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CHAPTER I 

THE AUTHOR OF WAVERLEY 

The overall structure—preparation, accomplishment, 

decline—of the literary career of Sir Walter Scott (1771-

1832) is amply common. But somewhat uncommon are the pro

portions within the structure. The period of preparation 

is unusually long, the period of accomplishment encompasses 

outstanding work in several pursuits, and the period of de

cline brings undeserved frustrations. Born in Edinburgh 

on August 15, 1771, to Walter Scott (1729-99), son of a 

scion of the Scotts of Harden, who were related to the old 

Scottish clan of Buccleuch, and to Anne Rutherford (1732-

1819), daughter of Dr. John Rutherford, a medical professor 

in Edinburgh University, the future "Author of Waverley" 

was imbued with the heritage of old Border families, long 

established in that turbulent region of warfare, feuds, and 
1 

romantic legends. From boyhood until he was over forty, 

young Walter Scott determinedly searched for the relics 

of history and for its literary remains. Though lame as a 

result of illness in infancy, young Scott was indefatigable 

in exploring the Border, eagerly listening to old tales 

which he stored in his retentive memory. Patrick Cruttwell 

John Buchan, Sir Walter Scott (London: Cassell 
and Company, Ltd., 1932), p. 22. 



observes: 

The warfare itself had ended by Scott's time, but the 
folksongs and poems it inspired had not; they were 
still alive, though dying, and they came to the child 
Scott in the right way—by word of mouth, by hearth-
side and family telling. They formed the basis— 
never forgotten, for his memory was prodigious—of 
the whole structure of his imagination.^ 

For hours at a time, Scott brooded about grand historical 

themes such as the Jacobite rebellions, the Scottish Refor

mation, and the struggles of the Covenanters against the 
3 

Stuart kings. The impact of the Highlanders' tales and 

ballads upon Scott's imagination is measured in Cruttwell's 

assertion: 

For Scott's mind those [Highland Jacobite] veterans' 
tales did two things of capital importance. They 
laid the foundations of his romantic and traditional 
Toryism; they bent his sympathies towards the Epis
copalian-Tory-Jacobite side of Scottish history 
(though the adult Scott was far too sensible and 
un-crankish to remain, a Jacobite when the cause was 
irredeemably lost) and away from its opposite, the 
Presbyterian-Covenanter-Whig. And they—together 
with the Border ballads—gave him his vision of his
tory: a vision intimate and local seen in terms of 
human individuals.^ 

Simultaneously, the Romantic Movement, mainly of German 

origin but supported by Robert Burns in Scotland as well as 

by the Lake Poets in England, was advancing rapidly. As a 

2 
Patrick Cruttwell, "Walter Scott," in From Blake 

to Byron, Pelican Guide to English Literature, ed. by Boris 
Ford (7 vols.; Baltimore: Penguin Books, 1963), V, 104. 

3 
Edgar Johnson, Sir Walter Scott: The Great Un

known (New York: The Macmillan Company, 1970), I, 5. 
4 
Cruttwell, op. cit., pp. 104-105. 



youth Walter Scott, insatiable reader of ballads and ro

mances and collector of chapbooks, mastered German, French, 

and Italian so that he might absorb better the atmosphere 

which blended so well with the spirit of Border traditions 
5 

and minstrelsy. 

Scott began his literary career by writing metrical 

tales. "The Lay of the Last Minstrel" (1808), "Marmion" 

(1808), and "The Lady of the Lake" (1810) made Scott the 

most popular poet of his day. His later romances in verse— 

"The Vision of Don Roderick," "The Lord of the Isles," 

"Rokeby"—met with waning interest, partially because of 

the popularity of Lord Byron, whose most passionate poetic 

romances superseded Scott's in the public favor. Writing 

under various pseudonyms (including Jerediah Cleishbotham, 

Chrystal Croftangry, Captain Cuthbert Clutterbuck, and 

Peter Pattieson), Scott became known as "the Border Min

strel, " "The Wizard of the North," and "the Great Magician." 

His poetry, to which Scott attached little importance, was 

enough to make him one of the most famous men of the day. 

But Scott then abandoned poetry for prose. In 1814, he 

published anonymously a long, distinctively original novel 

Waverley: or 'Tis Sixty Years Since, the first of his 

series known as the Waverley novels. He continued to write 

^Buchan, op. cit., p. 248. 

^Johnson, op. cit., I, 438. 



anonymously for twelve years, completing twenty-five of the 

Waverley novels before acknowledging that he had written 

them. 

In most of his novels, Scott's style is influenced 

by numerous, often contradictory, ideas. Foremost among 

these concepts is a prominent dualism that is reflected in 

both his life and his writings. Sir Herbert Grierson con

tends : 

Scott had no clear view of the social problem though 
he felt it in his bones. What I [Grierson] wish to 
emphasize is this dualism in his mind which he him
self hardly suspected or understood. On the one hand 
his sympathies are feudal and aristocratic. The pass
ing of power from the landed aristocracy which the 
Reform Bill was to bring seemed to him, like Socialism 
to the late Lord Rosebery, to be the precursor of 
"the end of all things." On the other hand was his 
real sympathy with the poor. Nor is it quite just to 
say that Scott saw the poor only as they seem to their 
worldly betters. Whatever his prejudices his imagina
tion had a wider vision.^ 

Grierson asserts that Scott the romantic was countered by 

Scott the realist: 

There was in Scott's mind a dualism which he made no 
attempt to bridge, of which he was not himself fully 
conscious. In the novels it shows itself in the con
tradiction between his romantic sympathies and his 
sober judgement. . . . The dualism I have in view 
pervaded Scott's life as well as his work.^ 

Scott became a novelist by bringing his antiquarian and 

romantic feeling for Scotland's past and for a heroic age 

7 
Sir Herbert J. C. Grierson, Sir Walter Scott, Bart 

(New York: Haskell House Publishers, Ltd., 1969), p. 310. 

®Ibid., p. 307. 



into relation with his sense that Scotland's interest de

manded that she break with the past and look forward to a 

commercial future. Such transition required the cessation 

of the old kind of individual heroisms and the emergence 

of the so-called "Wave of the Future"—i.e., the bourgeoisie 

One side of Scott welcomed the union with England and the 

commercial progress and modernization which it promised to 

bring; the other regretted bitterly the loss of Scotland's 

independence and the steady decline of its national tradi

tions. Grierson criticizes Scott's failure to adhere to 

any view with emphatic and clear singleness of mind. He 

writes: 

Had there been less of division between his imagina
tion and his sense of the reality of things, it might 
or would have lent to his heroes, and not to these 
alone but to the historical characters, more inten
sity and interest. 

Elsewhere Grierson asserts that "Scott's conservatism had 

its root in the romantic cast of his sentiments and imagina-
10 

tion." Other critics illustrate Scott's concept of two 

conflicting worlds, one of violence and the other of order. 

Alexander Welsh contends that Scott held the "concept of 

9 
Grierson, op. cit., p. 312. 

Sir H. J. C. Grierson, ed.. The Letters of Sir 
Walter Scott, 1787-1807 (London: Constable and Co., 1932), 
I, XXX. Hereafter cited as Letters. 



two worlds: law versus lawlessness." In a review for 

Studies in Scottish Literature, David Daiches says that 

Scott's passive heroes and heroines are 

. . . acted on rather than act because they should 
be considered symbolic observers through whose 
innocent and law-abiding eyes the reader is allowed 
to see the tensions between picturesque violence 
and civilized order (with the latter in the end 
approved and victorious) that, constitute the theme 
of most of Scott's best work.-*-̂  

Hence, Scott contends on the one hand with his realistic 

logic toward the violence, vice, and difficulties of life 

and on the other hand with his romantic idealism toward 

beauty and harmony. Edgar Johnson states: 

Scott was thus simultaneously both a rationalist who 
knew how much was irrational in human conduct, and 
an empiricist who never ceased steadily to contem
plate the evidence. 1-̂  

Scott, as Johnson claims, shaped his characters "by the so

ciety of which they are a part, by the beliefs and attitudes 

of their millieu, and by the particular culture of their 

14 time." Modern studies of Scott's novels emphasize Scott's 

realistic character portrayal and his imaginative grasp of 

Scotland's social and political forces. Scott's real claim 

Alexander Welsh, The Hero of the Waverley Novels 
(London: Yale University Press, 1963), p. 90-

12 
David Daiches, "Review of The Hero of the Waver

ley Novels by Alexander Welsh," Studies in Scottish Litera
ture, II (October 1964), 133. 

13 
Johnson, op. cit., I, 522. 

•^"^Ibid. 



to greatness as a novelist rests on the "Scotch" novels, 

especially those novels depicting seventeenth- and 

eighteenth-century Scotland. Cruttwell notes: 

The greatness of these novels [the Scottish group 
of the Waverley novels]—and taken as a group, they 
do form a great achievement—lies in two things. 
Their material was such as engaged the deepest parts 
of Scott's mind: Scottish history and Scottish char
acter, and both set in fairly recent times, so that 
living memories or living human protagonists had 
still existed in his childhood; and the form [the 
novel] now suited his genius, his careless, quick-
moving, genial, and digressive mind.^^ 

In dealing with the recent past of his own country Scott 

found a fictional form through which he could express the 

ambiguities of his own feelings about Scotland. 

For this study of the technique and style of Sir 

Walter Scott, the eleven Waverley novels with settings in 

seventeenth- and eighteenth-century Scotland will be ex

amined. The novels, with the year of their first publica

tion, include Waverley: or 'Tis Sixty Years Since (1814), 

Guy Mannerinq: or The Astrologer (1815), The Black Dwarf 

(1816), Old Mortality (1816), Rob Roy (1817), The Heart of 

Midlothian (1818), The Bride of Lammermoor (1819), A Legend 

of Montrose (1819), The Pirate (1821), Redqauntlet (1824), 

Chronicles of the Canongate (1827). These works (1) de

pict the people Scott best understood and appreciated; 

(2) vivify the sights and sounds of Scotland's recent past; 

and (3) contrast the waning old way of Scottish life with 

15 
Cruttwell, op. cit., p. 107. 
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the triumphing new way of life. Perhaps an analysis of 

Scott's technique and style in these Waverley novels will 

reveal how Scott successfully created a romanticized atti

tude and, indeed, a composite Scotsman for his contemporaries 

to emulate during times of turmoil and transition. Toward 

these goals, this study will consider (1) the thematic pat

terns in the novels, (2) the conventions of plotting, and 

(3) the conventions of characterization. 



CHAPTER II 

THEMATIC PATTERNS IN THE NOVELS 

The principal theme of these Scottish novels in the 

Waverley series is the disturbed way of life in seventeenth-

and eighteenth-century Scotland. This theme concerns the 

times and the means by which the old codes of feudal honor 

fall, clans and fanatics dissipate, and aristocracies decay. 

It concerns the realization that the "Wave of the Future" 

will triumph over the cherished traditions of the past. 

This primary theme reflects the duality of Scott's mind: 

his love for and devotion to things past and his acceptance 

of contemporary realities. Scott's goal is, as Francis Hart 

surmises, 

. . . to find a common humanity, a law of mutual 
forbearance, a common language, which will allow 
reintegration without destroying ideological 
diversity. -̂  

The theme of disturbed Scottish life will be analyzed in 

three predominant thematic patterns: (1) Waning Jacobitism, 

as revealed in Waverley, Rob Roy, Redqauntlet, and two 

stories from Chronicles of the Canongate, "The Highland 

Widow" and "The Two Drovers"; (2) Conflicting Zealotries, 

as found in Old Mortality, The Heart of Midlothian, and 

Francis R. Hart, Scott's Novels: The Plotting of 
Historical Survival (Charlottesville: The University Press 
of Virginia, 1966), pp. 10-11. 
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A Legend of Montrose; (3) Upheavals of Ancient Houses, as 

depicted in Guy Mannering. The Black Dwarf, The Bride of 
2 

Lammermoor, and The Pirate. 

2 
These categories for thematic patterns are dis

cussed in Francis R. Hart's, Scott's Novels: The Plotting 
of Historic Survival, op. cit. My categories deal only with 
thematic patterns in eleven Waverley novels set in 
seventeenth- and eighteenth-century Scotland; Professor 
Hart's work is a critical interpretation and comparative 
assessment of all of Scott's novels. 
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A. Waning Jacobitism 

From early in the seventeenth century, Scotland's 

gradual merger with England began to cause the decline of 

several national traditions and characteristics. The Glo

rious Revolution of 1688 removed James II and the Stuart 

lineage from the throne and marked the end of absolute king

ship and feudalism. At the close of the seventeenth century, 

the support of British merchants and bankers enabled the 

landed aristocracy and the religious opponents of James II 

to defeat the Scottish clans and loyalist Tories. After 

the Revolution of 1688, the supporters of James II became 

known as Jacobites, and their movement, Jacobitism, was—as 
3 

Angus Calder contends—"the creed of doomed classes." 

Scottish history reflects the futility of the Jacobites' 

struggles, and Sir Walter Scott uses the decline of Jacobit

ism as a primary theme in several of his Waverley novels. 

The Act of Union in 1707 further strengthened the 

commercial prosperity of both England and Scotland, but it 

deprived Scotland of its separate Parliament. Glasgow mer

chants, through their trading with the American colonies, 

contributed to Scotland's emergence as an industrialized 

country. Edgar Johnson asserts the power of the merchants: 

Angus and Jenni Calder, Scott (New York: Arco 
Publishing Company, Inc., 1971), p. 19. 
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When Queen Anne died [1713] and George was proclaimed 
King, the financial support of the merchants standing 
behind the Whigs established the Hanoverian dynasty 
and was powerful enough to crush the Jacobite upris
ing of 1715."̂  

However, England and Scotland continued to have conflicts. 

The rugged Scottish coastline protected smugglers and the 

Glasgow merchants encouraged Scots to engage in the profit

able but dangerous acts. The Porteous Riots of 1736 show 

the extent and consequences of smuggling in Scotland. 

In 1745, Charles Edward, the Stuart Pretender, 

landed in Scotland and managed to rally an army of several 

thousand men. He and the clansmen won brief victories, but 

they were crushed at Culloden Moor. This defeat marked the 

end of serious efforts to restore the exiled Stuarts. The 

Scottish chieftains joined the commercialism in the country 

by turning their lands into huge sheep runs, but many High

landers held to their dreams of a restoration of the Stuart 

kings and a resurgence of Jacobitism. 

Scott vacillated between the old ways of life which 

had passed and the new ways which were bringing prosperity 

to Scotland. He saw the division which 1745 had etched 

into his country's history and into the lives of the old 

men and women to whom he had listened as a young man. At 

the end of Waverley, Scott writes: 

4 
Edgar Johnson, Sir Walter Scott: The Great Un

known (New York: The Macmillan Company, 1970), I, 600. 
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There is no European nation, which, within the course 
of half a century, or little more, has undergone so 
complete a change as this kingdom of Scotland. The 
effects of the insurrection of 1745,—the destruction 
of the patriarchal power of the Highland chiefs,—the 
abolition of the heritable [feudal] jurisdictions of 
the Lowland nobility and barons, the total eradica
tion of the Jacobite party, which, averse to inter
mingle with the English or adopt their customs, long 
continued to pride themselves upon maintaining an
cient Scottish manners and customs,--commenced this 
innovation. The gradual influx of wealth, and ex
tension of commerce, have since united to render the 
present people of Scotland a class of beings as dif
ferent from their grandfathers, as the existing ^ 
English are from those of Queen Elizabeth's time. 

Scott relies upon his understanding of the causes of this 

change, and of the radically different characters of the 

old order and the new order, to reconstruct Scottish life 

of the seventeenth and eighteenth centuries. Professor 

Cockshut states: 

Scott was fond of describing himself as "an incor
rigible Jacobite," and he felt sure that he would 
have taken arms for the Pretender if he had lived 
in his time. Yet he was not only a loyal subject 
of the Georges; he was convinced at a deep level of 
the necessity and rightness of England's decision 
to cast off the Stuarts. 

Scott could envision the historical matter, in all its bear

ings, as involving important questions of political and 

cultural development. He observed the decline of Jacobitism 

^Sir Walter Scott, Waverley: or 'Tis Sixty Years 
Since, with Introductory Essay and Notes by Andrew Lang 
(Border ed.; London: Macmillan and Co., Limited, 1910), I, 
647-48. Hereafter cited as Waverley. 

A. O. J. Cockshut, The Achievement of Walter Scott 
(New York: New York University Press, 1969), pp. 15-16. 
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and the impact that this decline had upon his country. His 

most obvious and thorough studies of this theme are embodied 

in Waverley, Rob Roy, Redgauntlet, and two stories from 

Chronicles of the Canongate, "The Highland Widow" and "The 

Two Drovers." 

Waverley (1814) 

In Waverley, Scott's analysis of the entanglement 

of Jacobitism in Scotland's feudal past explores the moti

vations and tensions that clarify its tragic failure. 

Waverley shows the last confused and broken effort of the 

clan chiefs to dominate Scotland. Their defeat at Culloden 

7 

ends the old feudal society. However, the Battle of Cullo

den, which we often consider to be the climactic event of 

the uprising of 1745, is hardly mentioned in Waverley. What 

Scott conveys is a picture of the aftermath of the battle. 

He is concerned with the effect of the battle upon both the 

committed Jacobites and the persons involved involuntarily 

or without a specific interest in the outcome. Scott is 

concerned particularly with what victory and defeat meant 

in terms of traditions, society, and progress. 

Edward Waverley first learns about the Jacobite 

ideal by reading the old romances in the library of his 

uncle. Sir Everard Waverley. From the life and attitude 

7 
Johnson, op. cit., I, 520 
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of his uncle, Edward realizes that the Jacobite ideal is 

waning, even among families who were staunch Jacobites. 

Professor Cockshut observes: 

He [Sir Everard Waverley] regards Jacobite loyalty 
as a sweet sentiment of former days, something that 
cannot be expected to appeal, even as a sentiment, 
to the young who cannot remember 1715 or to influ-^ 
ence practical decisions for anyone, young or old. 

In sending his nephew and heir to serve the King, Sir Ever

ard Waverley urges Edward: 

"Remember also that you are the last of that race 
[the Waverleys of military fame], and that the only 
hope of its revival depends upon you; therefore, as 
far as duty and honour will permit, avoid danger—I 
mean unnecessary danger—and keep no company with 
rakes, gamblers, and Whigs, of whom, it is to be 
feared, there are too many in the service into which 
you are going."^ 

Sir Everard shows himself to be a prudent dreamer about the 

past, with genuine regrets about the decline of feudal feel

ing. He recognizes, however, that feudal feeling would be 

incompatible with his contemporary society. The reader thus 

begins to realize that the Jacobite cause is dead, even 

though some adherents still struggle with the ideal. 

Edward Waverley, replete with romantic ideas about 

his family's traditionally active support of the Jacobite 

cause but with little experience of life, finds himself 

through personal affections and loyalties in the midst of 

Q 

Cockshut, op. cit., p. 108 
9 
Waverley, op. cit., p. 45. 
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the '45 Rebellion. He is English, with both Whig and Tory 

influences in his background; so his attitude toward Jaco

bitism remains neutral and objective because of his lack of 

immediate contact. While enroute to his military assign

ment, Waverley, who is becoming increasingly aware of his 

uncle's decaying will and waning loyalty to Jacobitism, be

gins to realize the extensiveness of social decay in Jaco

bite strongholds when he arrives at Tully-Veolan, the home 

of Baron Bradwardine: 

The houses seemed miserable in the extreme, es
pecially to an eye accustomed to the smiling neat
ness of English cottages. They stood without any 
respect for regularity, on each side of a straggling 
kind of unpaved street, where children, almost in a 
primitive state of nakedness, lay sprawling, as if 
to be crushed by the hoofs of the first passing 
horse. 

The whole scene was depressing; for it argued, at 
the first glance, at least a stagnation of industary, 
and perhaps of intellect. Even curiosity, the 
busiest passion of the idle, seemed of a listless 
cast in the village of Tully-Veolan: the curs alone 
showed any part of its activity; with the villagers 
it was passive. 

But Waverley is also an ordinary young man who succumbs to 

the appeal of the Highland way of life on the eve of the 

Jacobite Rebellion of 1745. He joins that Rebellion and 

learns gradually the difference between the romantic and 

the real estimate of the Stuart cause and the nature of war. 

Waverley finds that his experience with the clans both 

Waverley, op. cit., pp. 59-61. 
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supports and contradicts his romantic ideas. Angus and 

Jenni Calder claim that Waverley's "personal involvement 

with those who support the Rebellion is encouraged by the 

natural curiosity in what is to him a completely new 
11 

world." His infatuation with a character from that "new 

world," Flora Mac-Ivor, gives Waverley deeper insight into 

the decline of Jacobitism after the defeat at Culloden Moor, 

In Chapter Sixty-eight of Waverley, Flora thinks of her 

brother Fergus's approaching execution, the failure of the 

Rebellion, and her own failure to dissuade her brother from 

his intentions: 

"Oh that I could recollect that I had but once said 
to him, 'He that striketh with the sword shall die 
by the sword'; that I had but once said, 'Remain at 
home; reserve yourself, your vassals, your life, for 
enterprises within the reach of man.' But oh, Mr 
Waverley, I spurred his fiery temper, and half of 
his ruin at least lies with his sisterl" 

Edward . . . recalled to her the principles on 
which both thought it their duty to act, and in 
which they had been educated. 

"Do not think I have forgotten them," she said, 
looking up with eager quickness; "I do not regret 
his attempt because it was wrong,—oh no, on that 
point I am armed; but because it was impossible it 
could end otherwise than thus."-*-̂  

Flora makes here the point that the whole novel makes: 

Jacobitism is not wrong; it is merely impossible. 

Scott further reveals the decline of Jacobitism 

through the contrast between Bradwardine and Fergus 

Calder, op. cit., p. 66. 

12 
Waverley, op. cit., pp. 614-15 
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Mac-Ivor, both of whom are important components of the Jaco

bite coalition. Baron Bradwardine is a pedantic scholar, 

who cares for the records of his lineage and for the funda

mental European culture which, he contends, underlies and 

outlasts all differences between English and Scot, Highland 

and Lowland, Jacobite and Hanoverian. To Bradwardine, the 

13 point of honor is paramount. Bradwardine represents a 

scholarly, conservative loyalty to Jacobitism. Fergus Mac-

Ivor is quite different from Baron Bradwardine. He adheres 

to tribal simplicities and to the principle of hereditary 

tribal loyalty; yet such a principle contributes to a final 

separation of attitude between the chieftain and his clans

men. Francis Hart contends that "Fergus is part of Waver

ley 's personal experience and part of Scott's complex and 

realistic analysis of the historic cause that was Jacobit-

14 ism." Fergus accepts the fervent loyalty of the clan 

towards himself as though it cannot be denied him. But the 

unquestioned loyalty of the clansmen to the leader is wan

ing and very near the end of its existence. Scott asserts: 

Had Fergus Mac-Ivor lived Sixty Years sooner than 
he did, he would, in all probability, have wanted 
the polished manner and knowledge of the world 
which he now possessed, and had he lived Sixty 

13 
D. D- Devlin, The Author of Waverley: A Critical 

Study of Walter Scott (Lewisburg: Bucknell University 
Press, 1971), pp. 75-76. 

14 
Hart, op. cit., p. 24. 
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Years later, his ambition and love of rule would 
have lacked the fuel which his situation now af
forded. ̂ ^ 

The contrast between Mac-Ivor and Bradwardine, then, is be

tween two different kinds of alienation from society. Fer

gus displays a hardened and indifferent attitude toward the 

interests of his followers. However, he, as would his 

Highland ancestors, accepts without question that he is 

doomed to failure and to death, after the family apparition 

appears. Baron Bradwardine is representative of the de

feated Jacobite, who has sacrificed for the cause. 

The quiet equanimity with which the Baron endured his 
misfortunes had something in it venerable and even 
sublime. There was no fruitless repining, no turbid 
melancholy; he bore his lot, and the hardships which 
it involved, with a good-humoured, though serious 
composure, . . . "We poor Jacobites," continued the 
Baron, looking up, "are now like the coneys in Holy 
Scripture . . . a feeble people, that make our abode 
in the rocks. "•'-̂  

Scott shows that a mere military defeat did not doom the 

Jacobite cause, but, rather, that Jacobitism experienced 

the inherent collapse of old Highland values. 

Rob Roy (1817) 

A kind of revolution forms the background of Rob 

Roy, a revolution from the older world of the feudal land

owner and the clan to the new world of commerce. The novel 

15 
Waverley, op. cit., p. 177. 

^^Ibid., pp. 579-80. 
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becomes, as Edgar Johnson observes, "a mirror of world 

17 
forces" through Scott's balancing of characters against 

each other. William Osbaldistone, the adventurous London 

businessman stands against the way of life symbolized by Sir 

Hildebrand Osbaldistone, the fox-hunting Jacobite country 

squire; and. Bailie Nicol Jarvie, the clever Glasgow mer

chant, stands against Rob Roy, the displaced Highland drover 

turned cattle thief and Jacobite agent. Scott heightens 

the contrast and parallels by revealing that the two Osbald-

istones are brothers and that the Bailie and Rob Roy are 

cousins. David Daiches asserts: 

Rob Roy is another Scottish novel dealing with the 
relations between heroic violence and enlightened 
prudence, with merchant and brigand, city and coun
try. Lowland and Highland, counterpointed against 
each other.-'•̂  

One can note the clash of cultures, the struggle between 

the old world and new, which was embodied in the history of 

the Jacobite rebellions. Frank Osbaldistone, the narrator 

of Rob Roy, reflects these clashes and resultant changes in 

much the same way that Edward Waverley notes in Waverley 

the changes which forebode the decaying and waning of the 

Jacobite ideal. 

17 
Johnson, op. cit., I, 601. 

18 
David Daiches, Sir Walter Scott and his world 

(New York: Viking Press, 1971), p. 101. 
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One reason for Scott's examination of the old and 

new orders becomes clear when Frank Osbaldistone returns to 

his homeland. In his notes for Will Tresham, Frank contrasts 

Osbaldistone Hall with the commercial life of William Osbald

istone, Frank's father: 

"The abode of my fathers, which I was now approach
ing, was situated in a glen, or narrow valley, which 
ran among those hills. Extensive estates, which once 
belonged to the family of Osbaldistone, had been long 
dissipated by the misfortunes or misconduct of my an
cestors; but enough was still attached to the old 
mansion, to give my uncle the title of a man of large 
property. This he employed (as I was given to under
stand by some inquiries which I made on the road) in 
maintaining the prodigal hospitality of a northern 
squire of the period, which he deemed essential to 
the family dignity. 

"From the summit of an eminence I had already had 
a distant view of Osbaldistone Hall, a large and an
tiquated edifice, peeping out from a Druidical grove 
of huge oaks, and I was directing my course towards 
it, as straightly and as speedily as the windings of 
a very indifferent road would permit, when my horse, 
tired as he was, pricked up his ears at the enliven
ing notes of a pack of hounds in full cry, cheered 
by the occasional bursts of a French horn, which in 
those days was a constant accompaniment to the chase. 
I made no doubt that the pack was my uncle's [Sir 
Hildebrand Osbaldistone's]."^^ 

Sir Hildebrand Osbaldistone stands for Old England and for 

the old order whose way of life has been passed by. He 

acknowledges, for instance, that his own sons (especially 

Rashleigh, who cannot meet standards in tracking animals in 

the hunt) have not followed the traditions of Old England: 
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"Ay, true. Die,—true," said Sir Hildebrand, with 
a sigh. "I misdoubt Rashleigh will be found short at 
the leap when he is put to the trial. An [If] he 
would ha' learned useful knowledge like his brothers, 
he was bred up where it grew, I wuss [wish]; but 
French antics, and book-learning, with the new tur
nips, and the rats, and the Hanoverians, ha' changed 
the world that I ha' known in old England." 

Scott's picture of Sir Hildebrand and his household is con

temptuous and harsh. The "useful" knowledge gained by Rash

leigh 's brothers alludes to their sullenness and to their 

brutish and debauched behavior. Justice Inglewood contends 

that Sir Hildebrand, having lost one son, was often at a 

loss to know which one it was. Frank's disillusionment with 

the dull dissipation of the life of a sporting squire is 

extreme. He finds that there is little interest in, much 

less devotion to, the Jacobite cause. Rather, Frank notes 

the tone of hypocritical idleness among the aristocratic 

class: 

"A man in those days might have all the external ap
pearance of a gentleman, and yet turn out to be a 
highwayman. For the division of labour in every de
partment not having then taken place so fully as 
since that period, the profession of the polite and 
accomplished adventurer, who nicked you out of your 
money at White's, or bowled you out of it at Mary-
bone, was often united with that of the professed ruf
fian, "^l 

Professor Cockshut observes that Scott, in using the words 

"For the division of labour in every department not having 
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then taken place so fully as since that period" reflects 

the 

well-known fact that specialization increases as the 
old agricultural and aristocratic organization breaks 
down. The ample old days, he [Scott] is saying in 
effect, when a gentleman really was a gentleman, and 
lived on his own land, and was respected by his ten
ants and servants were also days when fine moral dis
tinctions were impossible.^^ 

The sons of Sir Hildebrand Osbaldistone become increasingly 

barbaric in their behavior. The Jacobite traditions and 

loyalties are waning, as indicated by Sir Hildebrand's 

family. Cockshut writes: 

The six sons [of Sir Hildebrand Osbaldistone] repre
sent a race that is spiritually dying. . . . The 
sons disappear because their way of life is out
moded, and above all, because they have neither lived 
up to the ethos of this outmoded way, nor substituted 
a new one for it. Their Jacobitism is not really a 
principle or even a sentiment, but rather a hypocriti
cal screen for the continued enjoyment of barbaric 
country customs.^^ 

In contrast to Frank's landowning Jacobite uncle is his com

merce-oriented Whig father, William Osbaldistone, who car

ries commercial interests to an extreme. In his memoirs for 

his young friend. Will Tresham, Frank mentions his confer

ence with his father upon returning from France. Frank as

serts that his father 

" . . . never used threats, or expressions of loud 
resentment. All was arranged with him on system, 
and it was his practice to do 'the needful' on every 
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occasion without wasting words about it. It was, 
therefore, with a bitter smile that he listened 
. . . ; nor can I charge my memory with his having 
looked positively angry, until he found me unable 
to explain the exact effect which the depreciation 
of the louis d'or had produced on the negotiation 
of bills of exchange."^^ 

Scott contrasts William Osbaldistone with his relatives at 

Osbaldistone Hall, but he also indicates that William merely 

directs the family instincts and attitudes into other chan

nels. Frank observes: 

"Love of his [William's] profession was the motive 
which he chose should be most ostensible, when he 
urged me to tread the same path; but he had others 
with which I only became acquainted at a later period. 
Impetuous in his schemes, as well as skilful and dar
ing, each new adventure, when successful, became at 
once the incentive, and furnished the means, for far
ther speculation. It seemed to be necessary to him, 
as to an ambitious conqueror, to push on from achieve
ment to achievement, without stopping to secure, far 
less to enjoy, the acquisitions which he made." 

While Old England is represented by Osbaldistone 

Hall and by the way of life of Sir Hildebrand's family. 

Old Scotland is represented by Rob Roy and his wife, by 

Garschattachin and the other Jacobite leaders, and by the 

events of the uprising of 1715. Scott treats these repre

sentatives of Old Scotland with much the same contempt he 

shows toward aspects of Old England. The commercial order 

represented in England by William Osbaldistone is repre

sented in Scotland by Bailie Nicol Jarvie. It is through 

Jarvie that Scott reflects the growth of the new commercial 

24 
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Scotland and the decline of Jacobitism. The Bailie rejects 

Rob Roy and the old world which he represents. Jarvie sup

ports the Act of Union of 1707, especially from the stand

point of the Act's benefit to commerce in Scotland: 

"There's naething sae gude on this side o' time but 
it might hae been better, and that may be said o' 
the Union. Nane were keener against it than the Glas
gow folk, wi' their rabblings and their risings, and 
their mobs, as they ca' them now-a-days. But it's 
an ill wind blaws naebody gude. Let ilka ane roose 
the ford as they find it. I say. Let Glasgow flour
ish! whilk is judiciously and elegantly putten round 
the town's arms, by way of by-word. Now, since St. 
Mungo catched herrings in the Clyde, what was ever 
like to gar us flourish like the sugar and tobacco 
trade? Will ony body tell me that, and grumble at 25 
the treaty that opened us a road west-awa' yonder?" 

The incisive response of Andrew Fairservice reflects the 

disappointment which many Scotsmen felt at the loss of na

tionhood. He retorts: 

"It was an unco change to hae Scotland's laws made 
in England; and that, for his share, he wadna for a' 
the herring-barrels in Glasgow, and a' the tobacco-
casks to boot, hae gien up the riding o' the Scots 
Parliament."^' 

Calder states that "Scott's head was with the Bailie, but 

28 

his heart was with Andrew Fairservice." In Rob Roy, with

out omitting a tribute to the old Highland tradition, Scott 

shows the defeat of the Jacobites as part of a movement of 

cultural and economic progress. Scott shows that Rob Roy 

26 
Rob Roy, op. cit., p. 374. 

27 
"^^Ibid. 

^°Calder, op. cit., p. 19. 



26 

MacGregor is reduced to desperation by the rivalry of 

wealthy lairds, though Rob Roy would welcome a more settled 

life. In tracing the circumstances and activities of the 

Jacobites after their defeat in 1715, Scott shows that the 

material interests of Scotland are changing, with commerce 

and the "Wave of the Future" crowding out the traditions, 

loyalties, and aspirations of the Jacobites. 

Redgauntlet (1824) 

Redgauntlet, set in the 1760's during the reign of 

George III and at a time when the Jacobites were no longer 

considered a serious threat to the government, examines the 

meaning of defeat, the power of memory and regret, and the 

value of adherence to a lost cause. In Redgauntlet, Scott 

attempts to define his feelings towards the old Scotland 

and the new. He deals with the rapid social and economic 

changes of post-Culloden Scotland and with the central ques

tion of man's relationship with the past and the present. 

Scott fictionalizes the abortive, small-scale attempt of 

Bonnie Prince Charles to regain the throne of Britain 

through a return to Scotland for a gathering of his stal

warts. Scott blends the theme of kingship with that of the 

Cause of the Jacobites to produce the central question or 

theme of Scottish nationhood. Scott shows Jacobitism as an 

older way of life representing a different culture. He 

recognizes that Jacobitism has died by the time that the 
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action of Redqauntlet takes place in 1763 or 1764—eighteen 

years after the uprising of 1745. The uprising of 1745 was 

not a direct revolt of Scots against English. Most Scots 

opposed the revolt while many English favored it. But 

Jacobitism was a deeply reactionary cause and attracted sup

port from the most backward parts of Scottish society— 

namely, the feudal lairds and the barbaric clans which could 

not accept the trends toward modern commerce. Scott shows 

that during these eighteen years the old order has been de

stroyed. 

The main action in Redgauntlet is fictional, since 

the Young Pretender never made a final attempt for the Crown 

and no such person as Redgauntlet actually lived. Scott 

creates a picture of Redgauntlet as a Jacobite who still 

cherishes a lingering though hopeless attachment to the 

House of Stuart. Such a picture shows the inevitable de

cline of Jacobitism. Scott illustrates the social causes 

for the change and personifies in Joshua Geddes, the Quaker, 

a gradual influx of wealth and extension of commerce in 

Scotland, which Scott contends is chiefly responsible for 

the change. The attack by the fishermen of Solway Firth on 

the nets which Joshua Geddes has erected reflects the his

tory of the period. Geddes' nets, which catch more fish 

more economically than do the less efficient methods of the 

fishermen, are therefore a threat to the local inhabitants 

and represent an intrusion of modern capitalism into the 
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traditional way of life. 

Through two young men, Darsie Latimer and Alan Fair-

ford, Scott further reflects the decline of Jacobitism. 

Darsie grows up in Edinburgh with the expectation of receiv

ing an inheritance when he is older. After trying to study 

law with Alan at the Fairford home, Darsie travels to 

southern Scotland in an attempt to discover his true iden

tity and to learn about his family. He and Alan correspond 

regularly; and, through their correspondence, they gradually 

delineate the character of Redgauntlet. Though neither 

young man realizes the significance of the man each encoun

ters in different situations, they describe the Laird and 

put him in perspective for the reader. Darsie describes 

his ungracious host, who is obliged to grant Darsie shelter 

from a raging storm: 

"An air of sadness, or severity, or of both, seemed 
to indicate a melancholy, and, at the same time, a 
haughty temper. I could not help running mentally 
over the ancient heroes to whom I might assimilate 
the noble form and countenance before me. He was 
too young, and evinced too little resignation to his 
fate, to resemble Belisarius. Coriolanus standing 
by the hearth of Tullus Aufidius came nearer the 
mark; yet the gloomy and haughty look of the stranger 
had, perhaps, still more of Marius seated among the 
ruins of Carthage."^^ 

When Alan Fairford observes a stranger, who is identified 
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in Edinburgh as Mr. Herries of Birrenswork, discussing a 

matter of law with Alexander Fairford, Alan's father, he 

conveys his impression in a letter to Darsie: 

"I can only say, I thought him eminently disagreeable 
and ill-bred. No, 'ill-bred' is not the proper word; 
on the contrary, he appeared to know the rules of 
good-breeding perfectly, and only to think that the 
rank of the company did not require that he should 
attend to them—a view of the matter infinitely more 
offensive than if his behaviour had been that of un
educated and improper rudeness. While my father 
said grace, the laird did all but whistle aloud." 

Darsie Latimer is captured and held prisoner by this same 

Mr. Herries of Birrenswork, who is, in Darsie's opinion, 

" . . . one of those fanatical Jacobites, doubtless, 
whose arms, not twenty years since, had shaken the 
British throne, and some of whom, though their 
party daily diminished in numbers, energy, and power, 
retained still an inclination to renew the attempt 
they had found so desperate. "̂ -̂  

In talking with Provost Crosbie, Alan refers to Mr. Herries 

of Birrenswork and receives an immediate correction: "'Of 

Birrenswork?' said Mr. Crosbie; 'I have you now, Mr. Alan. 

Could you not as well have said, the Laird of Redgaunt-

32 

let?'" Thus, the mysterious Laird is identified. Sub

sequently, Darsie discovers that the Laird's niece, Lilias, 

a beautiful girl clad in a green cloak and referred to as 

Green Mantle, also is held prisoner by the Laird. Further, 

-^^Ibid., p. 67. 

^^Ibid., p. 317. 

32 Ibid., p. 353. 
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Lilias reveals that she is Darsie's sister and that Darsie 

is heir to the Redgauntlet inheritance: 

"You yourself, my dear Darsie, are the heir and rep
resentative of our ancient House, for our father was 
the elder brother—that brave and unhappy Sir Henry 
Darsie Redgauntlet who suffered at Carlisle in the 
year 1746. He took the name of Darsie, in conjunc
tion with his own, from our mother, heiress to a 
Cumberland family of great wealth and antiquity, of 
whose large estates you are the undeniable heir, al
though those of your father have been involved in 
the general doom of forfeiture." 

Darsie learns quickly that the Laird of Redgauntlet is stag

ing an invasion of Carlisle, with the former feudal tenants 

and retainers of the Redgauntlet family rising, the Laird 

thinks, in support of Darsie. If his forces can capture 

Carlisle, Redgauntlet believes that many loyal but reluctant 

supporters will see that Jacobitism still lives and will 

join the troops. In anticipation of imminent victory. 

Prince Charles returns in disguise to share the triumph. 

Darsie's rejection of the destiny which his uncle offers 

him begins Redgauntlet's realization that Jacobitism is 

doomed. Darsie contends that the Redgauntlet vassals will 

not rise in support of their former masters: 

"They cannot, at this time of day, think of subject
ing their necks again to the feudal yoke, which was 
effectually broken by the Act of 1748, abolishing 
vassalage and hereditary jurisdictions. . . . But 
the question is, what the vassals will think of it 
who have gained their freedom from feudal slavery, 
and have now enjoyed that freedom for many years. 
However, to cut the matter short, if five hundred 

"̂̂ Ibid. , p. 501. 
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men would rise at the wagging of my finger, that 
finger should not be raised in a cause which I ^. 
disapprove of, and upon that my uncle may reckon." 

Although Darsie's actions break the Redgauntlet des

tiny with the Jacobite cause, Redgauntlet himself must be 

made to see that the end has come. The old Laird and his 

followers prepare to die for their king when word comes that 

General Campbell, supported by troops of the Hanoverian 

government, approaches to stop the assembled Jacobites. 

But the general's quiet, solitary, and unthreatening en

trance thwarts the Jacobites' challenge. Campbell further 

deflates the Jacobites' anger by offering amnesty and by 

asserting: 

"His Majesty [King George III] will not even believe 
that the most zealous Jacobites who yet remain can 
nourish a thought of exciting a civil war, which 
must be fatal to their families and themselves, be
sides spreading bloodshed and ruin through a peace
ful land."35 

Prince Charles is now so lightly regarded as a threat that 

King George will permit him to sail away in peace, as Camp

bell observes: 

"He [King George III] cannot even believe of his 
kinsman [Prince Charles], that he would engage 
brave and generous, though mistaken men, in an at
tempt which must ruin all who have escaped former 
calamities; and he is convinced that, did curiosity 
or any other motive lead that person to visit this 

3"^Ibid., p. 521 

"^^Ibid. , p. 628 
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country, he would soon see it was his wisest 
course to return to the Continent."36 

Redgauntlet now realizes that the old dream of a Jacobite 

victory is dead. He laments to his friends, "'Then, gentle-

37 
men, . . . the cause is lost for ever!'" 

Scott shows in Redgauntlet the end of a political 

cause to which many adherents have devoted their lives, 

while other families have devoted their energies to its de

feat. Now the movement is irrevocably defeated. The defeat 

of Redgauntlet, who is the last of the Jacobites to lead a 

force for the old Cause, signals the passing of one age and 

the coming of a new age with its modern trends, attitudes, 

and ways of life for Scotland. 

Chronicles of the Canongate (1827) 

"The Highland Widow" and "The Two Drovers" 

Scott utilizes the theme of the decline of Jacobit

ism, with the attendant theme of conflicts between the old 

way of life and the new, in "The Highland Widow" and "The 

Two Drovers." Both of these short stories were published 

in Chronicles of the Canongate late in Scott's career and, 

as Professor Cockshut contends, "may be regarded as his 

38 
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"The Highland Widow" depicts the disruption of the 

old Highland life after the uprising of 1745. Since its 

action occurs a few years after the Jacobite uprising of 

1745, "The Highland Widow" is almost contemporary in its 

historical setting with Redgauntlet. The story deals with 

a conflict between the codes of two generations: mother 

and son. The mother, Elspat MacTavish, is the widow of one 

of the last old caterans. Elspat knows only that way of 

life which she has experienced: warring for the Stuarts 

and for the Jacobite cause, reivings, and blood feuds. 

After she lost her husband and possessions for the Jacobite 

cause, Elspat is consoled by realizing that she has Hamish, 

a son who might be trained to behave and believe as his 

parents behaved and believed and who might achieve the kind 

of fame which his father had. The narrator observes: 

She [Elspat MacTavish] had not forgotten she was the 
widow of MacTavish Mhor, or that the child who trot
ted by her knee might, such were her imaginations, 
emulate one day the fame of his father, and command 
the same influence which he had once exerted with
out control.3^ 

As Professor Devlin notes, "Elspat, like Redgauntlet, can

not see that times have changed, and will not see any need 

to change her ways of thinking and living." Scott writes; 
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She [Elspat] associated so little with others, went 
so seldom and so unwillingly from the wildest re
cesses of the mountains, where she usually dwelt 
with her goats, that she was quite unconscious of 
the great change which had taken place in the coun
try around her, the substitution of civil order for 
military violence, and the strength gained by the 
law and its adherents over those who were called in 
Gaelic song "the stormy sons of the sword." . . . ; 
and she doubted not that she should rise to her 
former state of importance, when Hamish Bean should 
be able to wield the arms of his father.̂ -̂  

As he grows up, Hamish is freer from the past than is his 

mother. He sees that the courage and skill which he has 

inherited from his parents must be used in different ways 

Much attached to his mother, and disposed to do all 
in his power for her support, Hamish yet perceived, 
when he mixed with the world, that the trade of the 
cateran was now alike dangerous and discreditable, 
and that if he were to emulate his father's prowess, 
it must be in some other line of warfare more con
sonant to the opinions of the present day.'̂ ^ 

Hamish valiantly but unsuccessfully attempts to persuade 

his mother to leave her old way of life and to join the 

modern trends of their times: 

"Dearest mother," answered Hamish, "how shall I con
vince you that you live in this land of our fathers 
as if our fathers were yet living? You walk as it 
were in a dream, surrounded by the phantoms of those 
who have been long with the dead. When my father 
lived and fought, the great respected the man of the 
strong right hand, and the rich feared him. He had 
protection from MacCallum More, and from Caberfae, 
and tribute from meaner men. That is ended, and his 
son would only earn a disgraceful and unpitied death, 
by the practices which gave his father credit and 
power among those who wear the breacan. The land 

'̂ •̂ "Highland Widow," op. cit., p. 479. 

^^Ibid., p. 480. 
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is conquered—its lights are quenched—Glengarry, 
Lochiel, Perth, Lord Lewis, all the high chiefs 
are dead or in exile—We may mourn for it, but we 
cannot help it. Bonnet, broadsword, and sporran— 
power, strength, and wealth, were all lost on Drum-
mossie Muir."^^ 

Knowing that his mother is living in the past and 

that the traditional society in which his father thrived 

was shattered in the Jacobites' defeat at Culloden, Hamish 

recognizes that only one way of advancement is open to him. 

When he accepts the new way of life by enlisting in a High

land regiment, to serve the House of Hanover, his mother is 

convinced that her son's actions constitute a betrayal to 

his ancestors. Elspat shows her hatred for the Hanoverian 

rule by delaying Hamish's return to his Highland regiment, 

even though Hamish had warned his mother that, if he were 

delayed, he would be treated as a deserter. In this instance, 

Elspat is loyal to her commitment to physical strength and 

habitual defiance, whereas Hamish shows loyalty to the mili

tary authorities. Professor Cockshut contends that "the 

real distinction which both feel but which the widow cannot 

explain, because she is unused to abstract distinctions, 

44 
is between legal punishment and arbitrary power." Elspat 

begs Hamish to go with her to the Highlands, where they can 

engage in a life of marauding. But Hamish feels that his 

^^Ibid., p. 498. 
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honor has been damaged and that he must accept the conse

quences of his actions: "'I have lost all, mother,' replied 

45 Hamish, 'since I have broken my word, and lost my honour.'" 

The breach between mother and son represents the 

gulf between the generations in late eighteenth-century 

Scotland. The new code of honor, which Hamish finds, con

fuses Elspat. When Elspat learns that Hamish has been ex

ecuted for shooting his arresting officer, she realizes her 

errors, but she remains unchanged in her feelings toward 

the changing times and standards. Elspat cannot accept her 

son's earlier contention that "yesterday was yesterday and 

46 today IS today." Rather, she withdraws from the modern 

world, which she cannot accept nor understand: 

From that day [when Elspat learns of Hamish's execu
tion] the world was to her a wilderness, in which 
she remained without thought, care, or interest, 
absorbed in her own grief, indifferent to everything 
else.^^ 

"The Highland Widow" is the story of one culture ruthlessly 

blotted out by another. It reflects the conflict between 

the emerging new world of modern Scotland and the waning, 

decaying rudiments of Jacobitism in the dying Highland 

society. 

^^"Highland Widow," op. cit., p. 520. 
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"The Two Drovers" 

John Buchan asserts that "in 'The Two Drovers' we 

have a glimpse into the perverse but logical Highland ethics 

and an unforgettable picture of the old world of the drove-

48 

roads." "The Two Drovers" depicts conflicts and similari

ties between the codes and traditions of the Scottish High

lander and those of the English Cumbrian of the late eigh

teenth century. The Highlandman Robin Oig McCombich, "called 
49 familiarly Robin Oig—that is. Young, or the Lesser, Robin," 

and his Cumberland friend Harry Wakefield represent not two 

different generations but two cultural temperaments. Edgar 

Johnson states that "the Scot is moody, sensitive, full of 

a fiery pride; the Englishman hearty, self-assured, bluffly 

insensitive." Each man's temperament and concept of 

bravery are reflected in his actions and reactions after 

both men claim overnight use of the same coveted pasture. 

Although Robin Oig gains the land, he offers to 

share the ground; yet he remains calm when Harry angrily 

and jealously rejects the offer. Robin withstands patiently 

the ridicule at Haskett's alehouse, but he reacts violently 
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when he feels that Harry challenges his honor. Robin re

taliates in accord with the Highlander's concept of justice, 

which demands Harry's life as payment for his crime against 

Robin. Conversely, Harry Wakefield interprets Robin's in

itial patience, and his refusal to settle their differences 

with a fist fight at Haskett's alehouse, as signs of weak

ness and cowardice. 

"Robin," he [Harry Wakefield] said, "thou hast used 
me ill enough this day; but if you mean, like a frank 
fellow, to shake hands, and take a tussle for love on 
the sod, why, I'll forgie thee, man, and we shall be 
better friends than ever."^ 

Robin feels that the differences between himself and his 

fellow drover first should be negotiated through discussions 

and compromise. Then, if necessary, a fight should be "with 

proadswords [sic], and [Robin would] sink point on the first 

52 plood [sic] drawn—like a gentleman." After Harry knocks 

Robin twice to the floor, he assumes that (according to Cum

brian codes) their differences are settled: 

"Come, come, never grudge so much at it, man," said 
the brave-spirited Englishman, with the placability 
of his country; "shake hands, and we will be better 
friends than ever."^^ 

However, such is not the code of the Highlanders, nor is it 

the code of Robin Oig. When Robin refuses to accept Harry's 

offer and warns the Englishman of retaliation, Harry asserts 
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"Then the curse of Cromwell on your proud Scots 
stomach, . . . for one man can say nothing more to 
another after a tussle than that he is sorry for 
it."54 

Robin's ruthless murdering of Harry shows his impetuousness, 

but it reflects also the Highlander's penchant for reacting 

swiftly and harshly to attacks upon his honor or name. 

"I can fight," answered Robin Oig sternly, but 
calmly, "and you shall know it. You, Harry Waakfelt, 
showed me to-day how the Saxon churls fight—I show 
you now how the Highland dunnie-wassel [a well-born 
Highlander] fights." 

He seconded the word with the action, and plunged 
the dagger, which he suddenly displayed, into the 
broad breast of the English yeoman.55 

Edgar Johnson contends that "the story summarizes 
S6 

the contrast between Highland pride and English pride." 

"The Two Drovers" is a story of a failure of comprehension 

between members of fading societies. The actions, codes, 

and traditions in the old world of the drove-roads reflect 

the inevitability of the tragic fates of the two drovers. 

The backgrounds and cultures of each drover dictated erro

neous and fatal responses to the other's actions. 

Ibid. 

^^Ibid., p. 592. 

-^Johnson, op. cit., II, 1072. 
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B. Conflicting Zealotries 

Upon the death of Queen Elizabeth of England in 1603, 

James VI of Scotland assumed the throne. As James I of 

England, he united the two monarchies and eased the violent 

border wars which had harmed both countries. After 1603 

Scotland blended steadily with England, and the period 

around the birth of Sir Walter Scott witnessed the demise 

or decline of Scotland as a nation. Scott vacillates be

tween the viewpoints of the good and the evil, the gain and 

the loss, of the decline of Scotland. In several of his 

novels, Scott develops a different subject, that of oppos

ing fanaticisms, of conflicting loyalties, of conflicting 

zealotries. Two of the Waverley novels of highest reputa

tion. Old Mortality and The Heart of Midlothian, depict the 

conflict between the Cavalier and the Puritan forces, and 

they share with A Legend of Montrose the subject of oppos

ing zealotries, of conflicts arising from fanatic commit-

S7 ments to opposing laws or modes of communication. 

Charles I, the son and successor of James I, con

tinued to neglect the fatherland of the Stuarts and provoked 

great civil wars. Yet he found Scotsmen to support his at

tempt to strengthen the British throne. The most famous of 

Charles's supporters was Montrose, who fought a brilliant 

campaign in the Highlands with an army of clansmen in the 

5'Hart, op. cit., p. 68. 
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1640's. A Legend of Montrose (1819) depicts a character of 

very unusual meaning, Dugald Dalgetty. This battle-scarred 

mercenary soldier was modelled on the Scots commanders who 

returned from fighting in Europe to glean whatever they 

could in the civil wars at home. Montrose himself calls 

Dalgetty "a man of the times," for he is part of the new 

world which the middle class is creating. Dalgetty believes 

that he can trade his skill, courage, and performance for 

cash, just as the Scots trade slaves for sugar. Throughout 

Scotland, the desire for and the easy availability of money 

are destroying the feudal principles of loyalty and service 
crp 

to laird and King. 

The period of the Scottish civil wars brought politi

cal changes and created general confusion. Many political 

leaders changed loyalties and convictions with astonishing 

frequency. Immediately upon ascending the throne in 1660, 

Charles II betrayed the Scots. Many Scotsmen had supported 

Charles II because he had entered into a solemn Covenant 

with them which set the Presbyterian Church of Scotland over 

the monarchy itself and which endorsed the Church's demo

cratic organization. Old Mortality (1816) illustrates the 

persecution of the poor people in southwest Scotland who had 

resisted King Charles's officers in the name of the Coven

ant. In 1679, these zealots were defeated at Bothwell Brig 

58 
Calder, op. cit., p. 18. 
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by the brilliant Claverhouse, later Viscount Dundee. Calder 

asserts: 

"Bothwell Brig 1679" is an important date of Scottish 
history, which gets at least a couple of lines in 
the swiftest survey of the nation's past. Only 5,000 
"Covenanters" were actually up in arms, but they 
mostly came from the significant area round Glasgow, 
which was to take over the domination of Scotland's 
economic life. It was not just an episode in the career 
of "Bluidy Clavers," nor a victory for one religious 
creed over another. It was part of the struggle 
against feudalism and the absolute monarchy.5" 

Some of the Covenanters still held out for their principles 

and survived to tell younger generations of their experi

ences. Douce Davie Deans, a central figure in The Heart of 

Midlothian (1818), loves to recall those days of challenge 

and suffering: 

"How muckle better I hae thought mysell than them 
that lay saft, fed sweet, and drank deep, when I was 
in the moss-haggs and moors, wi' precious Donald 
Cameron, and worthy Mr. Blackadder, called Guess-
again; and how proud I was o' being made a spectacle 
to men and angels, having stood on their pillory at 
the Canongate afore I was fifteen years old, for the 
cause of a National Covenant."^^ 

The Glorious Revolution in 1688 removed the Stuarts 

(King James II) from the throne and confirmed the death-

warrant of absolute kingship and feudalism. Claverhouse, 

"Bonnie Dundee," rallied the clans and, in a moment of 

^^Ibid., p. 141. 

Sir Walter Scott, The Heart of Midlothian, with 
Introductory Essay and Notes by Andrew Lang (Border ed.; 
London: Macmillan and Co., Limited, 1906), VI, 165. Here
after cited as Midlothian. 
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victory, died at Killiecrankie, as he had hoped. But the 

clans, and the Tories who opposed the Revolution, were soon 

defeated. In those novels with settings close to his own 

times, Scott's themes begin to merge. Kingship, the clans, 

and Scottish nationhood died together when the middle class 

and the progressive sections of the aristocracy cast them 

aside for newer ways of life. Scott's dilemma is the need 

to "achieve humane reconcilation without losing prudence in 

61 cynicism or flexibility in relativism." Scott's depiction 

of the complexities and turmoil of the "strange times" in 

Scotland can best be viewed in Old Mortality, The Heart of 

Midlothian, and A Legend of Montrose. 

Old Mortality (1816) 

Old Mortality is a deeply imagined novel which 

springs from the depths of Scott's historical creativeness. 

Scott concentrates intensely on one of the deepest forma

tive influences on Scotland that he could remember—the 

zeal of the Covenanters. Scott's fictitious narrator, 

Jedediah Cleishbotham, conveys the notes of his young but 

now deceased assistant, Peter Pattieson, to the reader. 

Pattieson's notes tell of his frequent walks through the 

graveyard of martyred Covenanters and of his encounters with 

Old Mortality, the itinerant caretaker of the martyrs' 

^^Hart, op. cit., p. 12 
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gravestones. Old Mortality becomes an essential link be

tween the early seventeenth-century setting of the story 

and the early nineteenth-century times of Scott's contem

porary Scotland. Professor Cockshut contends: 

As the guardian of the graves he [Old Mortality] is 
the guardian of the tradition [of covenanting] . It 
was a tradition that needed to be experienced at its 
highest pitch, in battle, in preaching, in martyr
dom. ̂ 2 

Old Mortality's task of contending with the inevitable de

cay of the memorials renders him powerless to preserve a 

beloved tradition; thus, he welcomes its decay: 

"We are the only true Whigs. Carnal men have assumed 
that triumphant appellation, following him whose 
kingdom is of this world. Which of them would sit 
six hours on a wet hillside to hear a godly sermon? 
I trow an hour o't wad staw them. They are ne'er a 
hair better than them that shamena to take upon 
themsells the persecuting name of bludethirsty 
Tories. "̂ -̂  

Pattieson is the passive witness of the death of tradition, 

symbolized by the death of Old Mortality. The narrator 

asserts: 

The common people still regard his memory with great 
respect, and many are of opinion that the stones 
which he repaired will not again require the as
sistance of the chisel. They even assert that on 
the tombs where the manner of the martyrs' murder is 
recorded, their names have remained indelibly legi
ble since the death of Old Mortality, while those of 

62 
Cockshut, op. cit., p. 129. 

63 
Sir Walter Scott, Old Mortality, with Introductory 

Essay and Notes by Andrew Lang (Border ed.; London: Mac
millan and Co., Limited, 1907), V, 11. Hereafter cited as 
Old Mortality. 
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the persecutors, sculptured on the same monuments, 
have been entirely defaced. It is hardly necessary 
to say that this is a fond imagination, and that, 
since the time of the pious pilgrim, the monuments 
which were the objects of his care are hastening, 
like all earthly memorials, into ruin or decay."^ 

Professor Cockshut asserts: 

The irony is that the legend of the opposite treatment 
accorded by time and decay to the sculptured names 
of heroes and villains could only have grown up among 
people who never went to see. They never went to see 
because they had lost interest. Therefore, their 
legend was a survival, a superstition, even an uncon
scious excuse for no longer caring. The true tradi
tion has died with Old Mortality; the spiritual as 
well as the material monuments are indeed "hastening 
into ruin."^5 

Old Mortality centers around a real historic event, 

the uprising of the Covenanters at Drumclog in 1679 and 

their defeat three weeks later at Bothwell Brig. Scott 

writes: 

Old Mortality is a covenanting story, the time lies 
at the era of Bothwell Brig the scene in Lanark
shire: there are noble subjects for narrative dur
ing that period full of the strongest light & 
shadow, all human passions stirr'd up & stimulated 
by the most powerful motives & the contending par
ties as distinctly contrasted in manners & in modes 
of thinking as in political principles. I am com
plete master of the whole history of these strange 
times both of persecutors & persecuted."" 

Professor Buchan states: 

^"^Ibid., pp. 13-14. 

65 
Cockshut, op. cit., p. 130. 

Sir H. J. C. Grierson (ed.). The Letters of Sir 
Walter Scott, 1787-1807 (London: Constable and Co., 1932) 
IV, 293. Hereafter cited as Letters. 
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Scott for the first time brought a legend into the 
searching light of day, and set in honest perspective 
what had been hitherto seen through a magnifying and 
distorting mist. . . . I think that he does ample 
justice to the best in the Covenant and does not ex
aggerate the worst.^^ 

Professor Grierson contends: 

There was a real issue at stake between the Covenan
ters and Charles [King Charles II], the perennial 
and insoluble problem of the relation between Church 
and State. . . . What the covenanters stood for was 
"the crown-rights of Jesus Christ," "we must not 
edge away a hem of Christ's robe-royal," "no leader
ship over the spiritual realm bequeathed to Pope or 
King or Parliament." In things spiritual the Kirk 
is absolute, the King is "God's silly vassal," his 
duty "to cause all things to be done according to 
God's word and to defend the discipline."^^ 

The issues of religious freedom that inflamed the Covenant

ers' revolt were not resolved until nearly a decade after 

their defeat at Bothwell Brig; yet, in many ways, their up

rising was a forerunner to the Revolution of 1688. 

Scotland, in the seventeenth century, was represented 

by a debauched government and a ruthless militia. Grierson 

writes: 

Scott loved neither the exalted religious sentiment 
of the Covenanters nor their claim to supremacy in 
the State, but he did condemn the policy and the 
methods of the Government.^^ 

67 'Buchan, op. cit., pp. 160-61 

^°Sir Herbert J. C. Grierson, Sir Walter Scott, Bart 
(New York: Haskell House Publishers, Ltd., 1969), p. 156. 
Hereafter cited as Grierson, Scott. 

^ 9 I b i d . 
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Accordingly, Scott's hero in Old Mortality is a young man 

who, agreeing with neither side of the conflict, is drawn 

into action on one side. Henry Morton, thoughtfully deter

mined to stay out of political and religious controversies, 

is forced to make a choice between the Covenanters and the 

Royalists. His father, Silas Morton, had fought for the 

Covenanters at Marston Moor, but had defended the legitimate 

heir to succeed Charles I. Henry Morton is thus drawn be

tween liberty of conscience and the claims of legal govern

ment. The times bring increasing tensions among the Scots. 

Charles II reasserts the policy of controlling church ritual, 

while the Scottish Privy Council enforces strict conformity. 

Already, the more active among the Covenanters begin re

sponding to the new dictates with lawless violence. Henry 

is caught directly between the struggles of these opposing 

fanaticisms. Professor Calder observes: 

Like Edward Waverley and so many of Scott's other 
heroes Henry has to decide whether to back out 
quickly from the action where his natural humane 
sympathies have led him or whether to complete his 
involvement by committing himself wholeheartedly. 
He does the latter, fights in the Covenanters' 
battles, but remains an outsider because he can 
never abandon himself to extremity.^^ 

The clash between fanatics is foreshadowed by the 

wappenschaw, a traditional assortment of military games and 

rural sports which the Restoration government have revived 

^^Calder, op. cit., p. 73. 
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in an effort to develop friendships among the Cavaliers and 

Puritans. The participants attach varying degrees of sig

nificance to the wappenschaw celebration: the royalist 

Lady Margaret Bellenden counts it an opportunity to display 

her retainers, who are rendering their feudal duty to their 

mistress; Henry Morton shows his skills in the presence of 

Lady Margaret's niece, Edith; Mause Headrigg's Puritan 

zealotry links the activities with pagan worship; Cuddle 

Headrigg yields to his mother's demands and refuses to ap

pear at the games. Cuddle's resistance of Lady Margaret's 

orders, coupled with Mause's defense of her son, results in 

Lady Margaret's dismissing both mother and son from her 

services. The government's dismissal of Presbyterian min

isters from their churches and the banning of open-air gath

erings, plus required conformity of servants and tenants, 

arouse the Covenanters to rebellion. 

Henry Morton attempts to be neutral between the 

partisan extremes. Upon leaving Niel Blane's tavern with 

a stranger, Morton commits himself to action. Buchan as

serts: 

The moderate is linked with the fanatic and drawn 
unwillingly into a wild drama, always protesting, 
always holding fast to his own reasonable faith, 
and thereby providing a touchstone for the reader _̂  
by which he can judge the aberrations of the rest. 

Morton soon identifies his associate as John Balfour of 

71 
Buchan, op. cit., p. 162. 
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Burley, and Morton remembers that the old soldier had saved 

the life of Morton's father during a battle for the Cove

nanters' cause. Burley reveals unwittingly that he partici

pated in the murder of Archbishop Sharpe, the Primate of 

Scotland, on Magus Moor. Buchan states that "Balfour of 

Burley is the eternal fanatic, inspired by a wild logic of 

72 his own, tortured and terrible but never base." 

Edgar Johnson asserts that "the fanaticism and 

ferocity of Burley, from which Morton recoils in horror, is 

7 "^ no less rife among the royalists.' To Lady Bellenden's 

inquiry of whether there is a law to compel submission from 

Mause Headrigg, Claverhouse replies with ominous coldness. 

I I I 74 I think I could find one.'" Upon hearing that the Cove

nanters have assembled in armed defiance on Loudonhill, 

Claverhouse asserts, "'When the adder crawls into daylight, 

I can trample him to death; he is only safe when he remains 

75 lurking in his den or morass.'" Claverhouse and Burley, 

though on different sides of the conflict, are "mirror-

images of each other, alike in their fanaticism, their un-
76 

scrupulousness, and their brutal contempt for human life." 

72 
Buchan, op. cit., p. 163. 

73 
Johnson, op. cit., I, 596. 

74 
Old Mortality, op. cit., p. 166. 

^^Ibid., p. 172. 
76 
Johnson, op. cit., I, 597. 
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When Morton is Claverhouse's prisoner, after being rescued 

from imminent death at the hands of the Covenanters, Claver

house gives orders for life and death: 

All these various orders,—for life and death, 
the securing of his prisoners, and the washing his 
chargers' shoulder,—were given in the same unmoved 
and equable voice. 

The Cameronians [an extremist group of Covenanters], 
so lately about to be the willing agents of a bloody 
execution, were now themselves to undergo it. They 
seemed prepared alike for either extremity, nor did 
any of them show the least sign of fear.7/ 

Professor Cockshut contends: 

The similarity between Claverhouse and the Cove
nanters lies in courage based not only on devotion 
to the cause but on fatalism. But, of course, Claver
house 's fatalism is secular, that of the Covenanters 
is based on, or at least justified by, the Calvinist 
doctrine of predestination. 

Claverhouse tells Morton: 

"There is some distinction between the fanaticism of 
honour and that of dark and sullen superstition . . . 
between the blood of learned and reverend prelates 
and scholars, of gallant soldiers and noble gentle
men, and the red puddle that stagnates in the veins 
of psalm-singing mechanics, crack-brained demagogues, 
and sullen boors." 

Morton's response is condemning and conclusive: 

"Your distinction is too nice for my comprehension. 
God gives every spark of life—that of the peasant 
as well as of the prince." 80 

77 
Old Mortality, op. cit., p. 449. 
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Cockshut, op. cit., pp. 138-39. 
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Old Mortality, op. cit., p. 456. 

®°Ibid., p. 456. 
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Sharing Morton's view that man should not take the life of 

another are two widows from opposing sides of the conflict. 

Lady Margaret Bellenden and Bessie Maclure. Lady Margaret 

pleads for Morton's life: 

"The shedding of this young man's blood will not 
call back the lives that were dear to me; and how 
can it comfort me to think that there has been 
maybe another widowed mother made childless, like 
mysell, by a deed done at my very doorstane! "̂ -̂  

Bessie Maclure hides Lord Evandale in her hut and keeps her 

fellow Covenanters from killing him, though her own sons 

have been killed by Claverhouse's forces: "'But, alas I 

betraying Lord Evandale's young blood to his enemies' sword 

82 would ne'er hae brought my Ninian and Johnie alive again.'" 

Scott fulfills his intention to portray fanaticism 

in its reality, in all kinds of circumstances, and in its 

affect upon various kinds of characters. He shows the fanat

icism of sheer endurance, represented in Chapter Five by the 

old woman who waits for hours at the crossroads to direct 

our puir scattered remnant . . . before they fall into the I I I 

83 nets of the spoilers.'" The gamut of religious zealotry 

is represented in the ministers. The moderate clergyman 

Poundtext is overwhelmed by the wild enthusiasm of the fanat

ical preacher Macbriar, for whom the cause annihilates all 

81 Old Mortality, op. cit., pp. 190-91 

Q^Ibid., p. 555 

Ibid., p. 54. 
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thought of self; the frenzy of the maniac Habbakuk Muckle-

wrath is subdued by the talkative but unthinking Kettle-

drummle. Professor Cockshut contends: 

The time must come when the pure and impure 
fanaticism must clash; it comes when Balfour is 
trying to keep the doubtful adherence of Morton 
to the cause by the use of political arguments Q. 
which the Covenanters denominate "carnal reasons." 

The seriousness with which the religious fanatics defend 

their positions, as well as the futility of their arguments, 

can be discerned in this exchange: 

"Peace, Ephraim Macbriar!" again interrupted 
Burley. 

"I will not peace," said the young man. "Is 
it not the cause of my Master who hath sent me? 
Is it not a profane and Erastian destroying of His 
authority, usurpation of His power, denial of His 
name to place either King or Parliament in His 
place as the master and governor of His household, 
the adulterous husband of His spouse?" 

"You speak well," said Burley, dragging him 
aside, "but not wisely; your own ears have heard 
this night in council how this scattered remnant 
are broken and divided, and would ye now make a 
veil of separation between them?"^^ 

Henry Morton continues the role of the moderate and 

saves his life through his actions. Although he had clearly 

committed himself to the side of the Covenanters, he has 

searched for a peaceful settlement, protected the Bellen-

dens from the Covenanters, and saved the life of Lord Evan

dale. Morton has defended truth, without regard to 

^^Cockshut, op. cit., p. 147. 

85 
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consequences, and he has championed the high law of human

ity. Thus, after the Revolution of 1688, when William and 

Mary ascend the throne, Morton is peinnitted to return to 

Scotland. 

In Old Mortality, Scott conveys the idea that there 

are rebellions that are not only inevitable, but, with their 

entanglement of right and wrong, essentially justifiable. 

Given the circumstances, the Covenanters were bound to take 

up arms, as Morton does, to defend their rights against 

tyranny. But Morton contends that he can never be recon

ciled to the bloodshed which surrounds him. Scott's mature 

attitude toward strife shows that it is sometimes necessary 

and inevitable, but never desirable for its own sake. Ed

gar Johnson concludes: 

The Covenanters were the early swell of that great 
flood that in 1688 was to overthrow a tyranny and 
sweep a dynasty from the throne. . . . The great 
issues, the great forces, and the human weaknesses 
and perils in such an upheaval are all given life 
and illumination in the tumultuous movement of 
Old Mortality. Breathing with the passions of 
men and women, it is at the same time a philosophic 
construction of a historical pattern.^^ 

Although Scott depicts in Old Mortality the conflicting 

goals of fanatics and zealots among the Cavaliers and the 

Puritans, he presents in a larger sense the complexities 

and turmoil of those "strange times" of seventeenth-century 

Scotland. 

fi6 

°"Johnson, op. cit., I, 600. 
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The Heart of Midlothian (1818) 

In Sir Walter Scott: The Great Unknown, Edgar John

son appropriately categorizes The Heart of Midlothian in a 

87 chapter titled, "Mutations of Fanaticism," because this 

novel reflects the fading beliefs of the Covenanting zeal

ots and the emergence of a new version of fanaticism. Thus, 

the stern standards and actions of the seventeenth-century 

Covenanters become the guidelines for the more gentle but 

no less intense form of the Covenanting spirit in the un

friendly eighteenth century. In The Heart of Midlothian, 

there is confrontation not in terms of battles and beliefs 

but in terms of class, character, and ethical standards. 

David Daiches asserts: 

Here [in The Heart of Midlothian] we see the Cove
nanting tradition tamed by history into eccentricity 
on the one hand [Davie Deans] and on the other 
achieving humble personal heroism [Jeanie Deans] 
very different from the fatal violence of earlier 
practitioners.88 

The date of the events of The Heart of Midlothian 

is particularly important. The Porteous Riots of 1737, 

which open the book, are presented as the natural product 

of the condition of Scottish society in the 1730's and as 

a direct result of the Act of Union with England in 1707. 

These events occur some fifty or sixty years after the 

87 
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88 
Daiches, op. cit., p. 101 
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heroic times of the Lowland Whigs described in Old Mortal

ity, and slightly more than twenty years after the Jacobite 

uprising of 1715. Professor Buchan asserts: 

David Deans is the Covenanter who has lived into 
peaceable times which have a little mellowed his 
austerity. He cherishes the memory of his stormy 
past, and has still something of the wild poetry 
of the hill-folk.89 

David Deans, at the death of his second wife, Rebecca, la

ments : 

"It has been with me as with the worthy John Semple, 
called Carspharn John, upon a like trial—I have 
been this night on the banks of Ulai, plucking an 
apple here and there." 

Davie Deans is an old man living on the memories and tradi

tions that are becoming every year more faint to his neigh

bors. Deans recalls the beginnings of the agreements be

tween the Lowland Whigs and the Hanoverian government. It 

is clear that Deans considers these agreements a spiritual 

threat to himself and to other Covenanters. Even though the 

Covenanting spirit is waning in Deans, the old man brims 

with spiritual pride. The aging Davie Deans recalls his 

days of challenge and suffering: 

"How muckle better I hae thought mysell than them 
that lay saft, fed sweet, and drank deep, when I 
was in the moss-haggs and moors, wi' precious 
Donald Cameron, and worthy Mr. Blackadder, called 
Guessagain; and how proud I was o' being made a 
spectacle to men and angels, having stood on their 

89 
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90 
Midlothian, op. cit., p. 129. 
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pillory at the Canongate afore I was fifteen 
years 0̂ -̂ ' ^^^ ^^^ cause of a National Cove
nant. "̂ -̂  

David Deans is concerned about the "dead of heart" among 

the Presbyterians, whose forebears were faithful and de

voted Covenanters. He tells his friends: 

"I wish every man and woman in this land had kept 
the true testimony, and the middle and straight 
path, as it were on the ridge of the hill, where 
wind and water shear, avoiding right-hand snares 
and extremes and left-hand way-slidings, as weel 
as Johnny Dodds of Farthing's Acre, and ae man 
mair that shall be nameless."^^ 

The religion and temperament of David Deans are best equip

ped to deal with times of crisis and suffering. As Profes

sor Cockshut asserts: 

In the quieter times that have succeeded since his 
youth, Davie Deans' religion has slightly ossified. 
. . . What has happened is that Deans, deprived of 
the natural food of a faith like his, persecution 
and scorn, has been driven back more and more on his 
own inner strength and self-righteousness. He is 
not, however much he wishes to be, quite a true 
seventeenth-century fanatic.^-^ 

Davie's zeal for the Covenanters' cause becomes overshadowed 

by his personal pride when Effie brings shame upon the family 

name. Davie compromises his life-long standards by comment

ing: 

"If she [Jeanie] hath freedom to gang before this 
judicatory, and hold up her hand for this poor 
cast-away [Effie], surely I will not say she step-
peth over her bounds." 

^^Ibid., p. 165. 

^^Ibid., p. 168. 
93 
Cockshut, op. cit., p. 187. 

^^Midlothian, p. 290. 
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Davie Deans is abandoning—through the passage of time and 

the mutation of circumstances—his ardent belief against 

oath-taking before the court. 

Yet the stern, old Cameronian father, Davie Deans, 

who has stood by the most unyielding Covenanters, had al

ready carried the zeal of the Covenanting cause to its utmost 

limit, that of instilling uncompromising principles in the 

first-born daughter Jeanie to adhere to the Covenanting 

standards with unbending rectitude and to permit her con

science to bow only to God. Jeanie observes the effect upon 

her father's beliefs that Effie's error has brought, but she 

does not falter in her faith. Jeanie believes in a fanati

cism which can rise with love, which will permit her to vio

late neither the law of man nor the law of God, but which— 

within obedience to the laws of both—will permit her to 

appeal to the mercy of a higher justice. Jeanie's noble 

devotion, her fanatic loyalty to truth, and her deep sense 

of justice propel her into a new version of the old faith 

of the Covenanters. 

Without falsification or pretense, Jeanie Deans 

meets the dilemma facing her: can she tell a lie in order 

to save her sister's life? She faces this dilemma because 

English law holds that a woman whose illegitimate child dis

appears must face charges for murdering her child, unless 

the mother has, during her pregnancy, confessed that her 

child is illegitimate. Effie has made no such confession. 
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even though her father assumes that she has confided in 

Jeanie. Hence, Jeanie's dilemma does not concern the old 

Covenanting belief against oath-taking before the court, but 

it concerns her engrained loyalty to truthfulness weighed 

against a sincere love for her sister. Concerning Jeanie's 

telling a lie for her sister's benefit. Professor Cockshut 

contends: 

She cannot lie, but she can, by great sacrifice, re
pair the damage done to her sister by her refusal. 
So, in the person of Jeanie, the ossified covenant
ing tradition acquires a new spiritual lifer and it 
is a genuine development, not a substitute. 

Jeanie's problem is made more complicated by the sur

rounding historical circumstances. The Porteous Riots and 

subsequent events establish the background for one of the 

themes of the novel—the search for true justice in the con

fusion of law and mercy. At the hanging of Wilson, who is 

one of the associates of Robertson (alias for George Staun

ton, father of Effie's child), John Porteous—the Captain 

of the City Guard—orders his men to fire upon the disorderly 

crowd. Although Porteous is convicted of the murder of six 

people, his death sentence is reprieved by the British gov

ernment, and he requests a full pardon for his known crimes. 

But, an angry crowd storms the jail and hangs Porteous. The 

leaders of the crowd contend that they are rendering true 

justice for Porteous' actions and that they are rejecting 

^^Cockshut, op. cit., p. 191. 
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the false mercy inherent in pardoning the guilty officer. 

Similar issues are involved concerning Effie Deans, who is 

found guilty of infanticide. Effie's guilt is based on the 

appearance of murder—her child cannot be found—rather 

than upon known or witnessed murder. Also, Effie is found 

guilty because of her silence: she had not confessed during 

her pregnancy that her child was illegitimate. Further, 

the court must render its version of justice by exacting a 

heavy penalty—death—to thwart the increasing occurrence of 

infanticide. Thus, while John Porteous is convicted but 

reprieved by the court through preferential treatment, he is 

executed by the crowd for his known crimes. Conversely, 

Effie Deans is reprieved by the public through allowance for 

"human errors," but she is convicted and condemned to death 

by the court for unproven charges of murder. For Jeanie 

Deans, the most perplexing injustice is that all parties— 

the court, Effie, Davie Deans, Staunton, the jailer Rat-

cliffe, and many of the citizens of Edinburgh—expect 

Jeanie's testimony to save her sister's life, even if that 

testimony is false. 

But Jeanie cannot lie simply to save her sister's 

life. Such strength of character comes from the rigors of 

Jeanie's spiritual shaping. Scott writes: 

Jeanie believed that while she walked worthy of the 
protection of Heaven, she would experience its coun
tenance. It was in that moment that a vague idea 
first darted across her mind, that something might 
yet be achieved for her sister's safety.9° 

^^Midlothian, op. cit., p. 264 
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Jeanie recalls that John Porteous sought a pardon from the 

King and Queen; so she plans immediately to go to London to 

speak with the monarchs concerning Effie: 

"My sister shall come out in the face of the sun," 
said Jeanie; "I will go to London, and beg her par
don from the king and queen. If they pardoned 
Porteous, they may pardon her; if a sister asks a 
sister's life on her bended knees, they will pardon 
her—they shall pardon her—and they will win a 
thousand hearts by it."^^ 

The stalwart Jeanie, who has earlier shunned the jailer Rat-

cliffe's advice of lying for Effie's behalf, now accepts 

Ratcliffe's scribbled note that will protect her from thieves 

on her walk to London. Ratcliffe also tells Jeanie to seek 

aid from MacCallummore, the Duke of Argyle, who is Scot

land's best friend at Court because the King fears him. 

Jeanie, speaking plainly and convincingly to both 

the Duke of Argyle and the Queen, moves both to action. The 

Duke needs a public favor from London to ease tensions in 

Scotland; and the Queen must conciliate the Duke, who might 

aid the Stuarts in reclaiming the throne, should he change 

his allegiance. Yet, Jeanie's ignorance of Court intrigue 

leads to her impassioned plea: 

"Save an honest house from dishonour, and an un
happy girl, not eighteen years of age, from an 
early and dreadful death! Alas! it is not when we 
sleep soft and wake merrily ourselves, that we 
think on other people's sufferings. . . . But when 
the hour of trouble comes to the mind or to the 
body—and seldom may it visit your Leddyship—and 

^^Ibid., pp. 369-70 
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when the hour of death comes, . . . then it isna 
what we hae dune for oursells, but what we hae 
dune for others, that we think on maist pleasantly. 
And the thought that ye hae intervened to spare 
the puir thing's life will be sweeter in that hour, 
come when it may, than if a word of your mouth 
could hang the haill Porteous mob at the tail of 
ae tow." 

Tear followed tear down Jeanie's cheeks, as, 
her features glowing and quivering with emotion, 
she pleaded her sister's cause with a pathos which 
was at once simple and solemn. 

"This is eloquence," said her Majesty to the 
Duke of Argyle. "Young woman," she continued, ad
dressing herself to Jeanie, "^ cannot grant a par
don to your sister—but she shall not want my warm 
intercession with his majesty."98 

Jeanie's confidence and faith are thus rewarded. She re

solves her dilemma without compromising or altering her own 

principles. Working on inherited tradition, she directs 

the Covenanting tradition back into a form which is accept

able in the new age. The subject of The Heart of Midlothian, 

like that of other Waverley novels, concerns the transition 

of Scotland from a wild and backward country to a modern 

and prosperous one. Jeanie, like characters in the other 

novels, finds herself caught up in the conflicts of change. 

A Legend of Montrose (1819) 

A Legend of Montrose is based on an episode of the 

1644 Highland campaign for Charles I led by James Grahame, 

the Earl of Montrose, with an army of clansmen against the 

Covenanters. In the opening words of his Introduction, 

^^Ibid., pp. 563-64, 
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Scott writes 

A Legend of Montrose was written chiefly with a view 
to place before the reader the melancholy fate of 
John Lord Kilpont, eldest son of William Earl of 
Airth and Menteith, and the singular circumstances 
attending the birth and history of James Stewart of 
Ardvoirlich, by whose hand the unfortunate nobleman 
fell.99 

This idea was intended as the main theme, but the actual 

theme is an analysis of the clan spirit and the nature of 

the clan chieftain, with special attention to their impact 

on Scottish history. Further in his Introduction, Scott 

asserts that "our subject leads us to talk of deadly 
100 

feuds." Francis Hart contends: 

. . . in Scott, a feud between clans or individuals 
is a study in the tragic inhumanity of conflicting 
fanaticisms. . . . Thus the murder of Menteith 
becomes an account of how a close natural bond is 
destroyed by tragic fanaticism. 

Montrose fails to preserve Scotland for Charles I because he 

cannot reconcile the hostilities of Charles's Highland fol

lowers into loyalty to a unified national purpose. Again, 

as in other Waverley novels, this work examines the concept 

of "honour" and reveals, through a contrast of opposing 

ideas, the clash of different cultures. Scott shows that 

99 
Sir Walter Scott, A Legend of Montrose, with In

troductory Essay and Notes by Andrew Lang (Border ed.; Lon
don: Macmillan and Co., Limited, 1908), VII, Introduction, 
xvii. Hereafter cited as Montrose. 

Ibid. 

^^^Hart, op. cit., p. 119. 
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the modern times, with the easy availability of and ardent 

desire for money, are destroying the feudal principles of 

loyalty and service to laird and King. 

Scott develops his most significant characters with 

representative balance. The Earl of Menteith, a kinsman and 

trusted friend of Montrose, is a moderate Cavalier who is 

attacked by the fictional Ardvoirlich, Allan M'Aulay. Angus 

M'Aulay, the Laird of Darnlinvarach, is a powerful clan 

chieftain and the older brother of Allan. Allan M'Aulay 

changes from a quiet and gloomy youth to a fiery and venge

ful warrior against the Children of the Mist. Menteith, 

Angus, and Allan are devoted followers of Charles I, and all 

three participate in Montrose's Highland gathering at Darn

linvarach. Balancing these men are Sir Duncan Campbell and 

the Duke of Argyle. Duncan is a moderate Presbyterian, the 

Knight of Ardenvohr and the father of Annot Lyle, whom both 

Menteith and Allan M'Aulay love. Duncan, upon orders of 

the Duke of Argyle, attempts to prevent the Highland rising 

at Darnlinvarach. Argyle, the supreme feudal head of all 

the Campbells and the most powerful leader of the Presby

terians, leads his forces against those raised by Montrose 

at Inverlochy. In Scott's version of the assault on the 

Earl of Menteith after the battle of Inverlochy, Menteith 

is not murdered, but retires from partisan violence through 

his marriage to Annot Lyle. The would-be murderer is Allan 

M'Aulay, who devotes himself to annihilating the Children 
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of the Mist because, in the past, this fierce clan has mur

dered Allan's uncle and has left his head in the M'Aulays' 

dining room. Allan "comes to represent in extreme form the 

heir whose whole identity is a fanatic projection of ances-

102 
tral inhumanity." Allan's particular enemy, Ranald Mac-

Eagh, is chief of the Children of the Mist and is the enemy 

of the Campbells, as well. MacEagh's tribe earlier has 

stormed Sir Duncan's castle at Ardenvohr and has slain all 

of the Knight's male children. Ranald's tribe has been 

driven into the most remote glens, and Ranald comes to rep

resent the "clan spirit inflamed by suffering to extremes 

103 
of hatred and ferocity." Scott gives Ranald vigorous 

and eloquent speeches in defense of his fanatic vengefulness 

In saying that he would do what any man would do to get out 

of prison, Ranald asserts: 

"I am a man like my forefathers: while wrapt in the 
mantle of peace, we were lambs; it was rent from us, 
and ye now call us wolves. Give us the huts ye have 
burned, our children whom ye have murdered, our widows 
whom ye have starved; collect from the gibbet and the 
pole the mangled carcasses, and whitened skulls of our 
kinsmen; bid them live and bless us, and we will be 
your vassals and brothers; till then, let death and 
blood and mutual wrong draw a dark veil of division 
between us."-'-̂ '̂  

Allan M'Aulay lives by the same code as is expressed by 

•"•̂ Îbid. , p. 120. 

103 
Johnson, op. cit., I, 671. 

104 
Montrose, op. cit., p. 164 
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Ranald MacEagh: an adherence to a rigid clan code which re

quires loyalty to oneself and defiance of humanity. Angus 

M'Aulay and other clan chieftains join Allan and Ranald in 

adherence to this code. In commenting on the vehemence of 

the clan chieftains toward cival laws, Francis Hart asserts, 

"Such is the novel's feud between opposing fanaticisms." 

It is such variant loyalties and conflicting inter

ests as are found in the several clans which complicate the 

task of the Earl of Montrose in his attempts to forge a 

military force to counter the power, money, and stealth of 

Argyle. The traditional feelings of the clans—opposition 

to Argyle and other clan foes—thwart Montrose's tactics for 

defeating the Presbyterian forces in the lowlands and for 

occupying the coastal cities and the capital simultaneously. 

Rather, the clans support Montrose against Argyle's forces, 

but they then disperse into their glens. Toward the end of 

the novel, the clans drift away from Montrose's forces; and 

Montrose, at heart also a clan chieftain, gives up his petty 

clan wars against Argyle, especially after defeating the 

Presbyterian leader and routing his forces at Inverlochy. 

In contrast to the clan loyalties and clan attitudes, 

Dugald Dalgetty remains alert to changes in the culture and 

maintains his dignity through his concept of personal pride 

and honor. In his Introduction, Scott treats the mercenary 

105 
Hart, op. cit., p. 122. 
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soldier harshly: 

A cavalier honour, in search of his fortune, might, 
for example, change his service as he would his 
shirt, fight, like the doughty Captain Dalgetty, in 
one cause after another, without regard to the jus
tice of the quarrel, and might plunder the peasantry 
subjected to him by the fate of war with the most 
unrelenting rapacity.-^^^ 

Captain Dalgetty is a Lowlander, who is now unfamiliar with 

Scotland. Professor Devlin contends: 

After many years of service in continental armies he 
[Captain Dalgetty] is almost a foreigner to his na
tive land, and is completely a foreigner among the 
Highlanders, both the humble and the well-born, of 
the story. He is the travelling observer . . . and 
able to look coolly at the political problems and 
factions of Scotland that are erupting into civil 
war .-̂ ^̂  

When the Earl of Menteith challenges Dalgetty's sense of 

honor by accusing the mercenary soldier of neglecting both 

his loyalty to the Cavalier cause and his religion. Captain 

Dalgetty is quick to respond: 

"Truly, sir," replied the trooper, "if ye speak this 
in the way of vituperation, as meaning to impugn my 
honour or genteelity, I would blithely put the same 
to issue, . . . I am ready to prove to ye logice, 
that my resolution to defer, for a certain season, 
the taking upon me either of these quarrels, not 
only becometh me as a gentleman and a man of honour, 
but also as a person of sense and prudence, one im
bued with humane letters in his early youth."1^8 

Whereas Menteith is astonished and appalled at Dalgetty's 

-'•Q̂ Montrose, op. cit. , p. xxii. 
1 /•J7 

-̂ '-"Devlin, op. cit. , p. 85. 
108 

Montrose, op. cit., p. 14. 
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defense of his mercenary calling, Montrose recognizes that 

Dalgetty is a man of the times and is essential to the 

Cavaliers' battles against the Presbyterians. Montrose as

sures Menteith: 

"We cannot, unfortunately, do our work without the 
assistance of those who act on baser motives than 
our own. We cannot spare the assistance of such 
fellows as our friend the soldado."1^9 

As an observer of the actions and attitudes of the clans, 

Dalgetty criticizes clan warfare as the wildest and most in

human he knows about: 

"But yours is a pretty irregular Scythian kind of 
warfare, Ranald, much resembling that of Turks, 
Tartars and other Asiatic people. But the reason, 
my friend, the cause of this war—. . . . Deliver 
me that, Ranald."^^^ 

Dalgetty sees the clans as an older way of life which can

not survive the changes wrought by the new customs. The 

self-centered concerns of the clans render them unable to 

assume visions and ideals beyond their present needs. The 

feuds among the clans come to represent instability, which 

is generated by conflicting fanaticisms and which makes the 

Cavalier cause a lost cause. 

^Q^Ibid., p. 36. 

•̂"•̂ Ibid. , p. 158. 
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C. Upheavals of Ancient Houses 

There remain among the "Scottish" novels of Scott's 

Waverley series those relatively nonhistoric novels—Guy 

Mannerinq, The Black Dwarf, The Bride of Lammermoor, and 

The Pirate. These novels share an historical theme—the 

declines, falls, and potential redemptions of great houses. 

Francis Hart writes: 

Scott found here some otherwise unrealized fictional 
possibility of his perennial concern: the problem 
of individual freedom and cultural continuity in his
torical change. -̂  

Three of these "house" novels are set in the late seven

teenth and early eighteenth centuries, during the reigns of 

William III (1689-1702) and Anne (1702-1714). These novels 

—The Black Dwarf, The Bride of Lammermoor, and The Pirate— 

show the passing of the old feudal life and the emergence 

of the "improved" new way of life. In the years between 

the Glorious Revolution of 1688 and the Act of Union of 1707, 

Scotland began a slow but steady transition from "an under-

112 

developed nation to an industrial country." Guy Manner

inq is a study of aspects of the Scottish situation near 

the end of the eighteenth century, when Sir Walter Scott was 

a young man. Through a study of history and a careful at

tention to the story-tellers during his youth, Scott knew 

Hart, op. cit., p. 12. 

112 
Calder, op. cit., p. 19 
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about the decline and ruin of many ancient houses in Scot

land. His vivid imagination whetted his youthful absorption 

of tales about castles, gypsies, lost heirs, and unfulfilled 

ambitions. Professor Cockshut contends: 

Really by nature and by training a professional man, 
Scott ruined himself in the insatiable thirst for a 
castle, broad acres and aristocratic status. No man 
responded more strongly than he to the pride of blood 
and heraldry.-'--'--̂  

This group of "house" novels substitutes for his

toric or cultural conflicts various domestic crises in the 

fortunes of ancient houses. The novels generally depict an 

ancient house in a state of decline and ruin. Restoration 

of the house usually is attempted by the lost heir who 

searches for his identity and for stability or by the her

oine's suitor, heir of a nearby ancient house, who proposes 

marriage to the heroine. Sometimes, the heroine's father, 

representative of threatened values, is in some measure re

sponsible for his daughter's misfortunes. Each of the novels 

reflects domestic loyalties and conflicts, usually concern

ing the attitudes of the servants or neighbors who have 

known the family for many years. Although these aspects are 

identifiable in the "house" novels of Scott, one should not 

conclude that Scott's intention was to produce "formulae" 

or "patterns" for the novels or that Scott was aware that 

these similarities were discernible. One can observe that 

•̂ •̂ •̂ Cockshut, op. cit., p. 38 
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the similarities produce a viable theme concerning the de

cline and potential redemption of ancient houses in much the 

same way that the Jacobites, the Covenanters, and the Cava

liers produce similarities in themes in other Waverley novels 

set in seventeenth- and eighteenth-century Scotland. This 

study will investigate each of the "house" novels in chrono

logical order: Guy Mannering, The Black Dwarf, The Bride 

of Lammermoor, and The Pirate. 

Guy Mannering (1815) 

In Guy Mannering, Scott writes about a land which he 

knew intimately and about a people whom he understood and 

loved. To carry the tremendous events occurring in a tense 

atmosphere, the novelist depicts situations he has seen. 

Daiches writes: 

That is how things happened in the days of Scott's 
youth: no clash of arms or open conflict of two 
worlds, but the prophecies of gipsies, the intrigues 
of smugglers, the hearty activities of farmers, all 
set against the decay of an ancient family.^4 

Observing that Scott, in Guy Mannering, deals with smugglers, 

lawyers, dominies, gypsies, lairds, and farmers, David 

Daiches asserts: 

None of these characters, from Meg Merrilies to 
Dandle Dinmont, belongs to the new world: they 
are all essentially either relics of an earlier 

David Daiches, "Scott's Achievement as a Novelist," 
in Scott's Mind and Art, ed. by A. Norman Jeffares (New York: 
Barnes & Noble, Inc., 1970), p. 35. 
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age, like the gipsies, or the kind of person who 
does not substantially change with the times, like 
that admirable farmer Dandle.^5 

Scott deals with an aspect of the past, the upheavals of 

ancient houses during the time of his youth, to reflect the 

continuing influences that the past has had upon the life 

and times of his own day. 

At the outset of Guy Mannering, an ancient house— 

Ellangowan—is in sharp decline. That the fall of the house 

is inevitable and that the house is salvageable become evi

dent early in the novel. Godfrey Bertram, Laird of Ellan

gowan, who succeeds to "a long pedigree and a short rent-

116 
roll," has permitted the affairs of his once-distinguished 

family to decline steadily. Buchan asserts that Godfrey is 

an admirable, "slack-lipped, degenerating laird, whose weak-

117 ness IS cunningly accentuated by his proud genealogy." 

Godfrey Bertram, realizing his diminishing powers, actively 

seeks and receives an appointment as magistrate for his re

gion. Pompously, Godfrey changes his easy-going manner 

when named justice of the peace. He becomes an unjust magis

trate by instituting a program of legal reform which 

Daiches, "Scott's Achievement," op. cit., p. 35. 

116 . 
Sir Walter Scott, Guy Mannerinq: or. The Astrolo

ger, with Introductory Essay and Notes by Andrew Lang (Bor
der ed.; London: Macmillan and Co., Limited, 1905), II, 
8-9. Hereafter cited as Guy Mannering. 

117 
Buchan, op. cit., p. 140. 



72 

withdraws his long-standing protection from two sets of out

laws: the gypsies led by Meg Merrilies and the smugglers 

led by Captain Dirk Hatteraick. Bertram orders the huts of 

the gypsies dragged apart and the immediate eviction of the 

Pariahs of Derncleugh from the property they had occupied 

illegally for over half a century. Similarly, Bertram or

ders Hatteraick's smuggled articles taken from his ship to 

the nearest custom-house, even though Hatteraick has docked 

alongside Bertram's estate for years and has stored smuggled 

goods in Auld Place, ruined castle which Godfrey Bertram 

deserts when he must build the more modest New Place nearby. 

The narrator observes pointedly that Bertram's actions 

against the gypsies and the smugglers 

. . . did not pass without notice and censure. We 
are not made of wood or stone, and the things which 
connect themselves with our hearts and habits can
not, like bark or lichen, be rent away without our 
missing them.-'--'•8 

Francis Hart contends that Godfrey Bertram "has committed 

the crime of inhumanity, aggravated it by imprudence, and 

119 violated communal tradition." Godfrey realizes the risks 

he is taking through his strong measures. The seriousness 

of his errors and the inevitable consequences are made clear 

to Godfrey when tall and imperious Meg Merrilies, standing 

on a high bank above the departing gypsies' carts, renders 

118 
Guy Mannering, op. cit., p. 54 

119 
Hart, op. cit., p. 271. 
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dire prophecies to the embarrassed magistrate: 

"Ride your ways. Laird of Ellangowan," she exclaims, 
"ride your ways, Godfrey Bertram! This day ye have 
quenched seven smoking hearths—see if the fire in 
your ain parlour burn the blyther for that. Ye 
have riven the thack off seven cottar-houses—look 
if your ain roof-tree stand the faster. . . . Ride 
your ways, Ellangowan. Our bairns are hinging at 
our weary backs: look that your braw candle at 
hame be the fairer spread up,—not that I am wishing 
ill to little Harry, or to the babe that's yet to be 
born,—God forbid,—make them kind to the poor, and 
better folk than their father! And now, ride e'en 
your ways; for these are the last words ye'11 ever 
hear Meg Merrilies speak, and this is the last reise -̂ 20 
that I'll ever cut in the bonny woods of Ellangowan." 

Godfrey Bertram pays quickly and dearly for his inhumanity: 

his five-year-old son Harry disappears, his wife dies while 

giving birth to a daughter, and his estate gradually but 

steadily falls into the control of his unscrupulous agent, 

Gilbert Glossin. Godfrey becomes the prey of Glossin in 

much the same way that the gypsies and the smugglers became 

the victims of Godfrey Bertram; that is, Glossin's actions 

against Godfrey are—just as Godfrey's actions against the 

gypsies were—within the letter of the law but openly defiant 

of the spirit of the law. Godfrey is treated with inhumane 

viciousness by Glossin. Godfrey Bertram's ruin is completed 

when the broken old man must leave his home and watch, as 

had the gypsies, the depletion of his properties. 

The restoration of Ellangowan to the Bertram family 

is linked to the discovery and reinstatement of the lost 

120 
Guy Mannering, op. cit., p. 72 
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heir, Harry Bertram. Francis Hart notes: 

A stability for the present can be gained only through 
the recovery of a truth buried in the past. . . . The 
past is knowledge and value when repossessed (1) by 
a paternalistic agent of providence and (2) by an 
elderly woman with a prophetic impulse to pronounce 
the doom of the new and the redemption of the old. 
Both are essential—the providential restorer and the 
prophetical beldame.-̂ -̂'-

In the novel, Guy Mannering is the providential restorer of 

Ellangowan, and Meg Merrilies is the prophetical beldame. 

Both characters have significant knowledge which bears upon 

the fortunes of the Ellangowan estate. Mannering, an ama

teur astrologer who lodged at Godfrey Bertram's declining 

home the night of Harry Bertram's birth, jokingly forecasts 

the child's future. Mannering "observed from the result 

that three periods would be particularly hazardous [for 

Harry Bertram]—his fifth—his tenth—his twenty-first 

122 
year." Hart notes that "in Mannering himself, half-
serious astrology becomes part of a larger motive of loyalty 

to the house of Ellangowan, and thus part of the motive force 

123 for its preservation or redemption." Mannering returns 

to Ellangowan after serving in India for many years. He wit

nesses the selling of the estate to Gilbert Glossin and the 

immediate death of Godfrey Bertram. Mannering, a widower 

121 
Hart, op. cit., p. 262. 

122 
Guy Mannering, op. cit., p. 30. 

"'•̂ •̂ Hart, op. cit., p. 260. 
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whose daughter Julia is about the same age as Godfrey's 

daughter, invites the now-orphaned Lucy Bertram to share 

their home. Mannering hopes that Lucy will help Julia for

get a soldier named Vanbeest Brown whom Julia loved but whom 

Mannering despised while they were in India. Brown, knowing 

that he is of Scottish origin, secretly follows the Manner-

ings to Scotland with the dual hope of resuming his court

ship of Julia and establishing his true identity. The reader 

quickly realizes that Brown is Harry Bertram, the heir to 

the Ellangowan estate. Guy Mannering becomes linked with 

restoring Ellangowan to the Bertrams by identifying as his 

own the horoscope which Brown wears in a pouch without know

ing its significance. Upon realizing that Brown is Harry 

Bertram, whose dire forecast Mannering had given, Mannering 

becomes, as Francis Hart claims, "in loco parentis to the 

124 young heir-hero and plays restorer of a fallen house." 

Mannering actively seeks reinstatement of the man he had 

misjudged in India. He willingly becomes father-in-law to 

the heir, and thereby fulfills the role of paternalistic 

agent of providence in the novel. 

The tall gypsy-queen Meg Merrilies, who, according 

to John Buchan, is "the greatest figure that Scott has drâ n 

125 from the back-world and the underworld of Scotland," 

1 94 

-̂ ''̂ Hart, op. cit., p. 262. 
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Buchan, op. cit., p. 141 
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provides the essential clues to Harry Bertram's past. Cal

der asserts that Meg is representative of the 

. . . links between the old and new ways of life, 
for it is, above all, ordinary people who are most 
harshly exposed to the changing times. . . . She, 
the last of her race in that locality, brings to
gether father and son. She has suffered at the hands 
of the father [Godfrey Bertram] and devotes herself 
to bringing justice to the son.-'-̂ ^ 

The novel reflects Meg's early influence upon Harry Bertram. 

Harry enjoyed following after Meg through the woods and 

meadows of Ellangowan. Meg sang ancient songs to the lad 

and told him gypsy stories to entertain him. Meg's indig

nant scorn at being implicated in Harry's disappearance re-

127 fleets her love and loyalty for the youngster. Some 

seventeen years later, the banished Meg Merrilies learns 

from Dandle Dinmont, a farmer who meets and welcomes the 

company of Vanbeest Brown at an alehouse, that Godfrey Ber

tram died about a fortnight earlier when his property was 

sold to Gilbert Glossin. Meg's retort indicates knowledge 

of Harry Bertram's kidnapping: 

"Sell'd! . . . and wha durst buy Ellangowan that was 
not of Bertram's blude? And wha could tell whether 
the bonny knave-bairn may not come back to claim his 
ain? . . . It will be seen and heard of.--earth and 
sea will not hold their peace langer. "-'-̂ 8 

Meg observes Brown, asks his name and origin, and thinks 

that he is the lost heir of Ellangowan. At the same time. 

^26cai(jer^ op. cit., p. 98. 

127 
Guy Mannering, op. cit., p. 98. 

•'•̂ Îbid., p. 200. 
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Brown imagines that he has seen or has dreamed of a figure 

such as Meg Merrilies, but he does not recall the old woman. 

Francis Hart contends: 

It is characteristic of Mannerinq that Meg's chief 
function should be as a busy agent in the exciting 
action leading to Bertram-Brown's reinstatement. It 
is she who knew of the boy's kidnapping, and she who 
strides about the countryside saving him from a second 
kidnapping and bringing him to his other supporters. •'-̂9 

Professor Mayhead observes: 

For Meg there is a justice of human sentiment and 
traditional loyalty that is able to forgive what 
she has regarded as a human injustice committed in 
the name of the law by one [Godfrey Bertram] whom 
weakness made vulnerable to the taunts of parochial 
antagonism. And it is of great significance that 
this woman, whose mysterious comings and goings, 
quite apart from the reputation of her race, make 
her a figure decidedly outside the law, should be 
. . . mainly responsible for seeing that "justice 
is done" at the end of the novel.-'-̂ ^ 

Meg, when giving a purse of treasure to Harry Bertram, re-

131 quires Harry to enter a compact with her. Harry must go 

with Meg to the cave where Dirk Hatteraick is concealed, and 

where Harry was kept when kidnapped at age five by Hatter-

132 aick. In proving his mettle as a Bertram and as the lost 

heir of Ellangowan, Harry Bertram helps capture Dirk 

•'•̂ Ĥart, op. cit., p. 268. 

130 
Robin Mayhead, "Scott and the Idea of Justice," 

in Scott's Mind and Art, ed. by A. Norman Jeffares (New York 
Barnes & Noble, Inc., 1970), p. 175. 

131 
Guy Mannering, op. cit., p. 257. 

•̂ ^̂ Ibid. , p. 559. 
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Hatteraick. Meg Merrilies, gravely wounded by Hatteraick 

during the capture, happily proclaims to witnesses, includ

ing an attending physician and a clergyman: 

"That is Henry Bertram, son to Godfrey Bertram, 
umquhile [sic] of Ellangowan, that young man is 
the very ladbairn that Dirk Hatteraick carried 
off. . . . I made another vow to mysell that if 
I lived to see the day of his return, I would set 
him in his father's seat, if every step was on a 
dead man. "-'-•̂-̂  

As Calder notes, "Bertram recovers his lost heritage—his 

134 
name, his status, and his property." Ellangowan, the 

ruined estate of Godfrey Bertram, is restored to the family 

through the efforts of the providential restorer, Guy Manner

ing; of the prophetical beldame, Meg Merrilies; and of the 

lost heir, Harry Bertram, who proves worthy of being named 

Laird of Ellangowan. 

The Black Dwarf (1816) 

The setting and time of The Black Dwarf are the 

Liddesdale area of the southern part of Scotland, shortly 

after the Act of Union of 1707. As has been noted in other 

Waverley novels, the period was one of conflicts arising 

from the attempts of the Jacobites to set the Pretender on 

the throne. Edgar Johnson notes that "the age was still one 

of lingering family feuds, cattle reiving, and the burning 

133 
Guy Mannering, op. cit., p. 571 

134 
Calder, op. cit., p. 14. 
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of barns and farmsteads." The Black Dwarf shows some of 

these lingering problems as they affect the fortunes of the 

declining houses in the Liddesdale hills. The primary con

flict centers on the old rival houses of Earnscliff and 

Ellieslaw. Caught in the task of salvaging their respective 

estates are Isabella Vere, daughter of Richard Vere, the 

politically corrupt Laird of Ellieslaw, and Patrick Earns

cliff, son of the Laird of Earnscliff who had been fatally 

stabbed by Sir Edward Mauley during a drunken squabble. 

Both young people turn to the mysterious Black Dwarf for 

assistance in restoring their endangered houses. 

The destiny of Isabella Vere is greatly influenced 

by her father and by the Black Dwarf. Richard Vere was, 

early in life, one of the two friends on whose faith and 

sincerity Sir Edward Mauley, a wealthy neighbor, relied. 

However, Vere had betrayed Mauley so treacherously that Sir 

Edward's belief in humanity was shaken. The situation de

veloped from a compact by Sir Edward's family which required 

that Letitia, a relative reared by Mauley's parents, must 

marry the deformed Edward. The family wanted to strengthen 

their estate by assuring a marriage of blood-relatives. 

During Sir Edward's imprisonment for murdering the old 

Laird of Earnscliff, Richard Vere persuaded Letitia to 

marry him. Sir Edward was so shocked and hurt by Vere's 

135 
Johnson, op. cit., I, 589. 
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actions that he withdrew from society. Later reported to 

have died. Sir Edward moved near the Ellieslaw estate and 

established himself as Elshender, or the Black Dwarf. 

Elshender observes Vere's offenses after Letitia's death; 

but because of his concern for Isabella, he permits Vere to 

combine the declining Ellieslaw estate with the wealth of 

Letitia*s property, even though he could claim part of 

Letitia's estate. Richard Vere is divided between his af

fection as a parent for Isabella and his diabolical, manipu

lative character as a politician. Vere's plottings require 

the aid of Sir Frederick Langley, a proud, dark, ambitious 

man who demands permission to marry Isabella before he will 

assist Vere. Vere, overcome by political ambitions, yields 

to Langley's demands and pressures his daughter to agree to 

the marriage. Finally, Isabella appeals to the Black Dwarf 

to save her from the political chaos created by her father. 

Patrick Earnscliff, the returning heir of the Earns

cliff estate, is "an enlightened man who comes to believe 

that reconciliation—that is, marriage [of himself and 

136 

Isabella Vere]—is possible." Earnscliff does not be

lieve, contrary to the folk beliefs of his neighbors, that 

he must avenge his father, whose blood was spilled by Mauley, 

a member of the household of Isabella Vere. Rather, he as

serts that blood feuds should be allowed to die with the 

•'••̂ Ĥart, op. cit., p. 308 
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past. He retorts to the urging of Hobble Elliot, a wealthy 

Border farmer, "'Fie, fie. Hobble! It was a foolish brawl, 

occasioned by wine and politics—many swords were drawn— 

it is impossible to say who struck the first blow. ' ""'•"̂^ 

Hobble accurately surmises that "the twa grey een" of Isa

bella Vere have an influence upon Earnscliff's wish for 

peace in the neighborhood. Yet, Earnscliff is surprised to 

find his optimism dimmed by supernatural powers, whose real

ity and influence he must recognize: 

Earnscliff left the moor [the dwelling of Elshender] 
with mingled sensations of pity and horror, ponder
ing what strange and melancholy cause could have re
duced to so miserable a state of mind a man whose 
language argued him to be of rank and education much 
superior to the vulgar. . . . "It is no wonder," he 
said to himself, "that with such extent of informa
tion, such a mode of life, so uncouth a figure, and 
sentiments so virulently misanthropic, this unfor
tunate should be regarded by the vulgar as in league 
with the Enemy of Mankind."138 

Earnscliff shows humanity and kindness to the Black Dwarf 

from his first encounter with him. He finds in the Black 

Dwarf a power strong enough to remove several barriers against 

his marriage with Isabella Vere. 

The Black Dwarf's function in the novel is to bring 

aid to those who seek it. He uses his vast wealth and 

1 "̂7 
Sir Walter Scott, The Black Dwarf, with Introduc

tory Essay and Notes by Andrew Lang (Border ed.; London: 
Macmillan and Co., Limited, 1908), VII, 343. Hereafter cited 
as Black Dwarf. 

•̂ ^̂ Ibid. , p. 372. 
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knowledge to assist residents of the area, but does so under 

the guise of misanthropic vitriol toward his visitors. Ul

timately, he provides aid to Isabella and Earnscliff in their 

attempts to restore their declining estates. When facing 

marriage to the hideous Sir Frederick Langley, Isabella re

calls that the Black Dwarf had once told her, "'Come to me 

in your hour of adversity . . . , and the heart and the doors 

that are shut against every other earthly being, shall open 

139 to thee and thy sorrows.'" Elshender at first sneers at 

Isabella's request for aid, but Isabella rejects his mis

anthropic comments: 

"Man!" said Isabella, rising, and expressing herself 
with much dignity, "I fear not the horrible ideas with 
which you would impress me. I cast them from me with 
disdain. Be you mortal or fiend, you would not offer 
injury to one who sought you as a suppliant in her 
utmost need. You would not—you durst not."140 

Isabella has successfully challenged the Black Dwarf into 

offering assistance: 

"Thou say'st truly, maiden," rejoined the Solitary; 
"I dare not—I would not. Begone to thy dwelling. 
Fear nothing with which they threaten thee. Thou has 
asked my protection—thou shalt find it ef fectual. "-'-41 

Elshender responds by interrupting the forced marriage of 

Isabella and Langley. The Black Dwarf speaks from the tomb 

of Isabella's dead mother, his former lover. Ellieslaw's 

^•^^Ibid., p. 377. 

•̂ "̂ Îbid., p. 501. 

l^^Ibid. 
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flagrant and wasteful expenditures, handled through Hubert 

Ratcliffe—employee of Ellieslaw but loyal friend and busi

ness manager of Elshender—place complete control of the 

Ellieslaw estate in the hands of the Black Dwarf. Further, 

Elshender must approve Isabella's marriage in order for 

Isabella to receive her estate. Thus, Elshender or the 

Black Dwarf or Sir Edward Mauley—all the same man—removes 

all barriers to the marriage of Isabella and Earnscliff, 

first as a fulfillment of his deep affection for Isabella's 

mother and, second, as expiation of his guilt for having 

killed Patrick Earnscliffs father. The declining Earns

cliff estate and the debt-ridden Ellieslaw properties are 

restored through Sir Edward Mauley's generous settlements 

from his vast wealth upon the two young people, who had been 

kind to him and had treated him with humanizing respect. 

The narrator's observation near the end of the novel indi

cates the condition of the couple as a result of the good 

deeds of the Black Dwarf: "Years fled over the heads of 

Earnscliff and his wife, and found them contented and 

happy."^^2 

The Bride of Lammermoor (1819) 

The action of The Bride of Lammermoor occurs in the 

first decade of the eighteenth century during the corruption 

Ibid., p. 521. 
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and instability of Scottish rule shortly before the Act of 

Union in 1707. The novel reflects the recent transfer of 

the ancient Ravenswood estate to the opportunistic Ashton 

family during the Ashtons' most powerful acquisitive period 

beginning in the late 1690's. The Bride of Lammermoor deals 

with young Ravenswood's attempt to reclaim his family's 

estate and with the Ashton family's conflicts with each 

other—father, mother, and daughter—in their attempt to 

stabilize and sustain their newly-acquired estate. 

Sir William Ashton—one of the central agents in 

the intrigue of preserving his estate—destroys his daughter 

Lucy through his attempt to marry her, ironically, to the 

man she loves. Ashton sees that the only security for his 

new house lies in the ancient name and honor of Edgar Ravens

wood, the man he has wronged. Ashton defies portents and 

warnings against acquiring the Ravenswood estate; he ignores 

the vows of the Master of Ravenswood for eventual revenge 

against any person, other than a Ravenswood, who claims the 

ancient estate. Ashton plans a reconciliation with the 

Ravenswood heir, now transferred to Wolf's Crag, a worth

less castle nearby. Through cynical dishonesty, Ashton tells 

Edgar of his long-standing attempts to achieve reconciliation 

with the Ravenswood family. Ravenswood becomes gradually de

ceived by Ashton, but Ashton also deceives himself by think

ing he can retain his property and help his daughter by ar

ranging her marriage to Edgar: 
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His eyes glistened as he looked upon a couple who 
were obviously becoming attached, and who seemed 
made for each other. . . . His daughter—his fa
vourite child—his constant playmate—seemed formed 
to live happy in a union with such a commanding 
spirit as Ravenswood; and even the fine, delicate, 
fragile form of Lucy Ashton seemed to require the 
support of the Master's muscular strength and mas
culine character. •'-43 

But when Lady Ashton returns to the estate and opposes 

Lucy's betrothal to Ravenswood, Ashton, now losing his 

dominance of Edgar and Lucy, recedes into the background. 

Since he also loses both power and property after the Union 

and the coming to power of Queen Anne's Tory ministry, Ash

ton becomes mean but impotent. Yet, Ashton's genuine love 

for Lucy compels him to act secretly in her behalf. 

Donald Davie asserts that Lucy's desire to with

draw or remain neutral in life is the final condition of 

144 her doom. Francis Hart states that Lucy "is the passive, 

will-less romantic dreamer . . . whose erotic attraction 

to the powerful, protective Ravenswood is a fatal curse to 

145 one of her nature." After Lucy and her father are saved 

by Edgar from the onslaught of a raging bull, they both 

turn to Edgar's strength for protection. Lucy, like 

1 Ji *̂  

Sir Walter Scott, The Bride of Lammermoor, with 
Introductory Essay and Notes by Andrew Lang (Border ed.; 
London: Macmillan and Co., Limited, 1908), VIII, 229. 
Hereafter cited as Bride of Lammermoor. 

144 
Davie, op. cit., p. 160. 

145 
Hart, op. cit., p. 324. 
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Ravenswood and her father, is blind to portent. Hart 

writes: 

But we are little concerned with her [Lucy] until 
her love is reciprocal and recognized; and then 
two implications of Lucy's passive, romantic char
acter become clear: (1) like her father, she is 
too weak to oppose her mother; (2) as the barren 
child of a spiritually and culturally barren mis
alliance between Ashton and his haughtily aristo
cratic wife, she is spiritually unfitted for a 
marriage of reconciliation with Ravenswood.146 

However, both Lucy and Ravenswood realize their plight, and 

each of the young people observes weaknesses in the other. 

Lucy 

. . . perceived too plainly that her lover held in 
scorn the manners and habits of a father to whom 
she had long looked up as her best and most partial 
friend, whose fondness had often consoled her for 
her mother's contemptous harshness.-'-47 

Ravenswood 

. . . saw in Lucy a soft and flexible character, 
which, in his eyes at least, seemed too suscep
tible of being moulded to any form by those with 
whom she lived. He felt that his own temper re
quired a partner of a more independent spirit. 
. . . [Yet] he felt that the softness of a mind, 
amounting almost to feebleness, rendered her even 
dearer to him.-'-4o 

Edgar, Master of Ravenswood, is the son of Allan, 

Lord of Ravenswood. Allan had fought every point in his 

lawsuits with Sir William Ashton and had resisted every 

^"^^Ibid., p. 325. 

147 
Bride of Lammermoor, op. cit., p. 275. 

^^^Ibid., p. 276. 
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effort at compromise. Allan died "during a fit of violent 
149 

and impotent fury," breathing curses on his successful 

adversary. In Edgar, the brooding spirit of his father's 

legacy of vengeance "had quenched the light and ingenuous 

vivacity of youth in a countenance singularly fitted to 

display both, and it was not easy to gaze on him without a 

150 
secret impression either of pity or awe." At the death 

of his disgraced father, Edgar vows: "Heaven do as much 

to me and more, if I requite not to this man and his house 

the ruin and disgrace he [Ashton] has brought on me and 

151 mine!" But his vows of vengeance are beguiled from his 

mind by Sir William Ashton's claims. In spite of all warn

ings and portents, Edgar abandons himself to Lucy's company, 

Unable to realize the difficulties of Lucy's position dur

ing his absence and blinded by his turbulent passions when 

he seeks her on his return, Edgar causes Lucy to realize 

and regret her folly in thinking he would not return. She 

soon dies in a frenzy. When blamed by Lucy's brother for 

her death, Edgar Ravenswood shows his uncontrolled mental 

agony which leads to his suicide in Kelpie's Flow. Caleb 

begs Edgar to delay his duel with Lucy's brother: 

•'•̂ Îbid., p. 29. 

-'•̂ Îbid., p. 73. 

^^-^Ibid., p. 32. 
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"Oh, sir! oh master! . . . do not go out on this 
dreadful errand!" 

"You have no longer a master, Caleb," said 
Ravenswood, endeavouring to extricate himself; 
"why, old man, would you cling to a fallen tower?" 
. . . "Caleb!" he said with a ghastly smile, "I 
make you my executor. "-'•52 

Professor Devlin asserts: 

The point of the book is that Ravenswood cannot 
wander, that he cannot move away from the "fall
ing tower." He is not interested in politics, al
though the decline in the family fortunes is owing, 
at least in part, to political change.-'-53 

The return of Lady Ashton with her scheme to marry 

Lucy to the newly-rich Bucklaw reveals her stern intentions 

of maintaining the tottering Ashton estate. Her actions 

show her willingness to sacrifice her daughter's happiness 

so that the recently-acquired estate might flourish. In 

the haughtiness of her own firmer character, higher birth, 

and more decided views of aggrandizement. Lady Ashton be

littles her husband. But his and their family's interest 

becomes the motive of all her actions. She supplies the 

courage to act or to force Ashton to act for the family's 

benefit. The vindictive Lady Ashton hates the Ravenswood 

family with such intensity that she uses every means to 

stop Lucy from marrying Edgar. While Edgar is away and 

is writing love-letters to Lucy, Lady Ashton successfully 

deceives Lucy into thinking that Edgar is unfaithful. Lady 

^^^Ibid., p. 453. 

153 
Devlin, op. cit., pp. 100-101. 
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Ashton intercepts Ravenswood's letters to Lucy and tells 

her that Ravenswood's silence is a repudiation of his plans 

for marriage. Lady Ashton so manipulates her daughter that 

Lucy gives up all hopes for happiness. But Lady Ashton's 

machinations topple when Lucy kills Bucklaw and, shortly 

thereafter, dies without contributing to the continuity of 

the Ashton estate. 

Edgar Johnson contends: 

The tragedy is implicit in the characteristics of 
all those involved—the temporizing father, whose 
schemes have undesignedly destroyed his daughter's 
happiness; her fierce and formidable mother; the 
pride and even the enlightenment of the Master, who 
has endeavored to overcome prejudice and hatred; ^ ̂ . 
the gentle, weak, and affectionate heart of Lucy. 

The double tragedy of The Bride of Lammermoor—the death of 

Lucy after her crazed wounding of Bucklaw in their bridal 

chambers and the drowning of Edgar in the Kelpie's Flow— 

leaves "no one to endure, no survivor; . . . the two prin

cipals, unreconciled and irreconcilable, are self-

destructive, marking the degeneration and death of both 

155 

old and new." The ancient house of Ravenswood there

fore falls in such manner that an earlier prophecy is ex

actly fulfilled: 

When the last Laird of Ravenswood 
to Ravenswood shall ride. 

And woo a dead maiden to be his bride. 

154 
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^^^Hart, op. cit., p. 333. 
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He shall stable his steed in the Kelpie's Flow, 
And his name shall be lost for evermoe!-'-̂ ^ 

The Pirate (1821) 

Set in the Orkneys and Shetlands because of Scott's 

1814 visit to these lands. The Pirate depicts the lost heir's 

search for personal identity and the struggles for the sur

vival of ancient houses in a remote but exotic locale. 

Francis Hart contends that, in such novels, "the victim is 

a rejected daughter, saved from the lawless designs of the 

romantic heir, but withdrawn from life in nunlike isola-

157 

tion." In The Pirate, Magnus Troll, father of the hero

ine Minna Troll, feels that his values of Norwegian ances

try are threatened in the Orkneys. Inadvertently, Magnus 

contributes to his daughter's misfortune. First, he be

comes deluded by the romantic personality of Captain Clement 

Cleveland, the dangerous heir whose parents are Ulla Troll 

and Basil Vaughan. Second, in adopting the romantic heir, 

Magnus rejects Mordaunt Mertoun, who, as the son of Basil 

Vaughan (or Mordaunt) and Louisa Gonzago, is an appropriate 

heir because he is the stable, selfless foil to the roman

tic heir-hero. Magnus Troll's false choice breaks the con

tinuity of his house and leaves his daughter, Minna, 

stoically strong but barren. 

156 
Bride of Lammermoor, op. cit., p. 234. 
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The threat to stabilized life in the Orkneys comes 

through the tragic love of Minna Troll for the pirate. 

Captain Cleveland. Cleveland's unfamiliarity with the is

lands and the threat to the established Zetland [Shetland] 

culture provide thematic richness to the novel. Scott ex

pands the conflict between the pirate and the islanders to 

include related conflicts between island values and numerous 

strangers who embody various threats. The novel finds its 

chief spokesman in Magnus with his tirades against strangers 

But what Magnus opposes is not change, but an irreverent 

rejection of what is truly valid in the past; what he hates 

is not the stranger, but the bad stranger who threatens 

Magnus's house and island with his ignorance, his abstract 

prejudice, his inhumanity. 

Magnus experiences a complex process of acceptance 

and rejection of the book's centrally opposed strangers, 

Mordaunt Mertoun and the pirate Cleveland. Initially, he 

adopts Mertoun as son and heir; then he hears false reports 

that Mordaunt is marrying a Troil girl in order to become 

wealthy; so Magnus rejects Mordaunt and adopts Cleveland 

in his place, thus taking a destructive principle into his 

own house and bringing partial destruction upon his lineage. 

He discovers his error too late. His romantic elder daugh

ter, Minna, has already devoted herself eternally to her 

idealization of the pirate. Magnus readopts Mordaunt, the 

good stranger, marries off his younger daughter, Brenda, 
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and carries on the timeless values of Magnus Troll's house 

in a mixed lineage of stranger and islander. It is Mor

daunt who grows up with the islanders as master and lover 

of their own manners: 

He could play upon the "gue," and upon the common 
violin, the melancholy and pathetic tunes peculiar 
to the country; and with great spirit and execution 
could relieve their monotony with the livelier airs 
of the North of Scotland.^57 

Mordaunt is able to blend with the present and, therefore, 

proceed to the future. Conversely, Cleveland cannot es

cape his past life of piracy, cannot create a new identity, 

and cannot find a new life with Minna in Zetland. In sav

ing Cleveland from a sinking ship, Mordaunt temporarily 

alienates himself from the islanders, who wanted the ship 

for lawful plunder. Through his solitary act of humanity, 

Mordaunt unwittingly aligns himself with the island's 

future, as personal mediator, and provides the continuity 

of the island's culture. Thus, the islanders learn from 

the "good" stranger, and Magnus names Mordaunt his true 

heir. Inevitably, Cleveland and Mordaunt learn that they 

have the same father and are half-brothers. Mordaunt's 

true identity is known, and he is assured a stable future 

as conciliator between the natives and the visitors to the 

157 
Sir Walter Scott, The Pirate, with Introductory 

Essays and Notes by Andrew Lang (Border ed.; London: 
Macmillan and Co., Limited, 1908), XIII, 261. Hereafter 
cited as Pirate. 
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isles in Zetland. Cleveland's villainous acts cause him 

to be taken prisoner and removed from the islands as a 
158 despicable criminal. 

^^^Ibid., p. 634. 
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Afterword 

The foregoing study of thematic patterns in the 

selected Waverley novels of Sir Walter Scott develops three 

major categories into which each of the eleven Scottish 

novels is placed according to each novel's predominant 

thematic pattern. The thematic patterns are: (1) Waning 

Jacobitism, as depicted in Waverley, Rob Roy, Redqauntlet, 

and two stories from Chronicles of the Canonqate, "The High

land Widow" and "The Two Drovers"; (2) Conflicting Zealot

ries, as found in Old Mortality, The Heart of Midlothian, 

and A Legend of Montrose; (3) Upheavals of Ancient Houses, 

as revealed in Guy Mannering, The Black Dwarf, The Bride 

of Lammermoor, and The Pirate. From such analyses, this 

study shows that each novel reveals Scott's thorough knowl

edge of and keen insight into the life, customs, and his

tory of his homeland. 

The study further reveals Scott's treatment of ideas 

and themes that were still vivid in the memories of Scot

tish readers when the Waverley novels were published. When 

they are arranged chronologically according to time of ac

tion and setting, the eleven Waverley novels depicting 

seventeenth- and eighteenth-century Scotland provide a 

sweep of Scottish history from the early 1600's to the days 

of Scott's youth in the last decade of the eighteenth cen

tury. Such a sweep of history begins with A Legend of 
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Montrose, which is based on an episode of the 1644 Highland 

campaign of Cliarles I led by James Grahame, the Earl of 

Montrose. Next is Old Mortality, which centers around an 

actual historic event, the uprising of the Covenanters at 

Drumclog in 1679 and their defeat three weeks later at Both-

well Brig. Then Scott broadens his range of locales with 

The Pirate by utilizing the remote and exotic Orkney and 

Shetland islands around the beginning of the eighteenth 

century. The Bride of Lammermoor is set in the first decade 

of the eighteenth century during the corruption and insta

bility of Scottish rule, shortly before the Act of Union in 

1707. The Black Dwarf depicts the time shortly after the 

Act of Union, during the turbulent period when the Jacobites 

were attempting to establish the Pretender, Charles Edward, 

on the throne. Rob Roy deals with the events of the upris

ing of 1715. The next novel in Scott's presentation of 

history is The Heart of Midlothian, which centers around 

the Porteous Riots of 1737. Scott uses Waverley: or 'Tis 

Sixty Years Since, which is set shortly before, during, 

and after the Battle of Culloden in 1745, to depict Scottish 

life during the generation of Scott's grandfather. The 

events of the 1760's, during the reign of George III, are 

presented in Redgauntlet and show that the Jacobites were 

no longer considered a serious threat to the government. 

The two short stories in Chronicles of the Canongate depict 

almost the same period as Redgauntlet presents. The action 
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in "The Highland Widow" occurs several years after the up

rising of 1745. "The Two Drovers" depicts the conflicts 

between the Scottish Highlander and of the English Cumbrian 

of the late 1780's. Guy Mannerinq deals with the tragic 

upheavals of ancient prominent estates and is set during 

the last decade of the eighteenth century while Scott was 

still a youth. 

The events narrated in these novels evoked bitter 

memories in Scott's readers. Conflicts between Scotland 

and England had raged for generations. Attempts to unite 

the two countries under one kingship produced repeated 

bloodshed and heartache. Even with the ascension of the 

Scottish-born kings to the "united" throne of England and 

Scotland, the Scots held to their Covenant and to the guar

antees of religious and political freedoms. Scott's novels 

rekindled the old passions for the Covenanting cause and 

reminded the Scots of their loss of independence and re

ligious freedom. The Jacobite rebellion of 1745 continued 

to be a living tradition when Scott published his novels; 

the conflicts and horrors of the civil war had not then 

faded from the Scots' minds; the rapid change in Scotland 

from feudal traditions and customs to modern, nineteenth-

century capitalistic methods became more poignant through 

the angry Scots' reading of the Waverley novels. 

The predominant subject of the Waverley novels which 

deal with seventeenth- and eighteenth-century Scotland is 
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the transition of Scotland from a wild and backward country 

to a modern and prosperous one. Although Scott accepted 

the consequences of this historical transition, he regretted 

them nevertheless. Although he welcomed new comfort and 

new prosperity for the Scots, he grieved at the decline of 

feudalism, the destruction of the clans, and the cessation 

of an entire type of individual heroism. Scott accepted 

the new capitalism which replaced feudalism, but his imagina

tion continued to review the features he loved in the dis

placed orders of society. Scott recognized the passing of 

feudal rule, and he attempted to bridge the gulf between 

the old ways of life and the emerging "Wave of the Future." 

Through his "Scottish" novels, Scott revealed his imagina

tive grasp of the sights and sounds which he knew best, 

those of Scotland's recent past. 



CHAPTER III 

CONVENTIONS OF PLOTTING 

Richard Eastman states that "the novel, according 

to traditional discipline, is a fictitious account of human 

life told in prose on a large scale, and so constructed as 

to give the reader emotional and intellectual pleasure of 
1 

a designed quality." Before he can realize his potential 

pleasure from reading, the reader must see the structured 

wholeness of the novel. Such wholeness comes primarily 

from the plot, which generally is considered a controlling 

frame of a literary work. 

Sir Walter Scott makes certain concessions to the 

conventions of the novel: there must be a hero and heroine, 

a story, and a plot. Scott attempts to sketch an outline 

for a novel before beginning to write, but he seldom fol

lows an outline or plan. Scott often becomes intrigued 

with his story and lets it lead him wherever it can. Some

times a delightful character, sometimes an unusual incident, 

leads Scott's mind and pen from the main story. Scott's 

method of writing receives both scorn and praise from read

ers and critics of the Waverley novels. Three conventions 

•'-Richard M. Eastman, A Guide to the Novel (San Fran
cisco: Chandler Publishing Company, 1965), p. 5. 

98 
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of plotting—structure and development, setting, and narra

tive devices—will be examined in the eleven Scottish 

novels of the Waverley series. 
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A. Structure and Development 

In approaching the analysis of the structure and 

development of plotting in Scott's novels, it is necessary 

to remember that Scott was virtually the first novelist to 

write about real people and real events of the past. 

Through his novels set in seventeenth- and eighteenth-

century Scotland, he conveys, with varying degrees of ac

curacy, viable patterns of transition from out-moded customs 

to modern, nineteenth-century ways of life in Scotland. 

Scott does not produce "historical" novels per se, but he 

does reveal historical backgrounds in his imaginative treat

ment of Scottish life. The fact that Scott tries to depict 

the cultural, political, and religious turmoil in his coun

try's recent past indicates that the Waverley novels involve 

more than Scott's simply setting his plots in the past; 

rather, this fact underlies the structure of Scott's novels 

which are set in seventeenth- and eighteenth-century Scot

land. Scott's novels usually have three-part plottings. 

The first part often is introductory and simple and estab

lishes a story; the central part introduces complicating 

factors and presents specific incidents which build the 

action toward its climax or toward further complications. 

The last part comprises the denouement or ending of the 

story. A study of the structure and development of plot

ting in the eleven Scottish novels will involve the 
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examination of the introductory, developmental, and conclud

ing sections of the novels. 

The introductory sections of the Waverley novels 

fall into two categories: the lengthy, wordy background 

details leading up to the opening action, and the explosive 

in medias res approach which propels the reader immediately 

into the story. The novels in the first category are gen

erally slow-moving. Novelists who preceded Scott worked 

their way gradually into their story, because a story told 

in narrative form had ample time to make its effects. Scott 

follows these same practices in developing many of his 

stories, and he often presents a lengthy introduction which 

has specific relevance to his novel; but sometimes he uses 

irrelevant, fictitious editors or chroniclers who present 

cumbersome introductions to the novels. Several chapters 

in Waverley are devoted to Edward Waverley's background 

and to the influences that render inevitable the young 

heir's responses to his later experiences. Waverley's 

romantic tendencies and his neutral position are crucial 

to the novel; the first five chapters of Waverley are there

fore deliberately paced to reveal Edward's dual heritage 

from Whig and Tory ancestors. Scott defends his lengthy 

introduction to Waverley: 

These Introductory Chapters have been a good 
deal censured as tedious and unnecessary. Yet 
there are circumstances recorded in them which the 
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Author has not been able to persuade himself to 
retract or cancel.2 

Guy Mannering, Scott's second novel in the Waverley series, 

begins with scenes and characters which directly relate to 

one aspect of the novel. In his Introduction to Guy Man

nerinq, Scott asserts: 

The tale was originally told me by an old servant 
[John Mac-Kinlay] of my father's, an excellent old 
Highlander, without a fault. . . . He believed as 
firmly in the story as in any part of his creed. 

On this tale, Scott intended to establish a story about 

astrology and mysticism; but, instead, he uses the astrol

oger, Guy Mannering, to introduce a complicated background 

for a story about a lost heir who returns to his family's 

ruined estate. The Pirate opens with a picturesque de

scription of the Zetland coasts. Professor Canning writes: 

The Zetland coasts are described with such force 
and interest—Scott evidently liking the country— 
that the reader is pleased and even cheered by a 
description which many writers might have rendered 
gloomy and depressing.4 

Scott devotes several early chapters of The Pirate to a 

^Sir Walter Scott, Waverley: or 'Tis Sixty Years 
Since, with Introductory Essay and Notes by Andrew Lang 
(Border ed.; London: Macmillan and Co., Limited, 1910), I, 
43. Hereafter cited as Waverley. 

Sir Walter Scott, Guy Mannering: or. The Astrolo
ger, with Introductory Essay and Notes by Andrew Lang (Bor
der ed.; London: Macmillan and Co., Limited, 1905), II, 
xxviii. Hereafter cited as Guy Mannering. 

4 
Albert S. G. Canning, Sir Walter Scott: Studied 

in Eight Novels (Port Washington, N. Y.: Kennikat Press, 
1972), p. 159. 
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thorough observation of several facets of island life: 

the customs and superstitions, the terrain, the tidal waves, 

the stone monuments, the headlands, and the various types 

of housing. Even though the introductory chapters of the 

novel often deal with minutia and trivialities, most of 

the descriptions prove helpful in establishing Scott's 

story in the unusual and remote Shetlands. The beginning 

of Redgauntlet, which consists of an exchange of letters 

between two young men—Darsie Latimer and Alan Fairford— 

gives the novel a slow, measured development by showing a 

contrast in the temperaments of the pair. The epistolary 

beginning bores some readers, as Professor Cockshut ob

serves: 

We may be inclined to feel that in the first third of 
the book Scott was trying to be Richardson, and that 
a third of the way through he fortunately realized 
that he never would be.5 

Whereas Cockshut states that Scott's "switch [from the 

epistolary opening] is indeed clumsy enough," Professor 

Daiches observes that Scott's changing to first person "is 

not in the least clumsy, but keeps the emphasis at each 
7 

point just where Scott needs it." 

5A. O. J. Cockshut, The Achievement of Walter Scott 
(New York: New York University Press, 1969), p. 194. 

^Ibid. 
7 
David Daiches, "Scott's Achievement as a Novelist," 

in Scott's Mind and Art, ed. by A. Norman Jeffares (New 
York: Barnes & Noble, Inc., 1970), p- 48. 
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Although the fictitious editors—Jerediah Cleish

botham, Dr. Dryasdust, Chrystal Croftangry—are developed 

as comic figures from Scott's background, their introduc

tions to the Waverley novels are not intended only for en

tertainment. Scott contended, in his introduction to the 

collected editions published shortly before his death, that 

the function of the editors included relating the history 
Q 

of the novel to the Scotland of the early 1800's. Cock

shut contends that "all his [Scott's] imaginary editors and 

writers of introductions are bores. . . . These characters 
9 

are a device to separate out the faculties of his mind." 

Professor Buchan asserts that "Cleishbotham in his intro

duction to The Black Dwarf is at his clumsiest." Edgar 

Johnson also observes Cleishbotham's lengthy and boring 

opening chapter in The Black Dwarf; he complains about the 

irrelevance of Cleishbotham's arguments concerning "the 

short sheep having long wool and the long sheep short 

wool." The opening chapters of The Bride of Lammermoor 

receive the praise of critics, even though Scott ascribes 

these chapters to the pen of Jerediah Cleishbotham. Adol-

phus Jack asserts: 

®Angus and Jenni Calder, Scott (New York: Arco 
Piiblishing Company, Inc., 1971), p. 147. 

Cockshut, op. cit., p. 22. 

John Buchan, Sir Walter Scott (London: Cassell 
and Cc«npany, Ltd., 1932), p. 159. 

Edgar Johnson, Sir Walter Scott: The Great Un
known (New York: The Macmillan Company, 1970), I, 589. 
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The artist, who prefaces The Bride of Lammermoor 
with pleasant chat about a sign-painter, appears 
to be lacking in dignity. But Scott, even when 
writing without any serviceable purpose, could not 
write for long without throwing out something of 
excellence. -'-̂  

With reference to the opening chapters of The Bride of 

Lammermoor, Calder states: 

Details of background and characterisation are 
handled with a brief economy that we rarely find 
in Scott. This gives the book much of its un
usual character. Events have a suddenness, a 
swiftness, which we feel is quite out of the con
trol of the characters involved.-̂ -̂  

Cleishbotham's lengthy introductory chapters in A Legend 

of Montrose establish the historical background for the 

struggles of the Highland clans against the Covenanters. 

But the fictitious editor's attention to minute and in

significant details tires the reader and weakens the intro

duction. The first four chapters of Chronicles of the 

Canongate are designated as "Introductory." These pro

tracted chapters are thoroughly tedious; but, even worse 

than their being tedious, the chapters lack significant 

relationship to the stories which follow. Scott's ficti

tious Chronicler of the Canongate, Mr. Chrystal Croftangry, 

utilizes the recollections of Mrs. Bethune Baliol, who 

lives in the Canongate in Edinburgh. The first chapter of 

^^Adolphus Alfred Jack, Essays on the Novel (Port 
Washington, New York: Kennikat Press, Inc., 1969), p. 113 

13 
Calder, op. cit., p. 74. 
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"The Highland Widow" is based on Mrs. Baliol's notes about 

her Highland tour some forty years earlier. The introduc

tion, though tedious with details, establishes the setting, 

customs, and times of the story about the Highland widow 

and her son. Croftangry presents an excellent introduction 

to "The Two Drovers" by depicting how mankind often disturbs, 

through ignorance or vice, the "happy state of tranquility, 

14 
. . . which IS the object of all men's prayers." Cockshut 

asserts that the "introduction to 'The Two Drovers' is one 

of his [Scott's] most impressive delineations of tragic emo-

15 

tions in humble life." In some of the novels, Scott play

fully delays the actual beginning of his stories, as though 

such delays entertained or amused him. Ian Jack contends 

that Scott's delayed introductions and his use of fictitious 

writers merely reflect a simple jest which never tired Scctt. 

Jack, however, objects to Scott's repetition of the devices: 

A joke that is not particularly subtle, that depends 
on the subterfuge of saying that the author did not 
write the book, but that it was taken down by some 
chance acquaintance of my landlord, my school
master, or my antiquary, exhausts its possibilities 
in less than a hundred pages or a dozen repetitions. 

Sir Walter Scott, "The Two Drovers" in Chronicles 
of the Canongate, with Introductory Essays and Notes by 
Andrew Lang (Border ed.; London: Macmillan and Co., 
Limited, 1901), XXIV, 559. Hereafter cited as "Two Drovers." 

1 S 
-'••̂ Cockshut, op. cit., p. 21. 
1 c 
•̂ '̂ Jack, op. cit., p. 112. 
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Three of the Scottish novels open in medias res 

(in the middle of the story). The Heart of Midlothian be

gins with an explosive incident, the Porteous Riots, which 

launches the reader directly into the novel's action and 

meaning. Jack writes concerning the opening of The Heart 

of Midlothian: 

Had Scott been working here according to his usual 
method, the tale would have begun by introducing 
us to some of the chief characters and circum
stances, and the narrative of the Porteous riots 
. . . would have been incorporated later.•'-̂  

Scott begins Old Mortality with the excitement and festive 

atmosphere of a holiday, the traditional Wapinschaw. This 

revived mingling of military games and rural sports attempts 

to foster accord among the feuding Cavaliers and Puritans. 

But, as Calder notes, "The wappenshaw [sic] gives Scott the 

opportunity to provide a portrait of a countryside, its 

18 
people and its traditions." Jack observes: 

The opening of Old Mortality is very dramatic; by 
the time Morton has won the prize of the popinjay, 
the reader's interests are enlisted in his favour, 
and the story continues as it has begun, hurrying 
us along through a series of dramatic incidents .-̂ 9 

Francis Hart states that the actual beginning of Old Mor

tality comprises a lengthy account from the manuscripts of 

Peter Pattieson, the deceased assistant of Jedediah 

•'-̂ Jack, op. cit., pp. 159-160. 

18 
Calder, op. cit., p. 105. 

19 
Jack, op. cit., p. 111. 
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Cleishbotham: 

Pattieson's first manuscript recounts his walks 
after school, describes the graveyard of the anti-
prelatist martyrs, and narrates his encounter 
with their itinerant caretaker, "Old Mortality." 

Rob Roy opens explosively and moves rapidly into its story. 

Johnson states: 

One of Scott's great gifts is . . . the representa
tion of men in action; and in Rob Roy we find our
selves caught at once in the grip of a swift and 
yet poetic narrative fusing the colors of romance 
and reality. ̂-'-

A kind of revolution forms the opening of Rob Roy. It is 

the revolution from the older world of the feudal land

owner and the clan to the new world of commerce. The novel 

22 

becomes, as Johnson asserts, "a mirror of world forces." 

Even though it is explosive, the opening of Rob Roy is de

tailed. Calder points out that the novel's introduction 
. . . is packed with details of what people ate, 
what they wore, the houses in which they lived, 
the weapons with which they fought. Scott's love 
of this kind of detail is apparent as soon as we 
open one of his novels. ̂-̂  

Scott utilizes the introductory sections of his novels for 

several purposes: to delay the beginning of the action; to 

20 
Francis R. Hart, Scott s Novels: The Plotting of 

Historical Survival (Charlottesville: The University Press 
of Virginia, 1966), p. 68. 

21 
Johnson, op. cit., I, 605. 

^^Ibid., p. 601. 

23 
Calder, op. cit., p. 95. 
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give details about settings, events, or characters; and to 

provide time and space for his "story" to get underway. 

The introductory sections also create backgrounds for and 

interests in the central parts of the novels. 

The conventions of plotting in the developmental, 

or central, sections of the Waverley novels include Scott's 

use of shaping devices which involve actions and incidents. 

Scott uses numerous shaping devices in his novels: pacing 

or movement, dramatic divisions, lost heirs, intruders. 

Scott maintains a steady pace or movement of action by 

bringing together characters and incidents in a straight

forward, logical manner. These meetings often are too co

incidental or the pacing is inappropriate; but, generally, 

the pacing of the story contributes to the final shape or 

structure of the novel. The pacing of Waverley builds 

steadily upon the background details from the introductory 

chapters. Scott begins with Edward's arrival at the decay

ing estate of Baron Bradwardine at Tully-Veolan and links 

the successive scenes: the arrival at Tully-Veolan of the 

Highland adventurer Evan Dhu Mac-combich, Waverley's travels 

into the Highlands with Evan, his visit to the cave of a 

cataran robber Donald Bean Lean, the meeting with a Jacobite 

chieftain named Fergus Mac-Ivor, the visit to Fergus's 

castle, Glennaquoich. The pace of the story then gains 

momentum as it details Waverley's return to the Lowlands 

and his arrest for suspected treason, his recapture by the 
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Highlanders, his journey to Edinburgh, his meeting with 

Prince Charles Edward at Holyrood, his joining into the 

rebellion, and his efforts in the battle of Prestonpans. 

In the last quarter of the novel, the speed and dramatic 

intensity mount even higher. The plans of the Pretender 

are doomed because of inadequate troops and supplies. 

Waverley conflicts angrily with Fergus, in whose character 

he notices many flaws. Waverley becomes disillusioned with 

the rebellion of the Jacobites, its arguing leaders, and 

the deaths of many clansmen at the battle of Culloden. The 

trial of Fergus and Evan for crimes against the crown 

raises the tempo of the story to epic heights; then Fergus 

bids farewell to Waverley before he faces execution with 

Evan. Edgar Johnson states: 

The opening of Waverley is indeed slow—intention
ally so, for it was a fundamental element in Scott's 
design to begin quietly and gradually accelerate 
to that torrential rush of narrative which rises to 
the clangor of battle at Prestonpans and reaches a 
climax in the grim row of rebel heads above the 
gates of Carlisle. 

Cockshut asserts, concerning Waverley, that "the movement 

of the book, instead of using the obvious pattern of rise 

25 and fall, . . . is really constructed in a circle." He 

points out that Waverley moves from Edward's reading about 

his family's weak attachment to Jacobitism, through the 

24 
Johnson, op. cit., I, 523. 

25 
Cockshut, op. cit., p. 115. 
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times of the Jacobite rebellion, and then back to the 

poignant nostalgia of the defeated Jacobite. An impor

tant shaping device in Waverley is the lost heir Edward 

Waverley, who travels to Scotland in search of his iden

tity. Francis Hart observes a discernible pattern in some 

of Scott's novels whereby the lost heir can discover and 

harmonize the variant elements in his heritage. The heir 

must have 

. . . an ordeal of alienation, followed by danger
ous service in behalf of an impotent ruler or 
leader, culminating in the marriage to the leader-
ruler's daughter, and the forming of a new social 
stability around the marriage.^^ 

Edward Waverley experiences the ordeal of alienation when 

he loses his commission as a British officer and is ar

rested by British troops; he serves three impotent leaders: 

Prince Charles Edward, Fergus Mac-Ivor, and Baron Bradward

ine; he considers marrying either the sister of Mac-Ivor 

or the daughter of Bradwardine and eventually marries Rose 

Bradwardine; he inherits his father's fortune and, with 

Rose's inheritance, restores Tully-Veolan to social promi

nence. Another shaping device in Waverley is the intruder 

Edward Waverley, who comes into Scotland from England. 

Calder emphasizes Scott's reliance upon the intruder as a 

shaping device of his novels which deal with historical 

events: 

26 
Hart, op. cit., p. 62. 
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Scott turned to the past in order to explain the 
present. In doing so he tried to provide as many 
leads to the present as he could. . . . The cun
ning daring of the Macgregors, the romantic heroism 
of the Maclvors, had no place in the civilisation 
of the early 19th century. In approaching history 
by following the lead of well-bred gentlemen with 
19th-century manners, Scott was using the experi
ence of his own readers as a way into unknown ter
ritory. 27 

Waverley, as the intruder in Scotland, must adapt to the 

customs and laws of his new home. Scott's reader in 

nineteenth-century Scotland could identify with Waverley 

and could, through Waverley, grasp the social comments 

Scott conveyed about the passing of the old way of life and 

the emergence of the new. 

The shaping devices apparent in Guy Mannering cen

ter around the families of two men: Guy Mannering and 

Godfrey Bertram. The pacing of the novel builds steadily 

after the introductory section establishes that Mannering, 

an amateur astrologer, arrives at night at the small dwell

ing of the impoverished laird, Godfrey Bertram. The pace 

heightens when Mannering casts a horoscope reading for 

Bertram's newborn son, Harry, and is disturbed by the in

dications of danger for Harry at ages five, ten, and twenty-

one. After Mannering leaves, the action centers around the 

Bertrams: Godfrey becomes district magistrate, orders smug

glers to stop using their usual hiding places on his 

97 
^'Calder, op. cit., p. 72. 
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property, banishes a group of gypsies from their long-

established huts near his house, incurs the curse of the 

gypsies' leader, Meg Merrilies; Harry Bertram disappears at 

age five, and his mother dies shortly after giving premature 

birth to Lucy. Scott deletes the next seventeen years from 

the story and accelerates the pace of the action: the 

forced selling of Bertram's estate and Bertram's death dur

ing the auction; Mannering's return to Scotland from Italy, 

his failure to buy Bertram's estate, his inviting Lucy 

Bertram to live nearby with him and his daughter, Julia; 

the arrival of VanBeest Brown, Julia's suitor in Italy who 

is seeking to establish his identity; Meg Merrilies' and 

Dirk Hatteraick's recognition of Brown as Harry Bertram, 

who was kidnapped at age five by Dirk's smugglers. The 

pace heightens when Glossin, new owner of the Bertram es

tate, arrests Bertram and arranges for Dirk to recapture 

and kill him. Meg plans Bertram's rescue, and Bertram re

sumes his attempt to learn his identity; he thinks that 

Meg is a figure from his dreams; he plays a nearly for

gotten tune on a flagelot, and a nearby girl supplies the 

missing words 7 at Mannering's house, Bertram recognizes his 

old tutor. Dominie Sampson, who immediately identifies 

Bertram; Mannering identifies the horoscope, which he had 

used at Harry Bertram's birth and which Harry had kept with

out knowing its significance. John Buchan writes that 

Guy Mannering 
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. . . begins with tremendous events happening in a 
tense atmosphere of excitement and mystery; the in
terest is never allowed to flag, but rises to a 
climax still more tense and exciting.^° 

Charles Young comments on dramatic divisions in Guy Manner

ing: 

The novel unfolds itself like an Elizabethan drama. 
There is a prologue in two acts. The first, which 
occupies ten chapters, finds its unity in the per
son of Guy Mannering. . . . The second act of the 
prologue tells of the murder of Kennedy, the ab
duction of young Bertram, and the birth of Lucy 
amid such terrible circumstances. Then the curtain 
rises on the first act of the drama proper. . . . 
Is there any Elizabethan play which has greater 
dramatic unity?29 

Guy Mannering begins with the intirusion of the amateur as

trologer into Galloway. Calder points out the use of the 

intruder in the structure of the novel: 

Guy Mannering's difficulties in the first pages, 
his inability to understand or make himself under
stood by the people of Galloway introduce the 
novel's major theme. . . . The novel is about 
encroachment. It shows what happens when out
siders encroach upon the life of this tiny area 
of Scotland. 

Edgar Johnson suggests a weakness in the arrangement of the 

developmental section of Guy Mannering: 

Its thematic interest is divided between Harry 
Bertrsim's restoration and Colonel Mannering' s 
humanization in understanding. Neither dominates 
the story—a fact that is related structurally as 

28 
Buchan, op. cit., p. 140. 

29 
Charles Alexander Young, The Waverley Novels: An 

Appreciation (Glasgow: James Maclehoe & Sons, 1907), pp. 
70-71. 

30 
Calder, op. cit., pp. 71-72. 
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now the one and now the other disappears from the 
narrative for considerable stretches.^^ 

Numerous critics consider Guy Mannering one of the best con

structed novels of Scott's Waverley series. 

The shaping devices in the developmental section 

of Old Mortality involve the pace of the story and the abun

dance of actions and incidents. The rapid pace of action 

in Old Mortality centers around Henry Morton, the moderate 

heir of Milnwood, who does not wish to take sides in the 

battles between the Royalists and the Covenanters. Morton 

rejects the arguments of the Royalists because he has seen 

the oppression, misrule, and brutality with which they have 

ruled Scotland; he rejects the Covenanters' positions be

cause he felt that they were fighting to enforce their mode 

of worship upon all Scots, rather than for their own free

dom of worship. Scott builds upon the events of the in

troductory section and shows Morton as he celebrates his 

Wapinschaw victory by drinking with, among others, a Cove

nant leader named John Balfour of Burley. Buchan asserts: 

When he [Balfour] and Morton go out into the night, 
romance takes the road with them. Henceforth the 
moderate [Morton] is linked with the fanatic and 
drawn unwillingly into a wild drama, always pro
testing, always holding fast to his own reasonable 
faith, and thereby providing a touchstone for the 
reader by which he can judge the aberrations of the 
rest.^2 

31 
"̂ -'•Johnson, op. cit., I, 536. 
32 
Buchan, op. cit., p. 162. 
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The movement of Old Mortality is the swiftest and most de

tailed of Scott's novels. Jack observes: 

What is chiefly remarkable about these incidents in 
Old Mortality is their number and variety: the 
meeting of Bothwell and Balfour in the inn parlour; 
the night ride of Balfour and Morton, and the warn
ing of the figure at the crossroads; the discovery 
of Balfour in the loft in one of his visionary 
moods. . . . Here surely—and the list could easily 
be extended—is a prodigal luxury of events.-̂ -̂  

Calder asserts: 

In Old Mortality each climax—the battles, the con
frontations between rivals of all kinds—contains 
elements of resolution and also introduce new as
pects of conflict. . . . T^is is how Scott binds 
together plot and history. 

At the appropriate moment, the pacing accelerates and the 

action rises to great height in a culminating event, such 

as Balfour's killing of Bothwell at Drumclog, or Morton's 

saving the life of Lord Evandale, his rival for the love of 

Edith Bellenden. Morton's peril rises from one episode to 

the next, because he speaks sternly to both Royalists and 

Covenanters and is distrusted by both groups. The pace 

quickens when Balfour captures Morton and persuades him to 

join the Covenanters. 

The climax of Old Mortality occurs about three-

quarters of the way through the novel, when the Covenant

ers are defeated at the battle of Bothwell Brig. The out

come of the battle 

33 
Jack, op. cit., p. 125. 

34 
Calder, op. cit., p. 105 
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. . . means defeat for the Covenanters—the end of 
their cause, for the time being, but the beginning 
of Morton's readjustment to the position of moder
ate.-̂ ^ 

The rapid pace of the story continues after the battle of 

Bothwell Brig: Morton is tried and sentenced to death by 

the Covenanters, who think he had deserted during battle; 

he is rescued by the Royalists just moments before his 

scheduled execution; he is sent to Holland until times be

come more stable in Scotland; he returns several years 

later, when William and Mary ascend the throne, and helps 

restore Tillietudlem to the Bellenden family. Morton's 

attempts to remain neutral during times of turrooil give 

Scott an opportunity to present views of both sides of the 

conflict. Morton's pivotal actions set a fast pace for 

the novel and add meaning to the numerous incidents. Edgar 

Johnson notes: 

The great issues, the great forces, and the human 
weaknesses and perils in such an upheaval [revolu
tion] are all given life and illumination in the 
tumultuous movement of Old Mortality.-^" 

The central section of The Black Dwarf involves the 

love affair of Earnscliff and Isabel Vere amid heady polit

ical intrigue. The pace of the action begins slowly and 

gradually accelerates. Earnscliff refuses suggestions that 

he must avenge his father's murder and remains a conciliat

ing force among disputing factions. The violence and 

35ibid., p. 105. 
36 
"^"Johnson, op. cit., I, 600. 
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superstitions of the residents in the wild Border regions 

of Scotland quicken the pace of the action: reivers de

stroy the property of Earnscliffs neighbor. Hobble Elliot, 

and kidnap Hobble's fiancee, Grace Armstrong; Hobble seeks 

help from Elshender, the Black Dwarf, who is believed to 

have supernatural powers; Elshender rescues Grace from her 

abductors and convinces Hobble of his preternatural powers. 

The story assumes the form of drama when Earnscliff attempts 

to reconcile conflicts between Isabel and her manipulative, 

politically-oriented father, Richard Vere. For Earnscliff 

to succeed, the moderate and enlightened heir must acknowl

edge the reality and influence of Elshender's supernatural 

powers. Francis Hart asserts: 

In The Black Dwarf the acknowledgment [of Elshender's 
powers] invokes an agency of Providence to save the 
heroine and her marriage from the chaos that threatens 
both.37 

Earnscliff refuses to acknowledge Elshender's powers and 

fails in his original role of mediator. The pace of action 

quickens, however, when Isabel Vere seeks Elshender's aid 

after Richard Vere promises Isabel in marriage to the des

picable Sir Frederick Langley. The logical development 

of the story disintegrates when Scott limits Richard Vere 

to only a few hours in which he must persuade Isabel to 

marry Langley. Such a persuasion would require months of 

37 
Hart, op. cit., p. 309. 
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careful development before it could be acceptable to the 

reader. Johnson writes: 

Granted the situation, the main points of Vere's 
strategy are mustered skillfully. Scott always 
knows the emotional forces needed to move one of 
his characters to a required course of action, but 
sometimes, as here, he tries to rush the process.-^^ 

Another weakness in the developmental section of The Black 

Dwarf is a lack of proportion. Charles Young points out 

Scott's common fault of giving his characters "a prominence 

39 which the main action does not warrant." Scott gives to 

Elshender the role which Earnscliff held at the outset of 

the story, the task of restoring a declining estate. Scott's 

change in technique contributes to the failure of the end

ing of The Black Dwarf. 

Although the developmental section of Rob Roy lacks 

focus and is confusing in its incidents, the story main

tains a rapid pace: 

Rob Roy moves magnificently from the very beginning. 
. . . In Rob Roy we find ourselves caught at once 
in the grip of a swift and yet poetic narrative 
fusing the colors of romance and reality. From the 
opening chapters, when young Frank Osbaldistone is 
summoned back from Bordeaux and his lackadaisical 
daydreaming of himself as a poet, the action hardly 
slackens. ^ 

Daiches asserts: 

Rob Roy is another Scottish novel dealing with the 
relations between heroic violence and enlightened 

38 
Johnson, op. cit., I, 592 

39 
"'Young, op. cit. , p. 69. 
^^Johnson, op. cit., I, 605 
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prudence, with merchant and brigand, city and 
country. Lowland and Highland, counterpointed 
against each other and, as always, a romantically 
inclined young man in between.^ 

Frank Osbaldistone is caught between the two forces, the 

old and the new ways of life. Frank accepts the new, but 

he wants to retain the old. He thus is the intruder who 

stumbles into alien country ruled by Rob Roy MacGregor 

Campbell. Frank is led into the action of Rob Roy through 

a series of events, actions, and circumstances: Frank's 

ride toward the estate of his uncle. Sir Hilderbrand Os

baldistone; his meeting with Morris, who then rides into 

the hills with Campbell; Frank's arrival at his uncle's 

estate and his violent clash with his cousin, Rashleigh, 

who becomes Frank's replacement in the business of William 

Osbaldistone, Frank's father. The action quickens when 

Morris accuses Frank of robbing him on the road; but Rob 

Roy dramatically forces Morris to confess in court that 

highwaymen, not Frank, robbed him. The pace hastens when 

Frank becomes the tutor for Diana Vernon, a niece of Sir 

Hildebrand and an important link in the plot of the novel. 

After Frank arrives in Glasgow, the pace accelerates, and 

the excitement soars into epic narrative. A variety of 

events fills the last half of the novel: Rob Roy helps 

Frank keep his father's funds from reaching the Jacobites 

•̂'"David Daiches, Sir Walter Scott and his world 
(New York: Viking Press, 1971), p. 101. 
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who are planning the uprising of 1715; Helen MacGregor, 

wife of Rob Roy, frees Frank and orders the deaths of Morris 

and the British officers who had arrested Frank; Diana 

Vernon risks her life by bringing Frank a packet, contain

ing his father's fortune in credits, which was taken from 

Rashleigh shortly before his defecting to the British 

forces. Critics indicate both strengths and weaknesses in 

the structure of Rob Roy. Calder observes: 

Scott waits until he has assembled all the machinery 
of his plot before he gives it free rein. Then, 
with the help of Andrew Fairservice and the Baillie, 
the pace, the comedy, and the significance quicken 
as the Lowlanders make their cautious way into High
land territory.'^^ 

Cockshut praises Scott's timing in astutely placing Helen 

MacGregor's killing of Morris. The killing, at this point 

in the novel, 

. . . jerks us back from our comfortable contempla
tion of the domesticated barbarity of Rob Roy to 
an understanding of the true nature and consequences 
of this barbaric tradition.^-^ 

Edgar Johnson criticizes weaknesses of technique and struc

ture in Rob Roy: 

After the opening scenes, Frank's father, the elder 
Osbaldistone and head of the firm, who should have 
been made central to the thematic development of 
the novel, disappears until almost the end. . . . 
After the middle of the book Sir Hildebrand also 

Calder, op. cit., p. 100. 

Cockshut, op. cit., p. 169 
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vanishes until the close and thus leaves its pat
tern to be worked out in Scotland alone.^^ 

Cockshut contends that: 

in a certain sense, there is still a good deal of 
plot in Rob Roy. But it is stagy, exaggerated, 
and perfunctory. What ought to be the key events 
are ridiculously compressed.^^ 

Readers often assume that the central part of the novel 

deals with Rob Roy and his exploits in Scotland; but the 

structure and action of the developmental section show 

Scott's use of the intruder, Frank Osbaldistone, to mediate 

the passing of the old feudalism of Sir Hildebrand and the 

emergence of the modern mercantilism of William Osbaldis

tone. 

The developmental section of The Heart of Midloth

ian consists of more effective situations than can be found 

in most of Scott's novels. The Heart of Midlothian offers 

not just a quantity and brilliancy of episode; it also 

presents "the seriousness, the dignity, which comes of deal-

46 
ing with large concerns." Many incidents determine the 

shape of the novel and fill the story with suspense, mys

tery, and romance: Effie's arrest for child murder, her 

admission that she bore an illegitimate son, her refusal 

to name the child's father, her denial of murder, her claim 

44 
Johnson, op. cit., I, 604. 

45 
Cockshut, op. cit., p. 154 

46 
Jack, op. cit., p. 172. 
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that a midwife disposed of the child, her conviction and 

death sentence. John Buchan observes: 

One great scene follows close on another, but there 
is no overstraining of the tension, for the comic 
and the tragic, the solemn and the fantastic, are 
most artfully mingled. . . . Jeanie's journey be
gins with the comedy of Dumbiedykes, passes through 
the terrors of Gunnerby Hill, and ends, as romance 
should, in the courts of princes. There is no 
fault to be found with this brilliant panorama. 

Major events in the novel accelerate the pace of the action: 

Jeanie's learning that she must testify at Effie's trial; 

her visit with Effie and learning that Staunton is Effie's 

lover; the trial scene, with its impact upon David Deans; 

Jeanie's walk to London to seek the King's pardon for 

Effie; Meg Murdockson's capture of Jeanie; Jeanie's escape; 

her refuge at Staunton's home; her visit with the Duke of 

Argyle; her interview with the Queen. These incidents are 

links in a detailed chain of events. Yet as Jack observes, 

"taken all together, they serve to unfold a story of an 

48 
essentially human interest." Buchan asserts: 

The first five-sixths of the book are almost per
fect narrative. The start, after his fashion, is 
a little laboured, while he is sketching in the 
historical background; but when the action once 
begins there is no slackening, and the public and 
private dramas are deftly interwoven.'^9 

Charles Young points out a weakness in the structure of the 

47 
Buchan, op. cit., p. 189. 

48 
Jack, op. cit., p. 172. 

49 
Buchan, op. cit., p. 188. 
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novel, namely that the reader cannot understand the story 

without knowing about 

. . . three previous circumstances—the relations 
of Robertson with Madge Wildfire, with Effie Deans, 
and with the Fife smugglers. To pause in the course 
of the story, to give bald, straightforward narra
tives of these past events, is the novel's plain 
and obvious method, but it is also the least artis
tic. 50 

Many devices shape the story: the steady acceleration of 

movement and the dramatic heightening of interest through 

actions and events; the mystery surrounding the missing 

heir of George and Effie; the intrusion of Jeanie Deans 

into the lives of Meg Murdockson, Madge Wildfire, the Duke 

of Argyle, and the Queen. Critics often consider The Heart 

of Midlothian Scott's best novel. 

Although the developmental section of A Legend of 

Montrose is more exciting than some critics believe, it is 

still digressive and poorly arranged. The action of the 

story moves dramatically from the scenes at Darnlinvarach 

Castle when Allan M'Aulay displays the hall lit by pine 

torches held by Highlanders to Allan's attempt, near the 

end of the novel, to murder his long-time friend, Menteith. 

Scott bases Allan's assault of Menteith upon the historical 

murder of Lord Kilpont by James Stewart of Ardvoirlich. 

The action of the novel centers around an episode of the 

1644 Highland campaign for Charles I against the Covenanters. 

^^Young, op. cit., p. 72 
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The conflicting forces form around the rivalry between 

Menteith, Angus M'Aulay, and Allan M'Aulay for the Cove

nanters on one side and the Presbyterian leaders. Sir 

Duncan Campbell and the Marquis of Argyle, on the other 

side. A complicating factor is Ranald MacEagh, whose clan 

is the feudal enemy of both the M'Aulays and the Campbells. 

Montrose, the royalist commander, attempts to develop from 

the scattered and isolated clans a military force that can 

fight the well-organized Presbyterians. Dugald Dalgetty 

enters the action as a mercenary soldier who wishes to bene

fit financially from the conflict. Francis Hart writes: 

To realize the poor management of this novel's 
economy one has only to make two speculations: 
(1) what kind of meaningful coherence could have 
been effected had the Menteith-M'Aulay rivalry 
been centrally developed . . . ; or (2) what mean
ingful coherence might have been articulated had 
Menteith become morally implicated in the conflict 
of Allan and MacEagh? Neither is done. Menteith 
matters only at beginning and end. The novel is 
not his but Dalgetty's experience.^ 

Calder contends: 

Dalgetty is an admirably successful intruder be
cause he refuses to succumb to the conventional 
(and outdated) attitudes towards how the gentle
man soldier ought to behave.^2 

But, concerning the role and significance of Dalgetty in 

the structure of A Legend of Montrose, Hart writes: 

5^Hart, op. cit., p. 122. 

= 2 
-̂ •̂ Calder, op. cit. , p. 75. 
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Any assessment must begin and end with the charge, 
familiar since Jeffrey [critic of Scott's times], 
that Dalgetty is "too big" for the book. . . . The 
defenders are those who worry little about propor
tion in a novel's economy.^^ 

The action of the clansmen disintegrates the central move

ment of the novel. After each battle Montrose's forces 

fade away into the surrounding camps and live off their 

plunder. Johnson concludes that an important aspect of 

A Legend of Montrose 

. . . is the range and depth of the emotions Scott 
renders and the total panorama of society he con
veys. Honor, courage, devotion, love; high loyalty 
and rational principal; . . . all are there. In 
A Legend of Montrose there are the clan leaders and 
their followers and all the ways in which the clan 
spirit is shaped by the nature of their feudal 
structure.^4 

The developmental section of The Bride of Lammer

moor reveals Scott's excellent control of shaping devices 

which involve actions and incidents. The germ of the story 

comes from Scottish legend and lends itself well to Scott's 

techniques of story-telling. Calder asserts: 

Details of background and characterisation are 
handled with a brief economy that we rarely find 
in Scott. This gives the book much of its un
usual character. Events have a suddenness, a 
swiftness, which we feel is quite out of control 
of the characters involved.^5 

The story moves steadily and rapidly through sudden actions: 

^^Hart, op. cit., p. 118. 

•^^Johnson, op. cit., I, 676. 

55calder, op. cit., p. 74. 
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Edgar's losing his ancestral estate at Ravenswood to Sir 

William Ashton; Edgar's withdrawal to the Gothic ruin of 

Wolf's Crag; Edgar and Lucy Ashton's pledge of love, with 

each wearing half of a broken coin to symbolize their love; 

Ashton's acceptance of the marriage plans. Interest height

ens with Lady Ashton's hasty arrival and immediate actions: 

her striking overwhelming fear into Ashton and Lucy; her 

disapproval of the proposed marriage of Lucy to Edgar; her 

arranging of Lucy's marriage to Bucklaw. Unlike other Scott 

novels. The Bride of Lammermoor does not fall into occa

sional pedestrianism or boring antiquarianism. The novel 

is tightly constructed. Buchan states: 

There are no loose ends in the book. In one way it 
is the most perfectly constructed of all the novels, 
for the sense of marching fatality is unbroken by 
any awkwardness of invention or languor of narra
tion. ̂ 6 

The grimness of the story deepens after Lady Ashton forces 

Lucy to marry Bucklaw: Lucy stabs Bucklaw in the bridal 

chambers, becomes insane, and dies; Edgar challenges Ash-

ton's men to a duel, but drowns while enroute to the fight; 

Ashton dies of remorse. The novel assumes the shape of a 

drama, as Jack indicates: 

The romance follows roughly the lines of dramatic 
division. In the first act, an account having 
been given of the hero and heroine, their meeting 
is effected. The second and third acts are occu
pied with the various incidents marking the growth 

5^Buchan, op. cit., p. 193 
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of their acquaintance, the third ending with the 
parting of the lovers. The fourth is devoted 
chiefly to the development of the counter-plot, 
which during the second and third has risen into 
prominence, and the fifth act narrates the hero's 
return and the subsequent catastrophe. ̂"7 

The machinations of Lady Ashton and Bucklaw shape the plot 

into dramatic tragedy. Calder asserts: 

The Bride of Lammermoor isAunrelenting and very 
powerful tragedy, with a stark, bleak atmosphere 
that is quite different from anything one finds 
in any other of Scott's novels.*^ 

The developmental section of the novel leads progressively 

and rapidly toward the inevitable climax. John Buchan con

tends accurately that "there is no fault to be found with 

the plot of The Bride of Lammermoor." 

The developmental section of The Pirate builds upon 

the detailed descriptions of the Shetland Islands given in 

the introductory section. The story is based on the legend

ary eighteenth-century pirate, John Gow, who troubled the 

islands; but Scott's attempt to create an effective roman

tic novel fails. Buchan explains Scott's intended plot: 

He would show the impact upon the frugal island 
life of adventurers from tropic seas, blood-stained, 
lustful, babbling of gold and gems. He would re
veal that in the islands which v;as akin to this 
foreign colour, the wild Norse fatalism and hardi
hood. . . . Conceived; but, alas, not realized.^^ 

57 
Jack, op. cit., pp. 201-202. 

C O 

Calder, op. cit., p. 74. 
59 
Buchan, op. cit., p. 195-

^^Ibid., p. 243. 
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The effectiveness of the story is improved by Scott's use 

of numerous shaping devices. The action moves steadily 

from one interesting incident to another: the storm when 

Cleveland is washed ashore and when the islanders attempt 

to salvage the wrecked ship; the feasting in Magnus Troll's 

home; the whale hunt; Magnus's visit in the gypsy's 

(Noma's) dwelling; the activities of the Kirkwell burghers. 

Two shaping devices—the lost heir and the intruder—com

bine in the story. The lost heir searches for identity and 

stability, but his search becomes a threat to the way of 

life on which he intrudes. Disastrous consequences emerge 

when the lost heir intrudes upon the traditions of the 

islands. Cleveland and Mordaunt Mertoun are heirs and in

truders. Cleveland is the unworthy heir of Ulla Troil and 

Basil Vaughan, and Mordaunt is the deserving heir of Basil 

Vaughan (Mordaunt) and Louisa Gonzago. The men intrude into 

Magnus's attempts to perpetuate his values of Norwegian 

ancestry. Magnus's actions quicken the pace of the story: 

his adoption and rejection of Mordaunt; his adoption and 

rejection of Cleveland; his readoption of Mordaunt; his 

helping the lost heirs realize their identities. Calder 

criticizes Scott's methods of plotting in The Pirate: 

The novel collapses under a preposterous plot. 
. . . The novelist takes historical costumes and 
events and makes them the background to a senti
mental or melodramatic love story which would not 
be out of place in a women's magazine."-'-

•̂'•Calder, op. cit., p. 136 
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The developmental section of Redgauntlet continues 

in the epistolary form which was initiated in the intro

duction. Scott's use of the lost heir as a shaping device 

in the story proves effective. Darsie Latimer attempts, 

early in the story, to determine his identity; he thus 

travels to the Solway coast and looks from a distance at 

his ancestral land, where he was warned not to proceed. 

Edgar Johnson writes about 

. . . Darsie's endeavor to pierce the mystery of his 
background, to discover who and what he really is, 
to understand the roots of his own behavior, in its 
deepest essence to know himself. This is revealed 
through Darsie's Journal, dominating the central 
part of the novel.°2 

The lost heir encounters several men who try to guide and 

advise him: his guardian, Saunders Fairford; his evil 

uncle, the Laird of Redgauntlet; his spiritual advisor, 

Joshua Geddes; and Wandering Willie. The plotting is shaped 

by the exchange of letters between two young Scottish law

yers, Darsie and Alan Fairford. The first half of the novel 

moves slowly, but the details in the young men's letters 

encompass wide areas of Scottish life and customs. Calder 

states: 

Although so much of the novel seems to be static, 
it in fact contains more movement and more action, 
though not on a grand scale, than we often find 
in Scott. 

Nothing in Redgauntlet is on a grand scale, 
and this is one of the points the novel is making: 

^^Johnson, op. cit., II, 922. 
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action on a grand scale belongs to the past.^^ 

The plot of Redgauntlet is well constructed, fusing indi

vidual and national problems. The action reveals the con

flict between factions which are loyal to the old way of 

life and factions which favor the emerging commercial role 

for Scotland. The pace of the story quickens when Darsie 

is captured by his uncle, the Laird of Redgauntlet: Alan 

leaves the dull routine of his law office and rushes into 

the western wilds of Scotland to find and rescue Darsie; 

Green Mantle, a niece and captive of Redgauntlet, eases 

Darsie's discomforts and gives him clues to his identity; 

Wandering Willie impresses Darsie with tales about the or

deals of the Scots at the hands of Redgauntlet. Professor 

Devlin objects to one aspect of Scott's plotting of the 

story: 

Darsie falls in love with Lilias [Green Mantle] 
before he knows that she is his sister. This is 
his strangest delusion, and it is an episode which 
to many readers seems unsatisfactory and gratui-
tuous.^"^ 

Cockshut points out that Scott's main concern in Redgauntlet 

is to show the passing of one set of customs and the emer

gence of another: "Scott shows us a society confronted 

with one of life's recurrent problems, how to remember and 

how to forget." 

^^Calder, op. cit., p. 87. 
64 
D. D. Devlin, The Author of Waverley (Lewisburg, 

Pa.: Bucknell University Press, 1971), p. 127. 

Cockshut, op. cit., p. 197. 
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The developmental sections of the two Scottish 

stories in Chronicles of the Canonqate are similar in their 

straightforward, logical sequences of events. The action 

in both stories moves rapidly, and each story contains one 

event which shocks the reader. The surprise in "The High

land Widow" is Hamish McTavish's murder of the sergeant 

who had come to arrest him for not returning to his mili

tary post. The shock in "The Two Drovers" is Robin Oig's 

killing of his traveling companion, Harry Wakefield. The 

murderer in each story has been humiliated by the victim; 

each murderer feels obligated to defend his honor by kill

ing the person who has threatened that honor. Edgar John

son's observation about "The Two Drovers" also is true of 

"The Highland Widow": "There is no superfluous detail, the 

action moves with the pace of doom, and the tragedy is in-

66 
evitable and unforgettable." 

Sir Walter Scott's most apparent technique for struc

turing and developing the plots in his novels is the use of 

numerous shaping devices. The shaping devices which Scott 

uses most often in the developmental sections of his novels 

are pace or movement of action, dramatic division, lost 

heirs, and intruders. Scott enhances his plots through ap

propriate use of suspense, surprise, mystery, and super-

naturalism. Scott's chief faults in plotting are lack of 

66 
Johnson, op. cit., II, 1072. 
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proportion and loss of control of the story; even these 

faults, when taken on balance, do not diminish the general 

success of Scott's techniques in plotting the developmental 

sections of his novels. 

The eleven Scottish Waverley novels conclude through 

Scott's use of one or more of these patterns: logical reso

lution of conflicts, acceleration of action, hasty or im

probable manipulation of situations, schemes of reward and 

punishment, and startling coincidences. Jack writes: 

The central incidents of his story Scott is too apt 
to twist into conformity with a cut and dried 
scheme of rewarding and punishing, with the result 
that while satisfying his fancy, the picture he 
presents is both too brightly and too darkly col
oured. ̂'̂  

Calder observes: 

There is something arbitrary and lax about the way 
Scott's novels are put together. Characters are 
sometimes hastily disposed of at the novel's end 
as if Scott just did not know what to do with 
them.^^ 

The concluding section of Waverley presents a logical, 

though rapid, resolution of circumstances: Edward marries 

Rose Bradwardine and returns to Tully-Veolan; Flora Mac-Ivor 

goes to a convent; Fergus Mac-Ivor and Evan Dhu are executed 

for their crimes. Scott rewards the good and punishes the 

bad characters at the end of Waverley, but the ending is 

appropriate and effective. 

67 
Jack, op. cit., p. 88. 

68 
Calder, op. cit., p. 95. 
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An element of improbability mars the conclusion of 

Guy Mannerinq. Scott brings the lost heir, Harry Bertram, 

back to his home, presents him hastily to friends and rela

tives, lets him marry almost immediately, and closes the 

story with Harry's salvaging his own estate and that of his 

sister's suitor, Charles Hazlewood. Cockshut asserts that 

"Harry Bertram's return brings the structure [of Guy Man

nering] tumbling down."^9 

Old Mortality concludes with a definite accelera

tion of action, with a hasty disposal of characters and a 

series of coincidences. Harry Morton returns to Tillie

tudlem much faster than is necessary; an expedient— 

Olifant's troops—for disposing of Evandale, Morton's rival 

for Edith Bellenden of Tillietudlem, appears; Cuddle coin-

cidentally recalls that he must warn Evandale of danger; 

Olifant attacks moments after Cuddle warns Evandale; Evan

dale lives long enough to approve Morton's marriage to 

Edith. Old Mortality ends with the news that all the good 

characters lived happily ever after. 

The Black Dwarf concludes in an atmosphere of start

ling events: the wedding group assembles at midnight in 

the chapel of Ellieslaw Castle; the Dwarf interrupts Isabel's 

marriage to Langley and reveals that he controls not just 

Ellieslaw's estate but also the fortune of Isabel's late 

69 
Cockshut, op. cit., p. 37. 
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mother, and that he must approve Isabel's marriage. Coin

cidences and schemes of reward and punishment resolve the 

novel's remaining situations: the Dwarf is actually Sir 

Edward Mauley, who wants Isabel to marry her true lover, 

Earnscliff, and restore Ellieslaw Castle; Mauley expels 

Isabel's father and Langley. In The Black Dwarf Scott fails 

to create a powerful role for Earnscliff and, as a result, 

lets the Dwarf's predominance reduce the novel to melodrama. 

The concluding section of Rob Roy progresses logi

cally with the recovery of William Osbaldistone's fortune, 

William's giving his wealth to his son, Frank, and Diana's 

deciding to enter a convent rather than marry Frank. But 

Scott then sweeps aside with implausible haste all remain

ing conflicts. Although Sir Hildebrand and his sons had 

been developed throughout the earlier chapters, they are 

killed in a single paragraph. Frank now inherits Sir Hilde

brand 's estate, and Diana quickly agrees to marry Frank. 

These abrupt changes in the lives of several important char

acters consume only two pages in the novel. Charles Young 

asks: 

What, then, made Scott add the uninteresting ending? 
It seems to have been that evil influence on his 
artistic sense--respect for public taste. . . . It 
was probably with the purpose of pleasing the pub
lic that he added the conventional marriage and 
settlement.^^ 

70 
'^Young, op. cit., p. 75 
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Scott develops a logical ending for The Heart of 

Midlothian, but then weakens his novel by introducing un

necessary and improbable incidents. The novel should have 

ended when Jeanie Deans returns from London and learns of 

her successes: the Duke of Argyle chooses Deans to super

vise a new farm; Argyle appoints Reuben to a stable church, 

which gives Reuben enough money to support Jeanie; the 

King pardons Effie. Scott then introduces improbable de

velopments and startling coincidences. Effie runs away 

with Staunton; the couple enters London society as Lord and 

Lady Staunton; Jeanie learns that Effie and George's ille

gitimate son lives in Scotland; George returns to Scotland 

and is shot by his son. Buchan asserts: 

There is no defence to be made for the death of Sir 
George Staunton at the hands of his own son. . . . 
The reader is not awed by dramatic justice but 
staggered by inconsequent melodrama. ̂-̂  

Scott's clumsiness in handling the conclusion of The Heart 

of Midlothian weakens the effectiveness of the novel. 

A Legend of Montrose concludes with a hasty manipu

lation of situations, which gives a "happy ever after" tone 

to the novel. Montrose abruptly defeats Argyle; but since 

he can no longer inspire his men to fight the Presbyterians, 

the troops disband. Angus M'Aulay returns with his clans

men to their camp in the wilds; Allan M'Aulay tries to kill 

71 
Buchan, op. cit., p. 188 
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Menteith and escapes into the glens; Menteith marries Annot 

i^5^ ̂ ^^ withdraws to private life. Edgar Johnson contends 

that Menteith's marriage to Annot Lee, daughter of the 

Presbyterian leader Sir Duncan Campbell, prefigures "the 

ultimate union of moderate Cavalier and moderate Presby-

72 
terian." The mercenary soldier Dugal Dalgetty escapes 

execution by his captors and joins the victorious Montrose. 

Dalgetty then marries the wealthy matron Hannah Strachan. 

The last chapters of A Legend of Montrose present a logi

cal, somewhat hasty ending to the novel. 

The Bride of Lammermoor ends with swift action in 

an atmosphere of doom. The end comes soon after Lady Ashton 

forces Lucy to marry Bucklaw. While the guests are dancing 

after the ceremony. Lady Ashton sends Bucklaw to Lucy's 

bridal chamber. Shrill cries soon echo through the castle, 

and Colonel Ashton hastens to the chamber. He discovers a 

blood-stained dagger and the wounded bridegroom on the cham

ber floor, and a guest finds Lucy inside a fireplace nearby. 

Lucy dies in a delirious state the next evening; Bucklaw 

survives the attack and leaves Scotland. A tone of unre

lenting doom prevails when Ravenswood, accepting a challenge 

from Lucy's brother, disappears in the quicksand of Kel

pie's Flow. Scott then informs the reader that the other 

characters soon die, except Lady Ashton, who lives many more 

72 
Johnson, op. cit., I, 675. 
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years. The conclusion of the story maintains the tone of 

inevitable fatality, which is a powerful force throughout 

the novel. 

Scott suddenly speeds up the concluding actions of 

The Pirate and errs by creating a scheme of reward and 

punishment. Mordaunt weds the daughter of Magnus Troil and 

receives rewards for the good deeds he has already per

formed. Cleveland is taken prisoner as a dangerous criminal 

and is forced to leave the islands. The final paragraph of 

the long novel indicates the subsequent happiness or sorrow 

of the important characters in the novel. The ending of 

The Pirate is logical and effective, although the novel as 

a whole is one of Scott's weakest. 

The ending of Redgauntlet is logical, but surpris

ing. The final scene comprises four chapters and occurs 

soon after Darsie learns that Lilias, his lover, is his 

sister. Then, the Prince, Redgauntlet, and the troops sur

render to General Campbell, without a battle or even a final 

argument. Jacobitism, the theme of the novel, is dead; but 

Scott does not end Redgauntlet here. Instead, he describes 

the corpses of the only men who are executed, the traitor 

Cristal Nixon and the avenger Nanty Ewart. The old warriors. 

Prince Charles and Redgauntlet, are helped into a boat and 

sent away, while their supporters witness the sad occasion. 

The end of the book, which shows the end of the long 

Jacobite movement, is anticlimactic but effective. 
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The endings of the two Scottish stories in Chron

icles of the Canongate are logical but insignificant. 

Elspat, the mother of Hamish in "The Highland Widow," re

mains convinced that Hamish was correct when he killed the 

officer who tried to arrest him for military desertion. 

Elspat retreats into the wilds of Scotland and remains ab

sorbed in her grief. The conclusion of "The Two Drovers" 

presents the trial scene and the judge's sentence of death 

to Robin Oig for the murder of a traveling companion, Harry 

Wakefield. The Chronicler notes that Oig faces death with 

no remorse. The endings of these stories merely resolve 

the conflicts in each tale. 

The concluding sections of the Waverley novels show 

the weaknesses and strengths in Scott's plotting techniques. 

The weaknesses include unnecessary acceleration of action, 

hasty or improbable manipulations, schemes of reward or 

punishment, and startling coincidences. Scott's strengths 

are logical resolution of conflicts; steady, determined 

control; and thorough explanations of events occurring 

after the novel ends. 
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B. Setting 

Sir Walter Scott develops appropriate settings with 

convincing fidelity for the eras and localities of the ac

tions and events he depicts in his Scottish novels. When 

they are arranged chronologically according to era, the 

eleven Waverley novels present a sweep of Scottish history 

from the early 1600's to the time of Scott's youth in the 

last decade of the eighteenth century. The novels, when 

arranged geographically according to locales, present a 

panorama of Scottish scenery, from the southern Border re

gion near northern England, across the Scottish heartland, 

to the Shetland Islands north of Scotland. Scott's success 

in creating viable settings can be measured by his skill in 

permitting appropriate actions to occur at the right time 

in the correct place. 

Through his broad sweep of Scottish history, Scott 

portrays the changing times—from independence to union 

with England and from feudal customs to modern commercialism-

in seventeenth- and eighteenth-century Scotland. Scott's 

sweep of Scottish history begins with the 1644 campaign of 

James Grahame, the Earl of Montrose, leading the Highland 

clansmen against the Covenanters in A Legend of Montrose. 

Montrose's victory for Charles I contributes to the ill-

will of the Covenanters toward the Crown. Because Montrose 

is unable to retain the support of the clansmen, he fails 
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to reconcile the Scots into loyalty to a unified national 

purpose. The struggles of the Covenanters for religious 

freedom provide much of the action in Old Mortality, which 

is based on the uprising of the Covenanters at Drumclog in 

1679 and their decisive defeat three weeks later at Both-

well Brig. The novel shows the resistance of the Covenanters 

against the efforts of Charles II and James II to require 

the Covenanters to become members of the Church of England. 

Scott's earliest novel set in the eighteenth cen

tury is The Pirate, which depicts the problems of an old 

settler who attempts to preserve his Norwegian values in 

the Orkney and Shetland Islands during the first decade of 

the eighteenth century. In The Pirate Scott shows the pos

sibilities of cultural extinction in a remote locale, and 

the fervor with which man will fight threats of such an 

extinction. The theme of cultural survival, as found in 

The Pirate, links with and broadens the historical sweep 

of Scott's other novels. The conflict between feudalism 

and modernism is portrayed in The Bride of Lammermoor, which 

is set in the first decade of the eighteenth century. 

Francis Hart writes, concerning the time of the action of 

The Bride of Lammermoor: 

We are at the opening of the eighteenth century amid 
the corruption and instability of Scottish rule just 
before the Union, and in the aftermath of Ashton's 
most powerful, acquisitive period in the 90s, fol
lowing the defeat of James's forces and the disaster 
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of Darien. The unique moment is essential to the 
tragedy./-^ 

The Black Dwarf depicts the time shortly after the 1707 

Act of Union. The novel deals with the struggles of the 

Jacobites in attempting to place the Pretender, Prince 

Charles Edward, on the throne. Scott errs in his dating 

of the action, because James II died in 1701; yet Scott 

presents several scenes which involve or allude to the Pre

tender. The novel indicates the turbulence of the times, 

with many Scots expressing opposition to the combining of 

Scotland's and England's parliaments. The turbulence mani

fests itself in family feuds, political intrigue, general 

banditry, and widespread fear. 

Rob Roy continues the theme of insurrections and 

unrest during the early parts of the eighteenth century. 

The novel covers the period preceding by two months the 

Jacobite rising of 1715 and ending soon after the defeat of 

the rebellion in Febiruary 1716. The title of the novel 

comes from the historical character, Robert Macgregor, who 

was commonly referred to as Robert the Red and who lived 

from 1671 until 1734. The accurate dating of the action of 

The Heart of Midlothian is made easier by the inclusion of 

scenes from the Porteous Riots of 1737. The historical 

significance of the novel lies in the displays of less vocal, 

but still inherent, devotion of the Covenanters to freedom 

"̂ Ĥart, op. cit., p. 329. 
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of worship. Cockshut states: 

Here the date of the events in the book is 
particularly important. They come fifty or sixty 
years after the heroic days of the Lowland Whigs 
described in Old Mortality, and some twenty years 
after the first Jacobite rising of 1715. Davie 
Deans is an old man living on memories and tradi
tions that are becoming every year more faint to 
his neighbours. In 1715 the interest and senti
ments of the Lowland Whigs were on the same side 
as those of the Hanoverian government. . . . It 
is clear that Deans feels this accidental coin
cidence of interest with the Government, begun 
in 1715, as a spiritual threat. "̂"̂  

Waverley is set shortly before, during, and after the Battle 

of Culloden in 1745. It deals with the failure of the last 

major Jacobite movement to place the Stuart pretender on 

the throne. Scott purposefully set the novel around 1745 

so that it could depict Scottish life during the generation 

of Scott's grandfather. A final novel based on the Jacobite 

movement is Redgauntlet, which presents events of the 1760's, 

during the reign of George III. The significance of Red

qauntlet in Scott's coverage of Scottish history lies in the 

novel's examination of the meaning of defeat in the lives 

of the few remaining Jacobites. Scott deals with the rapid 

social and economic changes of post-Culloden Scotland and 

with the power of man to adjust to significant changes in 

his way of life. The two short stories in Chronicles of 

the Canongate are set in the last half of the eighteenth 

century. The action in "The Highland Widow" occurs several 

74 
Cockshut, op. cit., p. 187. 
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years after the uprising of 1745. The theme of conflicts 

between the old and new customs in Scotland permeates the 

setting and action of the story. The inability of the old 

woman—the Highland widow—to admit that times have changed 

since she and her family fought in the Jacobite uprisings 

creates a generation gap with the widow's son, who accepts 

the emerging status of Scotland. "The Two Drovers" depicts 

conflicts and similarities between the codes and traditions 

of the Scottish Highlander and those of the English Cumbrian 

of the late 1780's. Scott reveals the turbulence of the 

late eighteenth century through the suspicions and accusa

tions which each drover feels for his companion in the short 

story. Since neither man is willing to acquiesce to the 

demands of the other, conflicts and bloodshed result. 

Scott concludes his sweep of Scottish history with 

Guy Mannering, which is set during Scott's youth in the 

last decade of the eighteenth century. The novel deals 

with an important aspect of Scotland's past, the upheavals 

of ancient estates, to reflect the continuing influences 

that the past has had upon the customs of Scott's own day. 

The return of the lost heir to claim his estate reveals a 

factor in Scottish laws which hindered the Scots from get

ting a legal title to parcels of the feudal estates that 

were being divided in the late 1700's. Such a problem is 

symptomatic of the widespread turmoil and instability of 

Scotland throughout the periods covered by Scott's Waverley 
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novels. The novels, when arranged chronologically accord

ing to time of action, reveal a continual need for the 

Scots to adjust to cultural, political, and economic changes. 

Upheavals abound in Scotland from early in the seventeenth 

century through the close of the eighteenth century. Scott's 

message in his sweep of Scottish history is that man must 

learn from the past so that he can make better use of the 

present. Although Scott welcomes the challenge and oppor

tunity of increasing commercialism, he retains an affection 

for and understanding of Scotland's past. 

Scott describes every setting in generous and often 

tedious detail. He typically presents the general locale 

of the action and describes, with careful fidelity to spa

tial accuracy, everything in view from the immediate to the 

distant. He depicts countrysides, landscapes, battle ter

rains, and gardens; then he indicates how the setting af

fects the current action. He describes castles, houses, 

and hovels by portraying the various activities of the char

acters who are inside the structures. The locales of the 

Waverley novels, when arranged geographically, present a 

panorama of Scottish scenery and structures that is easily 

imagined by the reader and obviously essential to the ac

tions of the novels. 

In his novels Scott uses the locales which he knows 

best. He sets four novels and one short story—Waverley, 

Old Mortality, Rob Roy, The Heart of Midlothian, and "The 
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Two Drovers"—in central Scotland near Edinburgh. The plots 

of several other works depict limited action in this region 

where Scott lived. Waverley is set in the Perthshire High

lands north of Edinburgh. The story opens with Captain 

Waverley's departure from Waverley Honour in northern Eng

land. Scott describes, with typical minuteness, the gar

den at Waverley Honour: 

The extensive domain that surrounded the Hall-which 
far exceeding the dimensions of a park, was usually 
termed Waverley Chase—had originally been forest 
ground, and still, though broken by extensive glades, 
in which the young deer were sporting, retained its 
pristine and savage character. It was traversed by 
broad avenues, in many places half grown up with 
brushwood, where the beauties of former days used 
to take their stand to see the stag coursed with 
greyhounds, or to gain an aim at him with the cross
bow . ̂  ̂  

In Waverley, as in other novels, Scott depicts his charac

ters' travels across long expanses of territory. Edward 

Waverley rides horseback from Waverley Honour to Tully-

Veolan in Perthshire. Later in the novel, the victorious 

Jacobites march from Edinburgh to Derby, England, and then 

back to Edinburgh. The narrator utilizes such cross-country 

jaunts to describe the features of the countryside and to 

compare one area of Scotland with another. Scott describes 

Tully-Veolan, the home of Waverley's host, in terms that 

indicate the financial problems of the waning Jacobite in

habitants and that contrast its decline with Waverley 

^Waverley, op. cit., p. 30. 
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Honour's prosperity: 

The houses seemed miserable in the extreme, es
pecially to an eye accustomed to the smiling neat
ness of English cottages. They stood without any 
respect for regularity, on each side of a strag
gling kind of unpaved street.^^ 

Other principal scenes in Waverley include the battle of 

Prestonpans, the Jacobites's successful occupation of Edin

burgh, and the Jacobite defeat at Culloden. Scott de

scribes the preparations for battle at Prestonpans: 

Here then was a military spectacle of no ordin
ary interest or usual occurrence. The two armies, 
so different in aspect and discipline, yet each 
admirably trained in its own peculiar mode of war, 
upon whose conflict the temporary fate, at least, 
of Scotland appeared to depend, now faced each 
other like two gladiators in the arena, each medi
tating upon the mode of attacking their enemy.^7 

Scott includes a careful description of the terrain on which 

the battle was fought: 

But the ground through which the mountaineers 
[Scottish clansmen] must have descended, although 
not of great extent, was impracticable in its 
character, being not only marshy, but intersected 
with walls of dry stone, and traversed in its 
whole length by a very broad and deep ditch.'° 

Old Mortality, set in the area west of Edinburgh but still 

in central Scotland, reveals several characteristics of 

Scottish landscape and structures. Morton crosses typical 

Scottish terrain in reaching his home: 

^^Ibid., p. 59. 

"̂ "̂ Ibid. , p. 422. 

Ibid. 
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He pointed towards a pass leading up into a wild 
extent of dreary and desolate hills; . . . he was 
about to turn his horse's head into the rugged path 
which led from the high-road in that direction.^9 

The Bellenden family lives in Tillietudlem Castle, which is 

in the Upper Ward of Clydesdale. Much of the action of Old 

Mortality occurs in the Clydesdale Valley, which extends 

fifty miles along the Clyde River in central Scotland be

tween Glasgow and Edinburgh. Tillietudlem Castle is the 

setting for numerous activities and conflicts depicted in 

the novel. When Morton and Bothwell visit the castle, they 

find it in typical decay and desolation: 

They were at this moment at an arched gate-way, 
battlemented and flanked with turrets, one whereof 
was totally ruinous, excepting the lower story. 
. . . The gate had been broken down by Monk's sol
diers during the Civil War, and had never been re
placed.^^ 

Other major settings in Old Mortality involve the several 

battles: the defeat of Claverhouse's royalist troops at 

Drumclog, near Loudon Hill; the Covenanters's march on Glas

gow; Claverhouse's retreat to Edinburgh; the defeat of the 

Covenanters by Monmouth at Bothwell Brig; and the final 

skirmish at Killiecrankie, some ten years after the battle 

at Bothwell Brig. Although Frank Osbaldistone's adventures 

'Sir Walter Scott, Old Mortality, with Introductory 
Essay and Notes by Andrew Lang (Border ed.; London: Mac
millan and Co., Limited, 1907), V, 52. Hereafter cited as 
Old Mortality. 

Q^Ibid., p. 123. 
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in Rob Roy cover a wide vista from Northumberland, near 

Newcastle, England, to Glasgow, in central Scotland, the 

action centers in Rob Roy's mountainous territory north and 

northeast of Glasgow, near Loch Lomond. Concerning the 

structure and setting of Rob Roy, Edgar Johnson observes: 

Its action moves between England and Scotland: the 
scenes in commercial London are balanced by those 
in commercial Glasgow, and those in wild Northumber
land by those in the lonely Highland valleys of 
the upper Firth. 

The Heart of Midlothian is also set in Edinburgh and its 

neighboring areas. Jeanie Deans's long journey to Windsor 

Castle in England, to plead for the reprieve of Effie Deans's 

death sentence for child murder, gives Scott ample opportuni

ties to describe scenes in Scotland and England. A typical 

Scottish landscape is described as Jeanie leaves Edinburgh: 

In pursuring her solitary journey, our heroine, soon 
after passing the house of Dumbiedikes, gained a 
little eminence, from which, on looking to the east
ward down a prattling brook, whose meanders were 
shaded with straggling willows and alder trees, she 
could see the cottages of Woodend and Beersheba, 
the haunts and habitation of her early life, and 
could distinguish the common on which she had so 
often herded sheep. 

Scott often describes the grandeur of the mountains in 

Scotland and the beauty of the pastures in England. Jeanie 

81 
Johnson, op. cit., I, 601. 

82 
Sir Walter Scott, The Heart of Midlothian, with 

Introductory Essay and Notes by Andrew Lang (Border ed.; 
London: Macmillan and Co., Limited, 1906), VI, 393. Here
after cited as Midlothian. 
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observes such a meadow while riding with Argyle to Windsor: 

A huge sea of verdure, with crossing and intersect
ing promontories of massive and tufted groves, was 
tenanted by numberless flocks and herds, which 
seemed to wander unrestrained and unbounded through 
the rich pasture.^^ 

The closing of the novel is set in Argyleshire, in the west

ern part of Perthshire. The Highlands near Lochgilphead 

are the locales for David Deans's new farm, for Reuben But

ler's church, and for Reuben and Jeanie's cottage. The 

scenes of "The Two Drovers," a short story in Chronicles 

of the Canongate, are laid in Doune, a hamlet in Perthshire, 

north of Edinburgh, and in Carlisle, England. Since the 

story involves the herding of cattle from Doune to Carlisle, 

a natural means is again provided for describing the country

side between these two towns. An impressive description of 

English terrain indicates the difficulties the drovers faced 

on their journey: 

The advance of the former [Morrison, a drover] was 
slow, limited by the sluggish pace of his cattle; 
the last left behind him stubble-field and hedge
row, crag and dark heath, all glittering with 
frost-rime in the broad November moonlight.^^ 

Scott sets one novel (The Bride of Lammermoor) in 

southeastern Scotland and three others (Guy Mannering, The 

Black Dwarf, and Redgauntlet) in southern Scotland. The 

Bride of Lammermoor is set in East Lothian, a county in 

Q^Ibid., p. 544. 

°^"Two Drovers," op. cit., pp. 588-89 
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southeast Scotland. The Lammermoor Mountains are near the 

eastern coast. Scott centers much of his action near Ravens

wood Castle and in the decaying Wolf Crag, a castle which 

Edgar Ravenswood occupies while trying to reclaim his nearby 

estate. Buchan asserts that the landscape in The Bride of 

Lammennoor is 

. . . artfully managed, and becomes, like Egdon 
Heath in Mr. Hardy's The Return of the Native, almost 
a protagonist in the tale. The eastern end of the 
Lammermoors, where they break down to the sea, is 
to most people a green, open and friendly land where 
salt and heather mingle, but Scott makes it secret, 
dark and ominous. He never wrote better descrip
tive prose than in his picture of Wolf's Crag in 
Chapter VII.^^ 

Scott gives a minute description of Wolf's Crag: 

On three sides the rock was precipitous; on the 
fourth, which was that towards the land, it had 
been originally fenced by an artificial ditch and 
drawbridge, but the latter was broken down and 
ruinous, and the former had been in part filled 
up, so as to allow passage for a horseman into the 
narrow courtyard, encircled on two sides with low 
offices and stables, partly ruinous, and closed 
on the landward front by a low embattled wall, 
while the remaining side of the quadrangle was oc
cupied by the tower itself, which, tall and narrow, 
and built of a greyish stone, stood glimmering in 
the moonlight, like the sheeted spectre of some 
huge giant. A wilder or more disconsolate dwell
ing it was perhaps difficult to conceive.°^ 

Of Scott's three novels set principally in southern Scotland, 

^^Buchan, op. cit., p. 194. 
oc. 
sir Walter Scott, The Bride of Lammermoor, with 

Introductory Essay and Notes by Andrew Lang (Border ed.; 
London: Macmillan and Co., Limited, 1908), VIII, 97. 
Hereafter cited as Bride of Lammermoor. 
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Guy Mannering presents the best descriptions of the Border 

region. The story opens in the black mosses of Galloway in 

Dumfriesshire, near the Solway Firth. Buchan states: "The 

Galloway scene was remembered from Scott's early circuit 

tours, and the Liddesdale landscape was never out of his 

87 
mind." Charles Young observes that, in Guy Mannering, 

Scott "wrote once more of Border castles and Border life 

and the ripple of south-country streams over the pebbles."^^ 

Scott sets most of the story of Guy Mannering in Galloway, 

with several incidents set in nearby Westmoreland and 

Liddesdale. The Black Dwarf depicts life in the Border re

gion. Johnson asserts that The Black Dwarf ". . .is set 

in those lonely Liddesdale hills that Scott knew so well 

from his youthday days when he had been 'raiding' the Bor-
O Q 

der for ballads." The Dwarf refused to admit anyone into 

his hovel; Scott, however, shows the Dwarf when he is con

structing his small abode: 
In the evening, during the night, and early in the 
morning, the Dwarf had laboured so hard, and with 
such ingenuity, that he had nearly completed the 
adjustment of the rafters. His next labour was to 
cut rushes and thatch his dwelling, a task which he 
performed with singular dexterity.90 

'Buchan, op. cit., p. 138. 
88 
Young, op. cit., p. 60. 

89 
Johnson, op. cit., I, 589. 

90 
Sir Walter Scott, The Black Dwarf, with Introduc

tory Essay and Notes by Andrew Lang (Border ed.; London: 
Macmillan and Co., Limited, 1908), VII, 364. Hereafter 
cited as Black Dwarf. 
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The Dwarf's completed hut typifies the housing for Border 

vagabonds, such as Meg Merrilies in Guy Mannerinq, Alice 

in The Bride of Lammermoor, and "Wandering Willie" Steenson 

in Redgauntlet. The scenes of action in Redgauntlet are in 

the Border regions of southern Scotland and in the north

western section of England. The scenes in Scotland include 

the opensettings in Edinburgh, followed by Alan Fairford's 

search for Darsie Latimer in Dumfries and Annan. Darsie 

reaches the Solway Firth and looks across at his ancient 

homeland, but he is not permitted to proceed into Cumber

land, England. Darsie describes in his letters and journal 

numerous aspects of Scottish life in the Border area. He 

indicates the problems faced by innovators such as Joshua 

Geddes, who increases his harvest of fish from Solway Firth 

by using nets and incurs the anger of nearby fishermen. 

Scott utilizes Darsie's inadverdent wandering into Cumber

land as an opportunity to depict that fertile area of Eng

land. Then, Scott develops the picturesque departure of 

Prince Charles Edward and Redgauntlet from the Scottish 

coast at Bowness. In these four Waverley novels, Scott de

picts the Border regions of southern Scotland from the 

southeastern coastline across to the southwest coastline at 

Solway Firth. 

Scott's sweep of Scottish geography continues north

ward, with "The Highland Widow" set in western Scotland, 

The Legend of Montrose set in the north and northeastern 
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parts of Scotland, and The Pirate set in the Orkney and 

Shetland Islands north of Scotland. "The Highland Widow," 

a short story in Chronicles of the Canonqate is set near 

the widow's cottage on the lower slopes of Ben Cruachan, a 

mountain in the western area of Scotland. The cottage is 

in the Scottish Highlands in Argylesshire, which is the 

area where Jeanie Deans settles after her jaunt to Windsor 

in The Heart of Midlothian. Scott describes the hills, 

brakes, rocks, and thickets near the cottage; then he sets 

the trial, execution, and burial of the widow's son in near

by Dumbarton. The action of The Legend of Montrose is set 

entirely in the Scottish Highlands from Tippermuir and Aber

deen on the northeastern coast across the country to Inver

ness in northwestern Scotland. The story follows the battles 

of the Civil War of 1644; the actions and settings depict 

Montrose's efforts to raise and maintain an army of clansmen 

to fight the Presbyterians. Montrose's forces have limited 

successes in Tippermuir, Aberdeen, and Inverness; then they 

achieve a major victory at Inverlochy in Invernessshire. 

Scott describes the battle terrain in these northern regions, 

giving particular attention to describing activities among 

the clans. The Pirate is set in the Orkneys and Shetlands 

north of Scotland's mainland. Scott's visit to the islands 

in 1814 had left in him a lingering wish to set a novel in 

the unusual landscape. Critics differ in their evaluation 

of Scott's use of the exotic setting. Buchan asserts: 
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In none of the novels does he handle landscape with 
greater mastery. He reproduces for us the magic of 
the low benty hills, the tormented coasts, and the 
infinite chafing seas. The island life is described 
with gusto and humour, and in the sharpest detail.91 

Calder criticizes Scott's technique: 

Locality is forced to provide more than it safely can. 
It has both to contain and heighten such conflict as 
there is, and the result is that Scott drags out of 
it elements of the supernatural and into it foreign 
colour.92 

Specific scenes in The Pirate are impressive and create a 

believable view. An example of such a scene is one of 

Scott's typical seascapes: 

The wide sea still heaved and swelled with the agi
tation of yesterday's storm, which had been far too 
violent in its effects on the ocean to subside 
speedily. The tide therefore poured on the head
land with a fury deafening to the ear, and dizzy
ing to the eye, threatening instant destruction to 
whatever might be at the time involved in its cur-
rent.^^ 

Through his use of settings. Sir Walter Scott illus

trates the history and characteristics of Scotland in her 

different provinces and during her several turbulent eras 

of the seventeenth and eighteenth centuries. Scott's effec

tiveness in his use of time and locale as conventions of 

plotting can best be measured in the contributions his novels 

make to man's better understanding of and appreciation for 

Scotland. 

9iBuchan, op. cit., p. 245. 

^^Calder, op. cit., p. 83. 
93 
Sir Walter Scott, The Pirate, with Introductory 

Essays and Notes by Andrew Lang (Border ed.; London: Mac
millan and Co., Limited, 1908), XIII, 106. Hereafter cited 
as Pirate. 
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C. Narrative Devices 

An understanding of how Sir Walter Scott communi

cates his stories is vital to a critical analysis of Scott's 

writing technique. Such an understanding requires an an

alysis of the narrative devices Scott employs as conventions 

of plotting in his Waverley novels. Scott, in communicat

ing his stories, must draw his reader into the stories in 

such a way that the reader participates vicariously in the 

experience. Scott's narrative style, though vulnerable to 

criticism, conveys the sensation of engrossing the reader 

in the story. Scott communicates to his reader by utiliz

ing, among his conventions of plotting, three narrative 

devices: description, narration, and dialogue; but an im

portant aspect of Scott's narrative style is the language 

and syntax Scott uses with each narrative device. An an

alysis of Scott's narrative devices must include appropriate 

examples of the language Scott employs with each device. 

Description, one of the four chief types of compo

sition, is discourse designed to give a mental picture of 

a scene, person, or emotional conflict. Scott employs 

description when he is creating a setting or scene, when 

he is depicting action, when he is showing people in action 

or involved in a poignant situation, and when he is indi

cating physical characteristics of individuals. Scott's 

use of description to create a setting is exemplified in 
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the detailed depiction of Rose Bradwardine's garden in 

Waverley; 

The formal garden, with its high bounding walls, lay 
below, contracted, as it seemed, to a mere parterre; 
while the view extended beyond them down a wooded 
glen, where the small river was sometimes visible, 
sometimes hidden in copse.94 

The long sentence is typical of Scott. It is slow, and the 

extensive punctuation slows it even more; but it is well-

organized. The description is clear and understandable; 

the details are presented in spatial order and convey an 

impressive view of an area near Tully-Veolan. Scott's use 

of "parterre," meaning "flower bed," is indicative of his 

frequent selection of French words to convey his subtle 

meanings. The passage shows Scott's economy in description 

and covers a broad expanse of Scottish scenery in one sen

tence. Scott utilizes somewhat swifter terminology when 

he is describing action. An impressive example of Scott's 

description of war occurs when Waverley, at the beginning 

of the battle of Prestonpans, is about to enter the fray 

for the first time: 

The clansmen on every side stripped their plaids, 
prepared their arms, and there was an awful pause 
of about three minutes, during which the men, pull
ing off their bonnets, raised their faces to heaven 
and uttered a short prayer, then pulled their bon
nets over their brows and began to move forward at 
first slowly. Waverley felt his heart at that mo
ment throb as it would have burst from his bosom. 
It was not fear, it was not ardour; it was a 

94 
Waverley, op. cit., p. 111. 
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compound of both,—a new and deeply energetic im
pulse, that with its first emotion chilled and 
astounded, then fevered and maddened his mind. 
The sounds around him combined to exalt his enthu
siasm; the pipes played, and the clans rushed for
ward, each in its own dark column. As they ad
vanced they mended their pace, and the muttering 
sounds of the men to each other began to swell 
into a wild cry.95 

The numerous phrases in this passage follow one another in 

rapid sequence. The syntax is loose, but the actions are 

described in an orderly manner. Scott reveals his charac

teristic neglect of using semicolons. Scott's frequent 

use of Latinized words—ardour, energetic impulse, enthu

siasm—is helpful in revealing emotions; his use of or

dinary, Anglo-Saxon words—fear, dark, wild—describe typi

cal feelings. Scott's vocabulary does not create difficul

ties for his readers; the passage shows Scott's talent for 

describing actions interestingly and thoroughly. Jack com

ments on Scott's ability to describe actions: 

One sees the art with which Scott has prevented his 
prose description of the movements of battalions 
becoming tedious by reliance on the personal ele
ment. . . . At Drumclog and Bothwell [in Old Mor
tality] , Scott calls our attention particularly to 
the very persons in whom at the time we are most 
interested; at Drumclog, to Claverhouse, . . . to 
the boy Grahame, and to Evandale—and at Bothwell 
to Morton. . . . To use incidents so large with
out sacrificing their scenic effect for the purpose 
of bringing into prominence the humanity of a 
severe soldier. . . . is indeed to arrive somewhere 
at perfection.9" 

^^Ibid., pp. 430-31. 

96 
Jack, op. cit., pp. 127-29 
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Scott's ability to describe people involved in a poignant 

situation is shown when Edward Waverley and his servant 

Alick Polworth leave Carlisle after the execution of Fergus 

Mac-Ivor: 

The next morning ere day-light he [Edward] took 
leave of the town of Carlisle, promising to himself 
never again to enter its walls. He dared hardly 
look back towards the Gothic battlements of the 
fortified gate under which he passed, for the place 
is surrounded with an old wall. "They're no there," 
said Alick Polworth, who guessed the cause of the 
dubious look which Waverley cast backward, and who, 
with the vulgar appetite for the horrible, was mas
ter of each detail of the butchery,—"the heads 
are ower the Scotch yate, as they ca' it. It's a 
great pity of Evan Dhu, who was a very weel-
meaning, good-natured man, to be a Hielandman,—and 
indeed so was the Laird o' Glennaquoich [Fergus] 
too, for that matter, when he wasna in ane o' his 
tirrivies." 

In his presentation of Meg Merrilies, who is positioned to 

deliver her tirade against Godfrey Bertram in Guy Manner

inq, Scott reveals his ability to describe individuals: 

She was standing upon one of those high, precipitous 
banks which, as we before noticed, overhung the road; 
so that she was placed considerably higher than 
Ellangowan, even though he was on horseback; and her 
tall figure, relieved against the clear blue sky, 
seemed almost of supernatural stature. We have no
ticed that there was in her general attire, or 
rather in her mode of adjusting it, somewhat of a 
foreign costume, artfully adopted, perhaps, for the 
purpose of adding to the effect of her spells and 
predictions, or perhaps from some traditional no
tions respecting the dress of her ancestors. On 
this occasion she had a large piece of red cotton 
cloth rolled about her head in the form of a turban, 
from beneath which her dark eyes flashed with un
common lustre. Her long and tangled black hair fell 

97 
Waverley, op. cit., pp. 626-27. 



160 

in elf-locks from the folds of this singular head
gear. Her attitude was that of a sibyl in frenzy, 
and she stretched out, in her right hand, a sapling 
bough which seemed just pulled.9° 

Scott uses an analytical approach in describing Meg. He 

establishes as much as he can about Meg's character from 

her appearance and behavior. Scott presents factual obser

vations about Meg and permits the reader to associate cer

tain aspects of Meg's appearance with known traditions of 

witchcraft: foreign costume, spells, predictions, and 

frenzied behavior. Scott conveys his impressions of Meg 

Merrilies through effective use of description; he does not 

need to enter the mind of his character nor even to allow 

her to speak in order to communicate her chief character

istics to the reader. 

Narration, one of the four chief types of composi

tion, is discourse designed to represent a connected suc

cession of happenings. Scott uses narration when he is 

telling a story in a straightforward manner, when he is 

using a fictitious narrator or editor, and when he becomes 

an omniscient author. Scott's use of straightforward nar

ration in "story telling" is evident in the first chapter 

of Guy Mannering: 

It was in the beginning of the month of Novem
ber, 17 , when a young English gentleman, who had 
just left the University of Oxford, made use of the 
library afforded him, to visit some parts of the 

98 
Guy Mannering, op. cit., p. 71. 
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North of England, and curiosity extended his tour 
into the adjacent frontier of the sister country. 
He had visited, on the day that opens our history, 
some monastic ruins in the county of Dumfries, 
and spent much of the day in making drawings of 
them from different points; so that, on mounting 
his horse to resume his journey, the brief and 
gloomy twilight of the season had already com
menced.^^ 

Scott begins Guy Mannerinq with an indication of time, 

which becomes an effective device for drawing the reader 

into the scene and for forwarding the action. Scott gives 

hints to let his reader know about the "young English gentle

man": he "had just left the University" "to visit . . . 

[the] North of England," "and extended his tour," "so that 

. . . the brief and gloomy twilight of the season had al

ready commenced." Scott's skill in simple narration ac

counts for the success of the opening of Guy Mannering. 

By the time that the reader has read the first page of the 

novel, he is engrossed in the background, setting, and at

mosphere of the story. Scott uses a fictitious narrator 

or editor to present some of his novels in the frame of 

tales allegedly handed down by word of mouth. Old Mortality 

and The Heart of Midlothian are transmitted by the pedantic 

editor Jedediah Cleishbotham and are based on the notes of 

his now deceased assistant, Peter Pattieson. Jack contends: 

If Jedediah Cleishbotham and Mr. Pattieson had given 
us nothing else than the picture of Old Mortality, 
they would have done quite enough to excuse their 

^^Ibid., p. 1. 
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rather cumbersome gambols. . . . In a paragraph or 
two [in the opening of Old Mortality] Scott paints 
a portrait which has led tourists in Edinburgh to 
visit a grave, and the inhabitants of Dumfries to 
erect a monument.-"-̂ ^ 

Robert Gordon asserts: 

Nowhere in the Waverley novels is Scott's narra
tive style more suited to his subject than in the 
chapters leading up to the trial of Effie. . . . 
The stance [of Jedediah Cleishbotham] is very simi
lar to that of a court reporter, imprisoned in a 
situation in which the truth is something that hap
pened at a distance and on another day—something 
that must be discovered by balancing interest 
against interest. 

Gordon continues his analysis of Scott's narrative style in 

The Heart of Midlothian and contrasts the orotund language 

that Cleishbotham uses to narrate the trial scene with the 

102 simple answers of Jeanie Deans when she testifies. Scott 

becomes an omniscient author, moving in and out of his char

acters ' s minds and actions, whenever the device is useful; 

but he drops the guise as quickly as it fulfills his pur

pose. Calder asserts that Scott 

. . . was cheerfully inconsistent in his position 
as omniscient author, often switching from being 
an acute observer of a scene to admitting that 
of course he could not describe all the details 
because it all happened a long time ago.l^^ 

Scott employs omniscient narration when he conveys Edgar's 

Jack, op. cit., p. 113. 

-'-̂ •'•Robert Gordon, Under Which King? (New York; 
Barnes & Noble, Inc., 1969), p. 88. 

^^^Ibid., pp. 91-92. 

Calder, op. cit., p. 57. 
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feelings toward Ashton in The Bride of Lammermoor: 

Not the feelings which Ravenswood [Edgar] had be
gun to entertain towards Lucy Ashton, not the 
hospitality due to his guests, were able entire 
to subdue, though they warmly combated, the deep 
passions which arose within him at beholding his 
father's foe standing in the hall of the family 
of which he had in a great measure accelerated the 
ruin. His looks glanced from the father to the 
daughter with an irresolution of which Sir William 
Ashton did not think it proper to await the con
clusion. ^^^ 

This passage indicates Scott's internalizing, or using 

omniscient narration, in his depicting of Sir William Ash

ton as well as Edgar of Ravenswood. Scott employs omnis

cient narration in The Black Dwarf, Waverley, and the con

clusion of Redgauntlet. Scott often "steps into" the nar

ration of any novel to tell the reader why a detail is left 

out or where a character has been since he last appeared 

in the novel. Scott's tendency to use stilted and formal 

English in his narrations weakens the power of his narra

tive style. A typical example of florid narration is 

Scott's depiction of how the young woman in Guy Mannering 

sings the words to a tune that the returning heir, Harry 

Bertram, plays from memory: 

The tune awoke the corresponding associations of a 
damsel who, close behind a fine spring about half
way down the descent, and which had once supplied 
the castle with water, was engaged in bleaching 
linen.105 

Bride of Lammermoor, op. cit., p. 154. 

1 05 
•'- "̂ Guy Mannerinq, op. cit., p. 413. 
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Calder asserts: 

Scott allowed himself to take every liberty as an 
author, and by this time [around 1820] the novel 
could stand such treatment. In fact the sometimes 
outrageous way in which he treated the form clearly 
injected it with new energy and scope.-̂ -̂ ^ 

Dialogue is a written composition representing two 

or more persons conversing; it is the conversational ele

ment in literary compositions. Scott employs dialogue as 

a narrative device when he is depicting the stilted, formal 

English speech of sophisticates in Scotland; when he is 

revealing the dialectal speech of native Scots; and when 

he is indicating patterns of speech in types of characters. 

Several critics distinguish between Scott's use of formal 

English and native Scots speech. David Murison asserts: 

It soon becomes obvious even to the most cursory 
reader who goes through the Waverley novels . . . 
that Scott has two languages, English for the narra
tion and background description, and Scots for the 
dialogue of those who are natives of Scotland and 
belong in general to the lower social classes.^^^ 

Cruttwell's analysis of Scott's use of language is more 

incisive than Murison's: 

For Scott's everyday English prose is a tired and 
undistinguished medium; it is filleted Johnson, 
long boneless sentences whose heavy polysyllables 
have forgotten their Latin precision. Admittedly, 
when he is at his best and the book is going well, 
the story can drive one through these entanglements 
of bad writing: yet the handicap remains, this 

106 Calder, op. cit., pp. 57-58. 

lO'̂ David Murison, "The Two Languages in Scott, " in 
Scott's Mind and Art, ed. by A. Norman Jeffares (New York: 
Barnes & Noble, Inc., 1970), p. 206. 
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heavy English which contrasts so badly with the 
lively Scots.-'-"̂  

Cockshut contends: 

Scott was a great master of dialogue, and a selec
tion of his most memorable passages would probably 
include a great preponderance of dialogue. More
over, and this is a more telling point, his Scots 
dialogue is more impressive and memorable ^han his 
English dialogue.1^9 

An example of Scott's ineffectiveness with forrial English 

dialogue is the conversation between Flora Mac-Ivor and 

her brother Fergus in Waverley: 

"A truce, dear Fergus! spare us those most tedi
ous and insipid persons of all Arcadia. Do not, for 
Heaven's sake, bring down Coridon and Lindor upon us." 

"Nay, if you cannot relish la houlette et le chalu-
meau, have with you in heroic strains." 

"Dear Fergus, you have certainly partaken of the 
inspiration of Mac-Murrough's cup rather than of mine." 

"I disclaim it, ma belle demoiselle, although I 
protest it would be the more congenial of the two."-'--̂ ^ 

The dialogue between Flora and Fergus shows Scott's awkward 

attempt to imitate the language of Scots who have either 

travelled or studied abroad and who have acquired a conti

nental sophistication which is quite out of place among the 

wilds of Fergus's campsite. Scott's weakness in depicting 

viable love scenes is attributable to the ineffective dia

logue of such scenes. Waverley's stilted addresses of love 

to Flora reveal the general weakness in Scott's style: 

-'•Ô Patrick Cruttwell, "Walter Scott," in From Blake 
to Byron, Pelican Guide to English Literature, ed. by Boris 
Ford (7 vols.; Baltimore: Penguin Books, 1963), V, 109. 

1 DQ 

•^^^Cockshut, op. cit., p. 109. 
Waverley, op. cit., p. 211. 
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"Nay, dear Flora, trifle with me no longer; you can
not mistake the meaning of those feelings which I 
have almost involuntarily expressed; and since I have 
broken the barrier of silence, let me profit by my 
audacity. Or may I, with your permission, mention 
to your brother?"Hi 

Scott uses the Scots language only for dialogue, not for de

scription or narration. Buchan asserts that "the Scots 

dialogue is always a delight. "•'•-'-̂  An example of humorous 

Scots speech is revealed when Hobble tries to convince the 

Dwarf that no harm was done when Hobble's dog killed El-

shie's goat: 

"I am no justifying Killbuck a'thegither neither, and 
I am sure it is as vexing to me as to you, Elshie, 
that the mischance should hae happened; but I'll send 
you twa goats and twa fat gimmers, man, to make a' 
straight again. A wise man like you shouldna bear 
malice against a poor dumb thing; ya see that a goat's 
like first-cousin to a deer, sae he acted but accord
ing to his nature after a'. Had it been a pet-lamb, 
there wad hae been mair to be said. Ye suld keep 
sheep, Elshie, and no goats, where there's sae mony 
deer-hounds about—but I'll send ye baith."^^ 

Hobble's speech indicates more than mere Scots dialect; it 

shows the characteristic train of thought among Scots. 

Hobble begins by minimizing the incident; he then offers to 

give animals to replace Elshie's loss. The typical Scot, 

Hobble belittles Elshie's loss and builds up Hobble's offer, 

with the hope that Elshie might decline such a generous 

settlement. Should Elshie decline, and he does, then Hobble 

keeps his animals and his honor. This passage includes 

m i b i d . , p. 247. 
112 

Buchan, op. cit., p. 159. 
113 

Black Dwarf, op. cit., pp. 392-93 
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another Scots trait, that of moving the dialogue from de

fensive to offensive and closing with a strong surge of ad

vice for the original plaintiff. Devlin uses Wandering 

Willie Steenson's "Tale" in Redgauntlet as an example of 

Scott's use of the native language as a narrative device. 

The Tale illustrates the common sense, vigour, cour
age and caution of Willie's "gudesire": it is through 
Scott's use of the earthy vernacular that we grasp 
these qualities. . . . His strength lies here [in 
the vernacular] not simply because he had an ear for 
lowland speech, but because he endorsed those qualities 
of mind and character which the vernacular so accur
ately conveyed.-'--'-̂  

The narrative style of Sir Walter Scott, even with 

its several weaknesses, emerges as the primary vehicle by 

which his stories are conveyed to his reader. Scott's in

tention in his stories is to present Scottish manners, to 

write stories that retain the "story teller" effect of the 

oral tradition which Scott had known as a youth, and to 

cause the reader to participate vicariously in the overall 

experience of the story. Scott succeeds as a novelist 

through his effective use of narrative devices and his ap

propriate development of language that is suitable for each 

narrative device. Scott's most apparent narrative devices 

are description, narration, and dialogue. Scott utilizes 

each device to its fullest in presenting his stories to 

his readers. 

114 
Devlin, op. cit., p. 125 
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Afterword 

Before he can realize his potential pleasure from 

reading, the reader must see the structured wholeness of 

the novel. Such wholeness comes primarily from the plot, 

which serves as a controlling frame of the novel. The pre

ceding study of conventions of plotting in the selected 

Waverley novels of Sir Walter Scott develops three major 

categories: (1) Structure and Development, (2) Settings, 

(3) Narrative Devices. Each of the eleven Scottish novels 

of the Waverley series were studied in chronological order 

in the first and second categories; random selection of 

examples of narrative devices was made for the third category, 

The study of structure and development of plotting 

shows that Scott does not produce "historical" novels as 

such, but he does reveal historical backgrounds in his treat

ment of Scottish life and manners. Scott does not follow 

a specific formula or guideline in structuring his novels, 

but this study shows definite patterns of technique and 

style inherent in Scott's writing. The novels consist of 

three sections—introductory, developmental, and conclud

ing. Scott uses the introductory sections to delay the be

ginning of the action; to give details about settings, 

events, or characters; to provide space for the story to 

get underway. The developmental sections show Scott's use 

of shaping devices: movement of action, dramatic division, 

lost heirs, and intruders. The concluding sections of the 
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novels follow one or more of these patterns: logical reso

lution of conflicts, acceleration of action, hasty or im

probable manipulation of situations, schemes of reward or 

punishment, and startling coincidences. The structure and 

development of Scott's plots show the strengths and weak

nesses of his techniques and offer some insight into why 

some of his novels are highly successful as interesting 

fiction, while others are dismal failures. 

The settings of the Waverley novels are appropriate 

and believable for the eras and localities of the actions 

Scott depicts in his Scottish novels. According to time 

of setting, the novels present a sweep of Scottish history 

from the early 1600's to the 1790's. They present, accord

ing to place of action, a panorama of Scottish scenery and 

structures from the southern Border region to the Shetland 

Islands north of Scotland. The settings—time and locale— 

of the novels are key features in determining the viability 

of the novels. Scott reveals through his settings his deep 

loyalty to his native land and his immense knowledge of 

Scotland's culture, customs, history, and geography. 

The narrative devices that Scott uses in his con

ventions of plotting reveal his means of conveying his 

story to his reader. Scott draws his reader into his story 

by carefully using three narrative devices: description, 

narration, and dialogue; but Scott gives special attention 

to the language he employs with each narrative device. 
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Scott uses description when he is creating a setting, de

picting an action, showing people who are involved in a 

poignant situation, or indicating physical characteristics 

of people. He uses narration when he is telling a simple 

story, when he is using a fictitious editor or narrator, 

and when he is an omniscient author. Scott uses dialogue 

when he is depicting stilted formal English, when he is 

revealing dialectal speech of Scots, or when he is showing 

speech patterns in characters. 



CHAPTER IV 

CONVENTIONS OF CHARACTERIZATION 

The primary function of the characters of the Scot

tish novels in the Waverley series is to depict the dis

turbed way of life in seventeenth- and eighteenth-century 

Scotland. Through this use of characters. Sir Walter Scott 

reveals the turbulence, uncertainty, and confusion caused 

by the passing of feudalism and the emergence of commercial

ism in Scotland. Scott attempts to present to his country

men a composite of how the nineteenth-century Scots should 

act during times of transition. Critics vary in their as

sessment of Scott's success. Sir Herbert Grierson complains 

that Scott vacillates too mich between the certainty of the 

present and the idealism of the past. Grierson writes: 

There was in Scott's mind a dualism which he made 
no attempt to bridge, of which he was not himself 
fully conscious. In the novels it shows itself 
in the contradiction between his romantic sym
pathies and his sober judgment.! 

David Daiches acknowledges Scott's conflicts between real

ism and idealism, but he defends Scott's development of 

characters. Daiches states: 

There is another kind of reality at work in the 
novels, built up by the racy Scots dialogue of 

•̂ Sir Herbert J. C. Grierson, Sir Walter Scott, Bart 
(New York: Haskell House Publications, Ltd., 1969), p. 
307. 
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characters who may in themselves be offensive or 
ridiculous; and this is surely worth some examina
tion, for this is why the novels are read.^ 

Scott depicts more characters who are believable and real 

than does any other British novelist. His characters are 

drawn from all social and economic levels, and his range 

of characters—from servant to sovereign—excels the scope 

of his British rivals. Three conventions of characteriza

tion—creation and development, moral stature, and recur

ring patterns—will be studied in che eleven Scottish novels 

of the Waverley series. 

^David Daiches, "Review of The Hero of the Waver
ley Novels by Alexander Welsh," Studies in Scottish Litera-
ture, II (October 1964), p. 136. 
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A. Creation and Development 

The techniques Scott uses to portray his characters 

account for the immense popularity of the Waverley novels 

in the nineteenth century. Scott models his characters on 

people, real or imagined, whose attributes and features 

are within easy grasp of his Scottish readers. He gives 

his characters adequate room for development within a spe

cific setting and provides a generous supply of details. 

Scott creates and develops a wide range of characters in 

each novel, but he is careful to treat every type of char

acter fairly. An understanding of how Scott portrays char

acters requires an analysis of the sources, methods of 

creation, variety of character types, and fairness in de

velopment that Scott uses in his novels. 

The identification of sources which Scott uses for 

some of his characters remains a controversial topic among 

critics. Scholars agree that Scott models many of his char

acters after people, including himself, but they disagree 

on the extent that Scott models his characters upon any one 

person. John Buchan has researched Scott's sources with 

apparent thoroughness. He contends that the sources for 

several characters in Waverley can be identified. Buchan 

writes: 
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Davie Gellatley [servant of Bradwardine in Waverley] 
may have had his original in Daft Jock Gray, once 
a famous figure on the Border. . . . The Baron of 
Bradwardine has hints of Stewart of Inverahyle, 
whom Scott visited in his youth; of Erskine's neigh
bor, the old laird of Gask; and—in his [the Baron's] 
love of the classics and uncompromising loyalty— 
of the last Lord Pitsligo.^ 

Professor Corson agrees that sources can be identified for 

many of Scott's characters, but he disagrees with Buchan's 

prototype for Fergus Mac-Ivor in Waverley. Corson sug

gests that "Scott drew partly on the life of Simon Eraser, 

Lord Lovat, for Fergus Mac-Ivor." Buchan counters that 

"Fergus Mac-Ivor [clan chieftain in Waverley] may have been 

partly studied from his [Scott's] friend, Alexander Mac-
5 

donnell of Glengarry." Charles Gordon joins other critics 

in identifying Mrs. Siddons as Scott's model for Meg Mer-

rilies, the gypsy leader in Guy Mannerinq. Buchan iden

tifies several sources for the main characters in Guy Man

nerinq. He writes: 

For the chief characters he drew from many sources. 
In Colonel Mannering there are hints of himself, and 
in Julia something of his wife. The piety of com
mentators has found prototypes for Tod Gabble in 
Tod Willie, who hunted the hills above Loch Skene, 

3 
John Buchan, Sir Walter Scott (London: Cassell 

and Company, Ltd., 1932), pp. 131-132. 

4 
James Clarkson Corson, A Bibliography of Sir Walter 

Scott (New York: Burt Franklin, 1968), p. 201. 

5 
Buchan, op. cit., p. 132. 

Robert Gordon, Under Which King? (New York: Barnes 
& Noble, Inc., 1969), p. 33. 
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andfor Tib Mumps in Margaret Teasdale of Gilsland. 
Traits of Dandle Dinmont may have been borrowed 
from James Davidson of Hyndlee kennel. Dominie 
Sampson seems to have been drawn from George Thom
son, the son of the parish minister of Melrose, 
with features added from one Sanson of Lead hills. 
Pleydell was admittedly based on Adam Rolland for 
demeanour and learning, while the "highjinks" side 
of him was suggested by Andrew Crosbie, one of the 
old Crochallan Fencibles. 

Scott indicates who is the original of the Black Dwarf in 

his notes on The Black Dwarf. Scott writes: " . . . David 

Ritchie, commonly called 'Bowed Davie' of Monor, Peeble-

shire, [is] the celebrated original of the character of 

8 
Elshender, the Black Dwarf." Buchan states: 

Scott had met the original of the Dwarf in Manor 
valley when he visited Adam Ferguson at Hallyards 
and walked with Skene over the hills from Megget, 
and felt bound to make a tale of him." 

The character of George Staunton in The Heart of Midlothian 

is not modelled after a specific person, but a person named 

Sir George Staunton was living in Scotland in 1818. Scott 

is criticized for using the name. Scott prints a letter 

from Mrs. Thomas Goldie in which the writer tells Scott 

that she had talked with Helen Walker, the prototype of 

Jeanie Deans. Helen Walker of Irongray walked to London to 

•7 

Buchan, op. cit., pp. 138-139. 

®Sir Walter Scott, The Black Dwarf, with Introduc
tory Essay and Notes by Andrew Lang (Border ed.; London: 
Macmillan and Co., Limited, 1908), VII, 315. Hereafter 
cited as Black Dwarf. 

9 
Buchan, op. cit., p. 160. 

Corson, op. cit., p. 220. 
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save her sister's life. Numerous critics comment on the 

similarities between Helen Walker and Jeanie Deans, but 

Scott's identification of Jeanie's prototype suffices. 

Edgar Johnson contends that Scott patterns several charac

ters in Redgauntlet after himself, his relatives and friends 

Johnson writes: 

. . . the mellow and affectionate rendering of Saun
ders Fairford, the upright old Writer to the Signet, 
is an accurate portrait of Scott's own father, and 
Alan Fairford is in large part Scott himself. Darsie 
Latimer, Lockhart tells us, is drawn from Scott's 
lifelong friend Will Clerk, although readers may also 
feel in him some touches of another youthful friend, 
the scatterbrained Charles Kerr of Abbotrule. In 
even greater degree, though, Scott has poured him
self into both Darsie and Alan, dividing between 
these two the more reckless and the more stable as
pects of his own makeup.-'-̂  

Buchan cautions the critic who tends to place too much em

phasis upon a specific prototype for any of Scott's char

acters, because Scott selects traits and features at ran

dom and blends them while he is writing. Buchan states: 

"But all the portraits are composite, for Scott was r.o 
13 

'barren rascal' to stick to slavish use of one model." 

Edgar V. Roberts writes: 

-'••'•Sir Walter Scott, The Heart of Midlothian, with 
Introductory Essay and Notes by Andrew Lang (Border ed.; 
London: Macmillan and Co., Limited, 1906), VI, xxi. Here
after cited as Midlothian. 

•'•̂ Edgar Johnson, Sir Walter Scott; The Great Un
known (New York: The Macmillan Company, 1970), II, 921. 

13 
Buchan, op. cit., p. 132. 
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We may define character in literature as the 
author's creation, through the medium of words, 
of a personality who takes on actions, thoughts, 
expressions, and attitudes unique and appropriate 
to that personality and consistent with it.^^ 

Scott believed that the novelist's function is to entertain 

by transferring his reader from the real world to a fic

tional world created by the novelist. Scott embellishes 

his fictional worlds by creating life-like characters. His 

method of creating characters is unusual: he lets the char

acters reveal themselves through their action and speech. 

Edgar Johnson observes Scott's method of character develop

ment. He writes: 

. . . [Scott] emphasizes the powerful ways in which 
men and women are shaped by the society of which 
they are a part, by the beliefs and attitudes of 
their milieu, in short, by the particular culture 
of their time.-'-̂  

Scott is capable of creating characters who live in the time 

and place of his settings and who establish themselves as 

real people. In a thorough analysis of character portrayal 

in Waverley, David Daiches declares: 

The characters in Waverley are marshalled with great 
skill. First we have the protagonists on either 
side: Fergus and Flora Maclvor . . . ; and on the 
other side is Colonel Talbot, . . . . In between 
the two sides stands Baron Bradwardine, . . . [and] 

Edgar V. Roberts, Writing Themes About Literature 
(2nd ed.; Englewood Cliffs, New Jersey: Prentice-Hall, 
Inc., 1969), pp. 11-12. 

15 
Johnson, op. cit., I, 521. 
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Edward Waverley, registering his creator's reactions 
to what goes on around him.^^ 

Francis Hart notes how Scott's characters help illustrate 

that the past can redeem the present. Hart writes: 

Such a threat and such a possibility become in 
Waverley and elsewhere central to the protago
nist's ordeal of personal development, as he is 
forced to play mediator between divided and war
ring segm.ents of his own lineage.-'-̂  

Charles Young praises Scott's method of character portrayal 

Young maintains: 

The reader of the novels receives a strong impres
sion of vast resources waiting to be developed. 
Often a character, introduced for only a few pages, 
strikes us as so rich and original that we desire 
his better acquaintance.-^ 

Scott creates and develops a wide range of charac

ters in his novels. Edgar Johnson praises Scott's variety 

of character types: 

It [the variety of types] permeates the richly 
diversified delineation of character, ranging 
from the rather frigid sanity of Major Melville 
and the warm sanity of Colonel Talbot . . . to 
the humorous oddity of the Baron of Bradwardine, 
the boldness and passion of Fergus, and the 

1 6 
David Daiches, "Scott's Achievement as a Novelist," 

in Scott's Mind and Art, ed. by A. Norman Jeffares (New 
York: Barnes & Noble, Inc., 1970), pp. 31-32. 

17 
Francis R. Hart, Scott's Novels: The Plotting 

of Historical Survival (Charlottesville: The University 
Press of Virginia, 1966), p. 24. 
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Charles Alexander Young, The Waverley Novels: 

An Appreciation (Glasgow: James Maclehoe & Sons, 1907, p. 
127. 



179 

idealism of Flora. What a throng of living and 
breathing figures they are.-'-̂  

Through well-cast people, Scott conveys an appreciation of 

"real" people. He has a flair for making people seem real, 

especially those from lower social classes. He loves 

people from all walks of life. In Guy Mannering, for ex

ample, Scott depicts peasants, tradesmen, and outcasts who 

are not so ignorant or coarse that they cannot have keen 

sensibilities. In commenting on the number and variety of 

characters in Old Mortality, Jack states: 

The book is crowded with men and women, with troopers 
and covenanters, with characters as diverse as old 
Morton and young Morton, Cuddie and Macbriar, Jenny 
and old Lady Margaret, Edith, Mrs. Wilson, and 
Mause; it is an epitome in a few hundred pages of 
Scott's world, not a fragment, but a miniature con
taining something of almost everything that appears 
on the big bustling stage of the Waverley Novels.20 

Calder states that "the careful account of a man's clothes 

and features is basic to Scott's methods of characterisa

tion, while it is also used to make important historical 

21 points." Calder points out Scott's attention to clothing 

in Redgauntlet, with special consideration to Alan Fair

ford 's difficulty in accepting the shabbily dressed Nanty 

19 
Johnson, op. cit., I, 527. 

20 
Adolphus Alfred Jack, Essays on the Novel (Port 

Washington, New York: Kennikat Press, Inc., 1969), p. 120 
21 
Angus and Jenni Calder, Scott (New York: Arco 

Publishing Company, Inc., 1971), p. 114. 
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Ewart. Scott thus delineates characters by appearance, as 

well as by speech and actions. Charles Young writes: 

The truth is that the character he best understands 
must be mature and well-developed, with well-
defined characteristics and strong features. Men 
and women who have the stamp of their trade or pro
fession, who exhibit any idosyncrasy or oddity of 
mind, or to whom way of life and uncommon experi
ence have given a peculiar way of thinking—these 
are the characters of the Waverley Novels who have 
earned a place in the living world of literature.^^ 

Scott gives fair treatment to all aspects of a con

flict, even when he holds strong feelings against an issue 

or person in the conflict. He also attempts to present a 

balanced delineation of characters from various social 

levels and cultural backgrounds. The conflict between real

ism and romanticism in Scott's life influences his depic

tion of characters. Caught as he is between conflicting 

worlds and somewhat unaware of how the wealthy upper-class 

society lived, Scott is inconsistent in his development of 

character. On the one hand are the stereotyped, generally 

weak figures of the upper-class, whereas on the other hand 

are the vigorous, lifelike, believable characters of the 

lower-class. Scott has difficulty in depicting the upper-

class, primarily because of his vacillation between roman

ticism and realism. But this weakness in character portrayal 

does not preclude Scott's attempts to be fair and unbiased 

in his development of class characters. Cruttwell maintains 

22 
Young, op. cit., p. 114. 
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that " . . . Scott's Augustan dislike of the Covenanting 

tribe, the sectaries and 'enthusiasts' of Scotland, did 

not blind him either to their heroism or to their importance 

in Scottish history. "̂ "̂  Daiches writes: 

Scott never—and this is true of virtually all his 
work—allows history alone to divide the sheep from 
the goats. No side contains all the heroes or all 
the villains. . . . Character engages with history— 
men of very similar character may find themselves on 
opposite sides through the workings of history.^4 

Buchan comments on Scott's ability to detach himself from 

his characters in Old Mortality. He writes: 

And the book rises to scenes of tragic intensity 
which Scott never excelled, and contains figures 
of the most masterful vitality. Curiously ob
jective figures they are, for we feel that one of 
them strongly excites the author's sympathy; in 
no other novel do his characters live so inde
pendent of their creator.25 

Scott creates and develops lively, viable, active charac

ters for most of his novels. He utilizes the available 

sources for good models around which he develops his char

acters and stories. He depicts characters from all sta

tions in life and in a variety of activities. Finally, he 

presents his characters within a fair balance and without 

regard for his personal prejudices or feelings. Scott 

23 
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creates and develops characters who can carry his messages 

of forebearance and steady control in the face of national 

turbulence and confusion. Through his depiction of char

acters in crises, Scott gives his countrymen models of be

havior during cultural transitions. 
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B. Moral Stature 

The one element of character portrayal which exerts 

considerable influence upon the reader is moral stature, 

or the extent to which a character is guided by his con

science. The reader justifiably expects that the charac

ters in a novel will be true to life. He expects that the 

actions, statements, and thoughts of a specific personage 

must be what a human being is likely to do, say, and think 

within given situations or circumstances. But a basic means 

by which the reader becomes transferred mentally into the 

author's fictional environment is his hope for the success 

of the good characters and the defeat of the bad ones. 

Scott delineates characters of varying behavioral 

codes. He presents staunch Covenanters such as David 

Deans, Reuben Butler, and Jeanie Deans in The Heart of Mid

lothian who observe strict moral codes. The immorality of 

Effie Deans and George Staunton contrasts sharply with the 

strict codes of Jeanie and David Deans, Effie's sister and 

father. But Scott is able to engage the reader's support 

of villains such as Effie and George because he portrays 

them against a broad background of normal and average ac

tivities among the Scottish highlands. Edgar Johnson ob

serves that the success of the eccentrics, the heroic, and 

the spiritually elevated among Scott's characters 

. . . depends upon establishing an identity between 
their extremes and the ordinary principles of human 
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nature . . . exhibited in the midst of, or as it 
were by means of, the superficial unlikeness.26 

Yet Scott does not present all of his characters in terms 

of one fixed code of good and evil. He permits each group 

or type of characters to develop its own code or to adhere 

to no code of behavior. Calder writes: 

The "professional ethos" or "code" is the attitude 
shared by members of the learned professions. It 
is "unethical" for one lawyer to compete with an
other or to betray his client's confidences. . . . 
Scott sees that even smugglers and outlaws have 
their ethical codes. Dirk Hatteraick, the ethical 
smuggler, looks on Glossin, the dishonourable law
yer, with contempt. The ethos of the clans, again, 
is radically different from that of modern society: 
it is all right to murder a man in a blood-feud, but 
criminal to refuse hospitality to a stranger.27 

A significant weakness in Scott's delineation of 

characters is his tendency to reward the virtuous and con

demn the wicked. Jack writes: 

Things do not fall out in the world altogether so 
sweetly as they do in Scott's novels. Lost heirs 
are not so often found, death-bed repentances are 
not so common, strong villains, when they run 
atilt against wounded heroes, are not so subject to 
apoplectic fits, sisters who prefer a rigid altruism 
to their instincts have sometimes to pay the price 
of their austerity, and all the bad women are not 
dead.28 

The degree of goodness or evil in a character can be de

termined by reference to a popular morality which has held 

26 
Johnson, op. cit., I, 528. 

27 
Calder, op. cit., pp. 118-119 

28 
Jack, op. cit., pp. 87-88. 
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remarkably constant. Men traditionally have respected such 

virtues as generosity, good will, courage, self-control, 

honesty, responsibility, and diligence. The list could 

continue to considerable length. And men have customarily 

condemned such vices as the opposites of these virtues: 

self-interest, malevolence, cowardice. The moral stature 

of a character depends on his inclination to such virtues 

or vices, and on his powers in effecting good or evil. 

Scott gives his characters assets and liabilities which 

help the reader evaluate each character's moral stature. 

His admirable characters are imbued with physical attractive

ness, wealth, and influence; his despicable characters show 

an absence of these attributes. Edward Waverley, Guy Man

nering, Harry Bertram, Henry Morton, Darsie Latimer, the 

Duke of Argyle, and many others are among Scott's admirable 

characters. The deformed Black Dwarf, Cuddie Headrigg, 

Earnscliff, Dugald Dalgetty, and others occupy less favor

able positions. Calder cautions: 

But if a man is true to his own ethic, Scott does 
not blame him. Dugald Dalgetty, the mercenary 
soldier, is ready to change sides in war to get 
higher pay or better conditions. But at the end 
we see him refusing to break a contract to one 
side before its term expires, even at the risk of 
his own neck. 

So a character in Scott—even a "serious" char
acter like Claverhouse—may be both right and 
wrong, heroic and evil, wise and stupid, depend
ing on whether he is judged by his own code or 
that of others.29 

29 
Calder, op. cit., p. 119. 
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Scott utilizes the moral statures of his characters to give 

depth and clarity to his portrayal of believable, lifelike 

personages. He permits each character to develop and ex

press his own moral codes that are acceptable to him and 

appropriate for his circumstances. Scott's effective treat

ment of the moral stature of his characters contributes to 

the success of the Waverley novels. 
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C. Recurring Patterns 

Sir Walter Scott presents hundreds of characters 

in the eleven Scottish novels of his Waverley series. Many 

of these characters are insignificant and can be ignored 

in a study of Scott's technique and style of character por

trayal. Among the remaining dozens of characters, Scott 

develops heroes, heroines, farmers, lawyers, villains, ser

vants, outlaws, wealthy men and women, military leaders, 

clergymen, and government officials. But an analysis of 

the characters benefits from Scott's technique of using re

curring patterns to depict character types. Several recur

ring patterns of character portrayal that merit attention 

include those used in depicting heroes and heroines, villains, 

outlaws, tradesmen, lawyers, and soldiers. 

HEROINES 

Several women in the Waverley novels are heroines; 

that is, they are important persons who figure in a remark

able action or event or who make noteworthy contributions 

to the stories. Among these women are two types of heroine, 

the benign and the active. The benign heroine is amiable, 

loyal, and conscientious. To fulfill her role, she must be 

intelligent and influential. The benign heroine is one of 

the most admirable women Scott depicts and often occupies 

one of the most significant roles in the novel. From the 

selected Scottish novels, the benign heroines are Lucy 
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Bertram, Julia Mannering, Rose Bradwardine, Lucy Ashton, 

and Jeanie Deans. 

In Guy Mannerinq, Lucy Bertram is born into the 

family of an upper-class landowner. Combined with this 

natural advantage are several admirable characteristics 

which identify Lucy as a genuine heroine. Lucy utilizes 

the good books collected and prized by Dominie Sampson, as 

she is taught with special interest by him. Her teacher 

boasts: 

"You will find Miss Bertram perfect in the tongues 
of France and Italy, and even of Spain, in reading 
and writing her vernacular tongue, and in arithme
tic and bookkeeping by double and single entry. I 
say nothing of her talent of shaping, and hemming, 
and governing a household." 

Another commendable attribute of Lucy Bertram is indicated 

in Colonel Guy Mannering's assertion that "her genuine pru

dence and good sense can so surely be relied upon."-̂ -'-

After Lucy and her father lose their possessions, Scott 

praises " . . . the penniless Lucy Bertram, who had nothing 

on earth to recommend her, but a pretty face, good birth, 

32 

and a most amiable disposition." Even though Lucy long

ingly seeks restitution of her lands, her title, and her 

30 
Sir Walter Scott, Guy Mannering: or. The Astrolo

ger, with Introductory Essay and Notes by Andrew Lang 
(Border ed.; London: Macmillan and Co., Limited, 1905), 
II, 529. Hereafter cited as Guy Mannering. 

31 
Ibid., p. 102. 

^^Ibid., p. 180. 
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influence, she does not assert her wishes arbitrarily, but 

works with patience and charity for the ends she seeks. 

Hers is a cause to be reached by tact, intuition, and good

will. Ultimately her role in the novel illustrates that 

through honesty, perseverance, and compassion she reaps 

abundantly: her properties, influential title, and hus

band. 

Julia Mannering is also an important character in 

the novel Guy Mannering. Scott develops Julia through her 

letters to her close friend. Miss Matilda Marchmont of 

England. Scott writes: "Miss Mannering's letters throw 

light upon her natural good sense, high principles, and 

33 
feelings." The girl of eighteen is the principal heroine 

of the novel. She is described by the author as being: 

. . . of a middle-size but formed with much eloquence; 
piercing dark eyes, and jet black hair of great 
length which corresponds with the vivacity and in
telligence of features in which were blended a little 
haughtiness and some power of humourous sarcasm.^^ 

Dominie Sampson credits Julia Mannering with being " . . . 

an honorable young lady of virtue and modesty, and very 

35 . . 
facetious withal." William Dean Howells contends: 

"Julia Mannering is sinuously true, after the manner of 

-̂ -̂ Ibid., p. 159. 

•̂ "̂ Ibid. , p. 177. 

-^^Ibid., p. 529. 
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her sex, and light of tongue and heart rather than head."^^ 

Through her compassion for and protectiveness of Lucy Ber

tram, Dominie Sampson, Harry Bertram, and Guy Mannering, 

Julia reveals those traits which make her one of the novel's 

most sympathetic characters. Howells summarizes her sig

nificance and effect when he writes: 

She is a genuine personality, and she carries off 
an impossible part in the plot with so much vivac
ity and naturalness that one is almost as much in 
love with her as with any of the ignorant and amus
ing housewives and farmbodies .-̂ ' 

Her wealth, education, talents, and ambitions place her 

socially among the upper-class. The consistency of charac

teristics becoming to an upper-class heroine solidly estab

lishes Julia in her role. Edgar Johnson writes: 

The portrayal of the story's [Guy Mannering'sj two 
heroines, Julia Mannering and Lucy Bertram—especial
ly that of Lucy--leads to a complaint recurrently 
made of Scott: that he was not often happy in his 
younger gentlewomen. The impeachment is partly true. 
When the heroine exists merely to fulfill the read
er's expectation of what Scott called "wedding 
cake," he himself was unable to work up much inter
est in her, and she remained a rather thinly real
ized figure. Such young women, however, are not 
untrue to nature.3° 

In Waverley, Rose Bradwardine lives in the declin

ing splendor of her father's estate at Tully-Veolan. She 

36 
William Dean Howells, Heroines of Fiction (Lon

don: Harper and Brothers Foundation, 1901), p. 100. 

^"^Ibid. 
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is the only child of the Baron of Bradwardine and receives 

considerable pampering from her father and the household 

staff. Scott ascribes to Rose several characteristics 

which typify his benign heroine. Scott writes: 

She was, indeed, a very pretty girl, of the Scotch 
cast of beauty,—that is, with a profusion of hair 
of paley gold, and a skin like the snow. . . . Yet 
she had not a pallid or pensive cast of countenance; 
her features, as well as her temper, had a lively 
expression, her complexion, though not florid, 
was so pure as to seem transparent, and the slight
est emotion sent her whole blood at once to her face 
and neck. Her form, though under the common size, 
was remarkably elegant, and her motions light, easy, 
and unembarrassed.39 

Rose enjoys her peaceful surroundings in the old mansion of 

Tully-Veolan and is content with her responsibilities of 

over-seeing the household duties of the domestics. She is 

a passive young woman who waits longingly for the time when 

she can marry. She expects to choose a husband who is simi

lar to her father, and she fully intends to transfer, at the 

time of marriage, all of her care and affection to her hus

band. Edgar Johnson writes: "The timorous Rose violates 

still further the conventions of romance by falling in love 

40 with Waverley even before he is amorously aware of her." 

Yet, despite her shyness and apparently weak physique. Rose 

39 . . . 
Sir Walter Scott, Waverley: or 'Tis Sixty Years 

Since, with Introductory Essay and Notes by Andrew Lang 
(Border ed.; London: Macmillan and Co., Limited, 1910), I, 
75-76. Hereafter cited as Waverley. 

40 
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emerges to heights of heroism by actively protecting and 

helping rescue Waverley when he endangers his life among 

the Highland clans. Rose receives justifiable reward for 

her assistance to Waverley; she becomes Waverley's wife, 

and the couple return to Tully-Veolan with plans for restor

ing the old mansion. 

Lucy Ashton, in The Bride of Lammermoor, is a beau

tiful, talented, sympathetic, and loyal girl who is driven 

to despair through a continual series of heartless persecu

tions. Scott describes Lucy Ashton's features as "exqui

sitely beautiful, yet somewhat girlish, and formed to ex

press peace of mind, serenity, and indifference to the 

41 

tinsel of worldly pleasure." He contends that the ex

pression of Lucy's countenance is in the last degree gentle, 

soft, timid, and feminine: 

Something there was of a Madonna cast, perhaps the 
result of delicate health, and of residence in a 
family, where the dispositions of the inmates were 
fiercer, more active, and energetic, than her own.^2 

John Buchan writes: 

Lucy Ashton is a passive creature, a green-sick 
girl unfit to strive with destiny, but her weak
ness does not make her uncommon, and there is 
poignancy in her and submissiveness. 

•̂̂ Sir Walter Scott, The Bride of Lammermoor, with 
Introductory Essay and Notes by Andrew Lang (Border ed.; 
London: Macmillan and Co., Limited, 1908), VIII, 39. Here
after cited as Bride of Lammermoor. 

Ibid. 

Buchan, op. cit., p. 195. 
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Miss Ashton's role in the novel is that of a bride, not of 

the suitor she chooses but of the one her tyrannical mother. 

Lady Ashton, chooses for her. The resultant conflict be

tween Lucy and her family reflects Lucy's sense of loyalty 

to her pledge to her suitor, the Master of Ravenswood, and 

her filial obligations to her parents. Lucy attains the 

pinnacle in her role as the tragic heroine when she with

stands these treacherous acts from her mother. It is 

Howells' contention that 

. . . she is almost purely tragical. . . . She has 
fewer words in her tragedy than even Ophelia in 
hers; but she remains in the memory with the like 
clinging hold upon the pity of the witness.'^^ 

Jeanie Deans is a simple, resourceful, docile woman 

in The Heart of Midlothian whose loyalty and ethics iden

tify her as a benign heroine. Unlike most of Scott's 

heroines, she is not from the upper-class. She displays an 

openness of character which marks her as understanding and 

trustworthy. Scott writes: 

Her only peculiar charm was an air of inexpressible 
serenity which a good conscience, kind feelings, 
contented temper, and a regular discharge of her 
duties spread over her features. There was noth
ing, it may be supposed, very appalling in the form 
or manners of this rustic heroine.^^ 

John Buchan enhances the significance of Jeanie's character 

when he writes: 

44 
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She is such a figure as is not found elsewhere to 
my knowledge in literature; the puritan in whom 
there is neither sourness nor fanaticism, whose ^^ 
severity is for herself alone and not for others. 

The role of Jeanie Deans is to provide the novel with an 

active, consecrated conscience. A critic writes: "Scott 

gives her a homely person and few feminine graces, but he 

47 
makes her adorable from her invincible goodness." Cock
shut states: 

. . . Jeanie herself holds in the book's structure 
something of the position of a tower without ade
quate foundations. In her person she reconciles 
the various conflicts of justice and mercy which 
the plot enacts.'^^ 

Jeanie's resourcefulness reaps great rewards when she pleads 

her sister's cause to Queen Caroline " . . . with a pathos 

49 which was at once simple and solemn." When Jeanie marries 

Reuben Butler, she brings into the marriage "the same natu

ral good sense and spirit of exertion, all the domestic 

good qualities of which she has given proof during her 

50 
maiden life." Buchan observes: "It is not a queen or a 

great lady who lays down the profoundest laws of conduct, 

. •. „51 
but Jeanie Deans, the peasant girl. 

46 
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The active heroines in Scott's novels are those 

women who refuse to wait passively for their wishes to be 

granted. These heroines take any action necessary to achieve 

their goals. Some of the active heroines in the Scottish 

novels are Edith Bellenden, Flora Mac-Ivor, and Diana 

Vernon. 

Edith Bellenden, in Old Mortality, is a young, ac

tive, and impressionable woman who is thrust into a differ

ent role by circumstances she cannot control. Scott uses 

the beauty, youthfulness, social class, and ambitions of 

Edith to convey the conflict and rivalry between Henry Mor

ton and Lord Evandale for Edith. She is swept from one 

event to another, from one regrettable decision to another, 

and from one heartache to another. All the while, Scott 

focuses the reader's attention upon Edith's actions, 

thoughts, and impulses. Edith is shown in several instances 

in Old Mortality to be a person of action. She intervenes 

between Cuddie Headrigg and Lady Margaret Bellenden with 

no fear of her aunt's retributions. The fact that Edith 

writes to Henry Morton on behalf of Cuddie and Mause and to 

Major Bellenden of Charnwood on behalf of Henry Morton re

veals her impulse to take immediate action. Edith becomes 

unusually bold when she fears Morton's imminent execution 

and asks Lord Evandale to intervene. Edith Bellenden makes 

a noticeable transition in Old Mortality. The upper-class 

heroine is introduced as a young woman, then she progresses 
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through several situations requiring mature judgment and 

felicity. Ultimately she emerges as a mature wife, happily 

wed to Henry Morton. Her role as Scott's pivotal feminine 

character in the novel is enhanced by the several aspects 

of her personality. 

Flora Mac-Ivor devotes her energies and efforts in 

Waverley to the restoration of the Stuart lineage to the 

throne. The intensity of her devotion to the Stuart Pre

tender is reflected in her comments to Waverley. She states 

"For myself, from my infancy to this day, I have had 
but one wish—the restoration of my royal benefactors 
to their rightful throne. It is impossible to ex
press to you the devotion of my feelings to this 
single subject; and I will frankly confess, that it 
has so occupied my mind as to exclude every thought 
respecting what is called my settlement in life."^2 

Flora promptly declines the marriage proposal from Edward 

Waverley: 

"Is it possible you do not yet comprehend me?" an
swered Flora. "Have I not told you that every 
keener sensation of my mind is bent exclusively 
towards an event upon which, indeed, I have no 
power but those of my earnest prayers?"^3 

Flora gives the impression of being an outlandish, romanti

cized figure as she walks among the waterfalls in Chapter 

22 of Waverley and sings longingly for the Stuarts' return 

to power. Robert Gordon writes: 

52 
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Flora may well be the most important character 
Scott ever drew. There is no question, however, 
that she is a partial failure as a figure in a 
novel. She is too stagy as she poses by a water
fall, harp in hand, and sings bad verses about 
Scotland's lost glory.^^ 

But Cockshut cautions: 

Flora's romantic devotion to the Jacobite cause is 
perfectly placed and understood, and has a well-
defined function in the plot because of her influ
ence on her brother's calculating spirit. . . . 
Flora Mac-Ivor is an essential part of Waverley's 
whole structure." 

Flora Mac-Ivor declines physically toward the close of the 

novel, but she continues as an active heroine by influencing 

Waverley's choice of Rose Bradwardine rather than herself 

for his bride. 

Diana Vernon, the niece of Sir Hildebrand Osbaldi

stone 's wife in Rob Roy, participates enthusiastically in 

the waning social activities of her uncle's estate. With 

reference to Frank Osbaldistone's early encounters with his 

cousin, Edgar Johnson notes: " . . . the frank, high-

spirited, irresistible Diana Vernon, who renders both the 

reader and Frank her captivated admirers." Diana 

brusquely rejects Frank's compliments: 

"I do not want your assistance. . . . You think 
me a strange bold girl, half coquette, half romp; 

54 . -I r 
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desirous of attracting attention by the freedom 

of her manners and loudness of her conversation."^^ 

Charles Young observes that Diana Vernon has "something of 

the boy in her composition and yet remains ever so womanly."^^ 
Cockshut contends: 

. . . Diana Vernon is comparatively domestic and 
credible. . . . But Diana Vernon is seen just as 
the narrator sees her. It is perfectly natural and 
right that she should have charmed Victorian school
boys. In a superficial sense she is perfectly 
life-like, saucy and high-spirited.^^ 

After his initial meeting with Diana, Frank ponders his 

cousin's lament that she is a girl, rather than a young man, 

and that she belongs to an antiquated religion. Frank 

writes to his friend Will Tresham: 

"She vanished as she spoke, leaving me in as
tonishment at the mingled character of shrewdness, 
audacity, and frankness which her conversation dis
played. I despair conveying to you the least idea 
of her manner, although I have, as nearly as I can 
remember, imitated her language. In fact, there 
was a mixture of untaught simplicity as well as 
native shrewdness and haughty boldness in her man
ner, and all were modified and recommended by the 
play of the most beautiful features I had ever 
beheld."^° 

Diana assists her father and Frank in their many conflicts 

and perils. She gains her reward by first receiving the 

57 
Sir Walter Scott, Rob Roy, with Introductory Essay 

and Notes by Andrew Lang (Border ed.; London: Macmillan 
and Co., Limited, 1908), IV, 74. Hereafter cited as Roy Roy. 
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protection of a convent and later her father's approval for 

marriage to Frank. Diana's father states: 

" • • • I little thought a son of mine should have 
been lord of Osbaldistone Manor, and far less that 
he should go to a French convent for a spouse. 
But so dutiful a daughter cannot but prove a good 
wife."^-^ 

Cockshut notes: 

It is often said that Scott's heroines are uninter
esting and are just part of the machinery of his 
books. As a generalization this has enough rough 
justice to be accepted.^2 

Charles Young maintains: 

It is because Scott has too chivalrous an idea of 
woman that he fails in his heroines. But let this 
goddess descend from her pedestal into the tangled 
world of affairs; . . . then woman is no more a 
glorified image, but a charming companion, a wise 
counsellor, a partner in the business of life.^3 

Scott gives principal roles to several of his heroines. 

Each heroine wields noticeable action and influence: her 

thoughts, characteristics, and reactions thread throughout 

Scott's stories to give her an integral role. 

HEROES 

Several men emerge in the Waverley novels as ob

vious heroes. Such men are the central personages who have 

an admirable role in a significant action or event. Two 

types of heroes are evident in the novels: the independent 

^^Ibid., p. 581. 

^Cockshut, op. cit., p. 155. 

63 
Young, op. cit., p. 111. 
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hero, who acts on his own initiative, and the dependent hero, 

who relies on a stronger, even potentially heroic man. The 

independent heroes often are passive, but they are not neu

tral. They observe and analyze situations, and they attempt 

to alter events only if they must. Critics frequently at

tack the "wooden" heroes in Scott's novels. Devlin writes: 

But for the great heroic figures in Scott the world 
is too much. They make dramatic gestures and simple 
choices in a world where neither is possible. They 
do not know what history means, that it is movement 
and crisis, and that personal and national survival 
depend on directing the crisis and turning it to 
account. ̂'̂  

In the Scottish novels of the Waverley series, the most sig

nificant independent heroes are Edward Waverley, Henry-

Morton, Frank Osbaldistone, and Edgar of Ravenswood. 

Edward Waverley is the central figure and hero of 

Waverley. He quickly becomes "the man between" powerful 

opponents in the Jacobite conflict during the mid-eighteenth 

century. Cockshut states: 

It is soon obvious to every reader that Waverley is 
"the man between," placed by education, sentiment 
and circumstance in a position where both Jacobite 
and Hanoverian loyalties can influence him. But he 
is also the man between in another sense. Both 
views of war successively or together tug at his 
feelings, the romance of courage and sacrifice, the 
misery and waste of mutual destruction.^5 

Edward Waverley is sensitive to the environment of central 

64 
D. D. Devlin, The Author of Waverley (Lewisburg, 

Pa.: Bucknell University Press, 1971), pp. 54-55. 

Cockshut, op. cit., p. 126. 
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Scotland and to the deep feelings of the combatants in

volved in the Jacobite uprising of 1745. Through his sen

sitivity and grasp of social problems, Waverley functions 

as a responsive observer of the changes in Scottish customs. 

Calder asserts: 

Edward Waverley is the link between the wild Highlands 
of 1745 and the tame drawing-rooms of sixty years 
later. He is a young man whom any of Scott's readers 
would have been happy to entertain. He is also sym
pathetic and sensitive though not very self-aware, 
and with a natural understanding of gentlemanly be
haviour.^" 

Edward Waverley is drawn by Fergus Mac-Ivor into the Jaco

bites' Cause and fights in several important battles. He 

heroically rescues Colonel Talbot and withdraws from the 

war. Waverley inherits his father's wealth and returns to 

a comfortable life with Rose Bradwardine at Tully-Veolan. 

Scott models his typical hero upon the life characterized 

by Edward Waverley. 

Henry Morton emerges as a hero in Old Mortality. 

He is the son of Silas Morton and the nephew of the wealthy 

old Laird of Milnwood. Henry expends considerable energy 

into every endeavor. He is well-educated, mannerly, and 

properly groomed when he begins his sojourn in the Clydes

dale Valley near the castle of the once-wealthy Bellenden 

family. Henry tries to avoid choosing sides in the conflict 

between royalists and the Covenanters. Calder observes: 

66 Calder, op. cit., p. 66. 
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Like Edward Waverley and so many of Scott's other 
heroes, he [Morton] has to decide whether to back 
out quickly from the action where his natural 
humane sympathies have led him or whether to com
plete his involvement by committing himself whole
heartedly. He does the latter, fights in the 
Covenanters' battles, but remains an outsider be
cause he can never abandon himself to extremity.^^ 

Henry maintains his objectivity, even after he has fought 

in several campaigns. He condemns some of the actions of 

both sides of the fray and receives harsh treatment from 

each group for his vacillation. When facing grave danger 

and possible execution by the Covenanters, Henry remains 

bold and determined. He bears considerable abuse and 

harassment and continues to speak against the evil actions 

of his captors. Henry's behavior under fire serves as a 

model for other moderates in Scott's novel. Henry portrays 

how a Scotsman should behave in the transitional and turbu

lent days when the Covenanters were losing their authority 

and freedom in Scotland. Henry's behavior sets a pattern 

for later Scots. 

In Rob Roy Frank Osbaldistone could have accepted a 

life of ease in his father's firm, but he prefers the ad

venture and opportunity for personal development on his 

uncle's estate near Glasgow. Frank crosses the border 

into Scotland and finds himself involved in the intrigues 

of family conflicts among the Osbaldistones and in the 

"̂̂ Ibid. , p. 73. 
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fervor of political conflicts among Rob Roy's followers 

near Loch Lomond. Donald Davie observes: 

Osbaldistone has just enough life to qualify as a 
hero of romance, of whom all that is asked is that 
he should be young, guileless and brave; he is 
quite inadequate as the hero of the sort of book 
Scott found himself writing, an analysis, in his
torically realistic terms, of the state of English 
society in the first half of the eighteenth cen
tury. ̂ ^ 

Robert Gordon contends: 

Frank is one of Scott's least attractive heroes, 
combining a bristling pride with unusual passivity. 
The passivity is most obvious when he sits looking 
out of a coach window while Rob Roy kills his 
worst enemy [Rashleigh Osbaldistone].^^ 

Frank helps resolve the several conflicts in the novel and 

restores prominence to his uncle's estate. For his heroism 

and good deeds, Frank receives his father's wealth and per

mission to marry Diana Vernon. Many years after Sir Fred

erick Vernon grants Frank's request to marry Diana, Frank 

reveals to Will Tresham: "'How I sped in my wooing. Will 

Tresham, I need not tell you. You know, too, how long and 

70 happily I lived with Diana. You know how I lamented her.'" 

Frank epitomizes the romantic, independent hero in Rob Roy. 

^^Donald Davie, The Heyday of Sir Walter Scott 
(London: Routledge & Kegan Paul, 1961. New York: Kraus 
Reprint Co., 1971), p. 59. 

69 
Gordon, op. cit., p. 82. 

70 
Rob Roy, op. cit., p. 581. 
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I^ T^e Bride of Lammermoor, Edgar, Master of Ravens

wood, differs from Scott's typical hero. He is not passive; 

he does not wander into alien territory; he does not con

trast two cultures or factions; he does not hold in balance 

two extreme views toward Scotland's past, present, and 

future. Robert Gordon writes: 

Actually Edgar is incapable of taking an aggressive 
role in political conflicts. He exhibits an old-
fashioned loyalty to the land that has nothing to 
do with partisan warfare, and like many a fictional 
victim of society he falls into bad company because 
he cannot help it. Scott shows us the world to 
which Edgar properly belongs by repeatedly associating 
him with the manners and rituals of the past.^^ 

Ravenswood fulfills the hero's role in his attitude and be

havior toward Lucy Ashton. He rescues her and her father 

from being killed by a raging bull; he pledges his love to 

Lucy and seals his pledge by giving her half of a coin; he 

writes regularly to her after their engagement. When he 

learns that Lady Ashton has forced Lucy to become engaged 

to Bucklaw, Edgar tries to contact Lucy. After Lucy's mar

riage to Bucklaw, her derangement and death, Edgar chal

lenges Lucy's brother to a duel because of Ashton's blaming 

Edgar for Lucy's death. Devlin contends: 

Ravenswood, like Redgauntlet, is mad; his gloomy 
disposition is stressed; his various actions are 
those of someone unbalanced, and at the end of the 
book the point is made clear. We see there his 
paroxysms of uncontrolled mental agony and we learn 
that his death in the Kelpie's Flow is suicide.^2 

^^Gordon, op. cit., p. 101. 
72 
Devlin, op. cit., p. 100. 
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Buchan's praise of Edgar as a hero contradicts the views of 

critics who consider the Master of Ravenswood a weak imita

tion of a Byronic hero. Buchan asserts: 

Ravenswood is no Byronic imitation. He is a fully 
realized type of the aristocrat upon whom the ends 
of the earth have fallen, impotent in his pride, 
unpractical in his nobility. He is the only one 
of Scott's heroes who never ceases to dominate 
the story.'3 

Additional independent heroes in Scott's novels include 

Charles Hazelwood in Guy Mannering and Darsie Latimer in 

Redgauntlet. 

Scott develops male characters who possess heroic 

qualities but are not fully developed heroes. Such men 

must rely upon other men, usually father images, to aid 

them in accomplishing heroic deeds. The men on whom the 

dependent heroes rely possess heroic qualities, but they 

are not heroes. When the two groups of men work together, 

they accomplish noteworthy and heroic deeds. Two dependent 

heroes in the Scottish novels are Henry Bertram, whose 

helper is Guy Mannering, and Patrick Earnscliff, whose 

helper is Sir Edward Mauley. 

In Guy Mannering, Harry Bertram returns to his 

family's ruined estate of Ellangowan after serving in the 

military in India under the assumed name of VanBeest Brown. 

Bertram attempts to learn his identity in Scotland and to 

73 
Buchan, op. cit., p. 195. 
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gain title to his inheritance. Harry is good-humored, high-

principled, well-educated, and handsome. Such attributes 

typify Scott's independent hero. But Bertram does not know 

his true identity and must be assisted in his main objective, 

marriage to Julia Mannering. Julia's father aids Bertram in 

his search for identity, after he realizes that Bertram is 

the man whom he had wronged while both were in military ser

vice in India. Guy Mannering welcomes the opportunity to 

help Bertram regain his property and restore his estate. 

Mannering becomes a "father figure" to Bertram. Mannering 

takes considerable pride in his own name and ancestry; 

naturally, he willingly aids a friend in establishing his 

true identity. Mannering fails, before Bertram returns to 

Scotland, to salvage Ellangowan for Lucy Bertram. Manner

ing then invites Lucy to live with him and Julia. When 

Bertram arrives in Scotland and various characters begin 

revealing his identity, Guy Mannering provides the positive 

identification that is lacking. He proves that the horo

scope which Bertram carries is the one that Mannering used 

in predicting Harry's future when he was born. Each man 

has several noteworthy qualities; but, when acting alone, 

neither man achieves his goal. In tandem, they complement 

each other: Mannering identifies Bertram so that Bertram 

can claim title to Ellangowan; Bertram offers a good name 

and large estate so that Mannering will permit Julia's 

marrying him. 
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Patrick Earnscliff is an ineffectual hero in The 

Black Dwarf. He has heroic characteristics: good name, 

wealth, intelligence, handsome features; but he is unable 

to achieve his goal of marriage to Isabel Vere and resolu

tion of the feud between her family and his. Earnscliffs 

weaknesses are augmented by the special characteristics of 

Sir Edward Mauley, a deformed man who disappears but later 

appears as a recluse known as Elshender or the Black Dwarf. 

Elshender bears the facade of a misanthrope, but he often 

assists Earnscliff, Isabel, and other neighbors. When 

Isabel's father arranges her marriage to the despicable 

Bucklaw, Earnscliff realizes that he cannot rescue Isabel; 

so he joins in Isabel's plea for Elshender to help. At 

the ceremony Elshender reveals his true identity and proves 

that he holds titles to Richard Vere's estate and the prop

erties of Vere's deceased wife. Though he is not endowed 

with heroic features, Elshender rescues Isabel from mar

riage to Bucklaw and approves her marriage to his trusted 

friend, Earnscliff. With Elshender lacking heroic gentility 

and Earnscliff lacking heroic valor, the men combine their 

attributes and produce a heroic series of events at the 

end of the novel. Other dependent heroes and their bene

factors are Mertoun Mordaunt, who relies upon Magnus Troil 

in The Pirate, and Alan Fairford, who depends upon his father 

and Darsie Latimer in Redqauntlet. 
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VILLAINS 

A study of the characters in the Waverley novels 

reveals several who are sinister, corrupt, and self-

centered. These characters are egotistical, recalcitrant, 

and deceitful; occasionally they reveal a tendency toward 

diabolical villainy. Some are actual villains, while others 

function merely as accessories to the villain or by their 

actions make villainy possible. It is through the corrupt 

men and women that Scott reflects social customs, histori

cal data, character and family relationships, and human in

sight. The villains wield an influence that is as impor

tant as that of the heroes and heroines; however, their 

distasteful characteristics make them less admirable. Cal

der contends: "When Scott does give us a villain, he is 

often no more interesting than the hero, and he tends to 

74 

talk much more." In the Scottish novels, several typi

cal villains are Gilbert Glossin, Rashleigh Osbaldistone, 

Redgauntlet, Lady Margaret Bellenden, Effie Deans, and 

Lady Ashton. 

In Guy Mannering, Gilbert Glossin uses his abilities 

and training as a lawyer to turn his clients' misfortunes 

into his personal profit. He is a talented lawyer who could 

earn a reputable living from his work if he were honest and 

74 
Calder, op. cit., p. 123. 
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would devote less energy to unscrupulous dealings. Glossin's 

diabolical scheme of forcing Bertram off his estate begins 

when the wily lawyer hires Dirk Hatteraick to kidnap Ber

tram's heir. Then Glossin becomes Bertram's financial ad

visor and bankrupts the old laird. Glossin's plans to sell 

Bertram's estate are revealed at an alehouse. The parish 

clerk comments: 

"Ay, but Factor Glossin wants to get rid of the auld 
laird and drive on the sale, for fear the heir-male 
should cast up upon them; for I have heard say if 
there was an heir-male, they couldna sell the estate 
for auld Ellangowan's debt."^^ 

Glossin's treacherous treatment of Godfrey Bertram requires 

the unscrupulous lawyer to continue his illegal dealings. 

He must hire thugs to kill any witnesses of Hatteraick's 

plot, and he must react to numerous threats of blackmail. 

When he recognizes that Harry Bertram has returned to claim 

his estate, Glossin initiates renewed villainy. He arrests 
76 

Harry and plans his execution. Mayhead asserts: 

Guy Mannerinq . . . is of course very obviously a 
novel about "justice being done" in the familiar 
nineteenth-century sense. Gilbert Glossin and 
Dirk Hatteraick meet the due fate of villains.^' 

Rashleigh Osbaldistone is driven to villainy in 

Rob Roy through his ambition and conceit. He is the young

est and least handsome of Sir Hildebrand Osbaldistone's 

75 
Guy Mannering, op. cit., p. 104. 

^^Ibid., p. 414-
"̂̂ Robin Mayhead, "Scott and the Idea of Justice," in 

Scott's Mind and Art, ed. by A. Norman Jeffares (New York: 
Barnes & Noble, Inc., 1970), p. 173. 
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six sons. He despises his brothers' handsome features and 

capitalizes on his own intellect, which is far superior to 

that of his brothers. Charles Young observes: "Rashleigh, 

the deformed plausible scoundrel, charms his victims by the 

mellow beauty of his voice as does the serpent by the waving 

78 
to and fro of its head." Rashleigh's cousin, Diana Vernon, 

cautions Frank Osbaldistone to avoid any association with 

Rashleigh. Diana asserts: 

"Take my advice, and when you speak of Rashleigh, 
get up to the top of Otterscope Hill, where you 
can see for twenty miles round you in every 
direction,—stand on the very peak, and speak in 
whispers. . . . Rashleigh has been my tutor for 
four years; we are mutually tired of each other, 
and we shall heartily rejoice at our approach
ing separation. ""̂ ^ 

The villainous aspects of Rashleigh's nature are revealed 

toward the end of the novel when he steals a portfolio of 

money and charge-slips belonging to Frank's father. Rash

leigh interferes with Diana's escape from opposition troops, 

but he reveals the portfolio and is caught by Frank. Rash

leigh betrays several relatives and friends; but, when he 

turns traitor to Rob Roy, the Highland chieftain kills him. 

Rashleigh fulfills Buchan's definition of " . . . what 

villains should be, formidable but conceivable, not weary 

in ill-doing." 

78 
Young, op. cit., p. 127. 
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Rob Roy, op. cit., p. 75. 
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Buchan, op. cit., pp. 140-141. 
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Edward Redgauntlet, known in Dumfries and Edinburgh 

as Mr. Herries of Birrenswork, is the diabolical uncle of 

Darsie Latimer and the chief character in Redgauntlet. He 

politically orients himself to the restoration of the Stuart 

lineage to the throne, with no acknowledgment of the Jacob

ite defeat in 1745. Redgauntlet is one of Scott's most en

ergetic characters. Mayhead alludes to the similarity be

tween Redgauntlet's tempestuous behavior and the treacherous 

Solway tide near the laird's home. Mayhead writes: 

The tide rushes up the estuary with lethal speed, 
yet Redgauntlet himself, though abundantly aware 
of its perils, seems quite at home with it. . . . 
Both Redgauntlet and the tide pursue their courses 
with a common impetuosity and ruthlessness once 
they have begun. Both sweep everything before them. 
Redgauntlet has no more respect for the law (though 
he may use it when it suits his purpose) than has 
the great onrush of water.^1 

Edgar Johnson notes: 

Darsie's uncle embodies with dreadful force a past that 
refuses to die. Dark, stern, obdurate, furious, he 
is a figure of almost satanic prepotency. His claim 
of paternal authority over Darsie will accept nothing 
less than absolute submission.°2 

Redgauntlet's villainy emerges in his capturing Darsie and 

Lilias and in his trying to force his kinsmen to fight for 

the Pretender. The old laird's passionate devotion to 

Jacobitism wanes only when Prince Charles Edward realizes 

that the throne cannot be won. Even in defeat, Redgauntlet 

-̂'•Mayhead, op. cit., pp. 178-179 

®2johnson, op. cit., II, 924. 
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haughtily retains his sword and exiles himself permanently 

from Scotland rather than submit to imprisonment or execu

tion. 

In Old Mortality Lady Margaret Bellenden is a re

spectable, upper-class royalist who is opinionated, villain

ous, and cantankerous. She is a devotee of the Crown, 

possesses vast lands, and has an unquenchable hatred for 

the Covenanters. Lady Margaret assumes self-appointed roles 

of leadership: organizer of the Wapenschaw; director of 

the visit from King Charles II to her estate; intercessor 

between Edith Bellenden and her suitors; haughty evictor of 

Mause Headrigg and Cuddie; bitter assailant of all Covenan

ters. Lady Margaret's cantankerous spirit emerges in her 

attempt to defend her castle rather than desert it without 

a fight. She states: "They shall never drive Margaret 

Bellenden from her ain hearth-stane while there's a brave 

83 

man that says he can defend it." She reveals her vil

lainous demeanor by thwarting Edith's plans to marry Morton 

instead of Evandale. Lady Margaret ignores Edith's wishes 

and contends that honor should take precedence over trivial 

84 
matters of the heart. Lady Margaret eventually approves 

of Morton because "Edith was her only hope, and she wished 

^Sir Walter Scott, Old Mortality, with Introduc
tory Essay and Notes by Andrew Lang (Border ed.; London: 
Macmillan and Co., Limited, 1907), V, 267. Hereafter cited 
as Old Mortality. 

Q^Ibid., p. 507. 
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to see her happy." She is a staunch royalist, an influ

ential landholder, and a self-serving villainess to people 

of all ranks who exerts whatever influence necessary to 

turn the events in her favor. 

In The Heart of Midlothian, Effie Deans is a mis

chievous, deceitful person whose actions and characteristics 

make her a social outcast and a villaineso. She rebels 

against her family, the law, and society. Effie reveals 

her characteristics at a very early age. Scott writes: 

The Lily of St. Leonard's possessed a little fund 
of self-conceit and obstinacy, and some warmth 
and irritability of temper, partly natural perhaps, 
but certainly much increased by the unrestrained 

Aft freedom of her childhood.°" 

Buchan recognizes that Effie is pampered, but he asserts: 

"Effie herself is true woman, the passionate spoiled beauty, 

with the good breeding which in any class may accompany 

87 
bodily loveliness." Effie Deans's exposure as the mother 

and accused murderess of an illegitimate child expels her 

from society. Her father asks: 

"Where is she, that has no place among us, but has 
come foul with her sins, like the evil one, among 
the children of God? Bring her before me that I 
may kill her with a word and a look! Where is 
the vile harlot, that has disgraced the blood of 
an honest man?"^^ 

^^Ibid., p. 594. 

^^Midlothian, op. cit., p- 136. 

87 
Buchan, op. cit., p. 191. 
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Midlothian, op. cit., p. 150. 
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Other characters reveal their belief that Effie is vile, 

villainous, and corrupt. But Effie does not blame Staunton, 

her infant's father, for her problems. Scott writes: 

Effie claimed she had no right to blame that 
person's conduct more than she did her own, and 
that she was willing to confess her own faults, 
but not to say anything which might criminate 
the absent.^^ 

In The Heroes of the Waverley Novels, Welsh writes: "Effie 

Deans is the one principal female in the Waverley Novels 

90 

who has willingly consented to her seduction." When re

leased from prison, Effie begins as Lady Staunton her 

lengthy exile and the last years of her life. The Duke of 

Argyle reports Lady Staunton's success as a wit and beauty 

in London: " . . . her manner was easy, dignified, and 

commanding, and seemed to evince high birth and the habits 

91 
of elevated society." Scott describes Effie s last years: 

After blazing nearly ten years in the fashionable 
world, and hiding an aching heart with a gay de
meanor, . . . Lady Staunton betrayed the inward 
wound by retiring to the Continent, and taking up 
her abode in the convent where she had received 
her education. She never took the veil, but 
lived and died in severe seclusion.^2 

89 
Ibid., p. 335. 

^^Alexander Welsh, The Hero of the Waverley Novels 
(London: Yale University Press, 1963), p. 70. 

91 
Midlothian, op. cit., p. 721. 

^^Ibid., p. 777. 
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I^ iTie Bride of Lammermoor, Lady Ashton is driven 

by an insatiable desire to attain and maintain social rank 

for herself, her husband, and her children. Further, she 

works relentlessly to propel her husband's name into the 

upper-class society. In achieving her desires. Lady Ashton 

reveals the characteristics of a diabolical villainess, of 

a caustic and sinister woman who herself becomes a major 

character in Scott's novel. That Lady Ashton is ambitious 

is concluded by Buchan when he writes: "Lady Ashton is a 

female of the same breed whose pride has been hammered into 

93 
a hard mercantile ambition." Lady Ashton cultivates 

friendships with aristocratic families in Edinburgh and sub

sequently uses these connections to her own advantages. 

Scott notes: 

By dent of gold and authority Lady Ashton con
trived to possess herself of such a complete 
command of all who were placed around her. 

Her deep-rooted villainy emerges when Lady Ashton prevents 

communication between Lucy and Edgar. Her domineering over 

the lives of her family demonstrates her cold, calculating 

connivance to achieve her goals. Lady Ashton returns from 

London and demands the marriage of Lucy to Bucklaw. She 

does not consider Lucy's feelings, nor does she grant her 

Buchan, op. cit., p. 195. 

^^Bride of Lammermoor, op. cit., p. 399. 
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daughter any means of escape from the heinous plan. She 

thinks only of arranging a marriage for her daughter that 

will enhance the Ashton name. Never does she reveal a 

motherly love, wifely attention, or neighborly concern. 

Steadily she is propelled by a desire for social glory, 

without reflection or remorse. 

OUTLAWS 

Scott also depicts a group of men and women who 

characteristically operate outside the law. These persons 

act with deep feeling; their intentions are good, though 

fierce and mistaken. In Scott's novels, the outlaw tends 

to oversee the interests and fortunes of certain favorite 

characters; yet he or she does not intentionally interfere 

with the lives of these characters. Through the outlaw 

characters, Scott reveals the superstitious beliefs and 

characteristics of most Scots in the first quarter of the 

nineteenth century. Scott's outlaws are superstitious, 

mysterious, and revengeful, but are not devoid of good 

qualities. Representative outlaws are Dirk Hatteraick, 

Rob Roy, George Staunton, Meg Merrilies, Madge Murdockson, 

and Meg Murdockson. 

In Guy Mannering, Dick Hatteraick exists far outside 

the grasp of laws and controls. His penchant for breaking 

laws is evidenced throughout the novel. Dirk bribes God

frey Bertram with teas and wines from abroad. Then he 

harbors his ships in Bertram's protected shoreline and 
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stashes his smuggled luxuries in Bertram's deteriorating 

granaries. Dirk's lawlessness emerges in his reaction to 

Bertram's banning the smuggler from his property. Dirk then 

plots with the unscrupulous lawyer, Gilbert Glossin, to 

kidnap Bertram's son and reduce Bertram to bankruptcy. 

Dirk's problems with the law increase when he becomes in

volved in the murder of Frank Kennedy. Glossin blackmails 

Dirk and demands the smuggler's assistance in numerous 

illegal acts. Dirk betrays Glossin and assists in the bru

tal murder of the villainous lawyer. Hatteraick avoids law 

officers in Scotland and eludes excise and custom house 

cruisers on the nearby waterways. He remains a recalcitrant, 

impenitent tyrant who fights society's standards throughout 

his adult life. Shortly before his capture. Dirk discharges 

his pistol at Meg Merrilies when he discovers that she has 

brought men to his hideout. 

Rob Roy MacGregor Campbell is the Scottish Robin 

Hood. Rob Roy first attempts to earn an honest living as 

an efficient, painstaking drover, but he abandons his legiti

mate occupation when his powerful neighbors conspire against 

him and ruin his credit. Rob Roy quickly becomes an adept 

robber and gains an enviable, though unpopular, reputation 

as one of Scotland's most successful and most powerful 

caterans. Rob Roy justifies his outlawry by citing the 

situations that removed him from his pleasant work as a 

drover. Rob Roy befriends Frank Osbaldistone and protects 
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him throughout the novel. Rob Roy forces Morris to admit 

that he has filed false charges against Frank; he requires 

Rashleigh to return the portfolio he stole from Frank's 

father; he plots numerous escapes for his friends who are 

illegally arrested. But Rob Roy's basic reliance upon out

witting the law remains his hallmark. When Rob Roy is cap

tured and brought before a magistrate in Chapter 32, Frank 

expresses to Will Tresham his observation of the robber's 

demeanor. Frank states: 

"His manner was bold, unconstrained unless by the 
actual bonds, haughty, and even dignified. He bowed 
to the duke, nodded to Garschattachin and others, 
and showed some surprise at seeing me among the 
party."^5 

The magistrate praises and cautions Rob Roy: 

"I do not deny that you may sometimes have done less 
harm than others of your unhappy trade, and that you 
may occasionally have exhibited marks of talent, and 
even of a disposition which promised better things. 
But you are aware how long you have been the terror 
and the oppressor of a peaceful neighbourhood, and 
by what acts of violence you have maintained and 
extended your usurped authority. You know, in 
short, that you have deserved death, and that you 
must prepare for it."^^ 

In The Heart of Midlothian, George Staunton is a 

fugitive who must be prepared to flee whenever he is in the 

regions where he has committed his crimes. Staunton's out

lawry includes his reivings with Wilson and his thwarted at

tempt to free Wilson by dressing like Madge Murdockson and 

95 
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Rob Roy, op. cit., p. 466. 
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leading a mob toward the jail. Staunton is a shadowy char

acter who, during his youth, seduces Madge, who becomes 

deranged after her baby dies. Staunton is disinherited by 

his father, the rector at Willingham, and travels to Scot

land. Staunton later seduces Effie Deans and arranges for 

Meg Murdockson to "dispose" of the child. Charles Young 

observes: "The guilty Staunton cannot rest until he finds 

the child of his sin; he does so only to be slain by him in 

97 
the scene of his former smuggling exploits." Cockshut 

notes: 

One might say, paradoxically, that Scott was too 
kind to Staunton in merely having him shot by his 
natural son. He should have remained alive and 

qo 

been made to see.^ 

Meg Merrilies, a superstitious, mysterious, vindic

tive gypsy in Guy Mannering, is a central character in the 

novel. Through this woman, Scott illustrates the activities 

of the class of people who operated outside the law in Scot

land during the 1790's. In appearance Meg Merrilies has all 

the trappings of a person of her rank and class: 
She was full six feet high, wore a man's great
coat over the rest of her dress, and in her hand 
a goodly sloe-thorn cudgel, and in all points of 
equipment, except her petticoats, seemed rather 
masculine than feminine. 

^^Young, op. cit., p. 131. 

^^Cockshut, op. cit., p. 179. 

9 9 'M-k 

Guy Mannering, op. cit., p. 20. 
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Dominie Sampson, who fears Meg, says she is a "harlot, thief, 

'^. -u ^ ,.100 
witch, and gypsy." Buchan notes that Meg is " . . . 

half-crazy, wild as a hawk, savage yet with nobility in her 

savagery, when she appears the eery light of romance falls 

on the scene." By predicting future events, by asserting 

that she has special powers, and by making unusual arrange

ments for her death, Meg reveals that she is superstitious. 

Scott emphasizes the mysterious aspects of Meg when he 

writes: 

There was something frightful and unearthly in the 
rapid and undeviating course which she pursued, 
undeterred by any of the impediments which usually 
incline a traveller from the direct path. Her way 
was as straight and nearly as swift as that of a 
bird through the air. . . . Her words, though wild, 
were too plain and intelligible for actual madness, 
and yet too vehement and extravagant for sober-
minded communication. She seemed acting under the 
influence of an imagination rather strongly excited 
than deranged.102 

In summarizing her own life, Meg says: 

"When I was in life, I was the mad, randy gypsy 
that had been scourged and banished and branded, 
that had begged from door to door, and been 
hounded like a stray from parish to parish: w.ia 
would hae minded her tale? But now I am a dying 
woman, and my words will not fall to the ground, 
any more than the earth will cover my blood."103 

100 Ibid., p. 22 

•^Buchan, op. cit., p. 141. 

102GUV Mannering, op. cit., pp. 551-552. 

lO^Ibid., p. 572. 
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A final characteristic of Meg Merrilies is her extreme de

votion to the few people she respects. Meg's profound 

loyalty to Harry Bertram is responsible for the happy out

come of the novel. Buchan ascribes great significance to 

her role when he writes: "Meg Merrilies is the greatest 

figure that Scott has drawn from the back-world and the 

104 
underworld of Scotland." 

Madge Murdockson, more commonly known as Madge Wild

fire, is a young, deranged, and capricious girl in The 

Heart of Midlothian. According to Coleman Parsons, Wild

fire is a term meaning "summer lightning; a will-o'-the' 
105 

wisp." Madge is the daughter of a rascalous outlaw, Meg 

Murdockson. Scott describes Madge as 

. . . a tall, strapping winch of eighteen or twenty, 
dressed fantastically in a sort of blue riding 
jacket, with tarnished lace, her hair clubbed like 
that of a man. Highland bonnet and a bunch of broken 
feathers, a riding-skirt (or petticoat) of scarlet 
camlet, embroidered with tarnished flowers. Her 
features were coarse and masculine.10^ 

To emphasize her characteristics, the author contends: 

Of all the mad women who have sung and said since 
the days of Hamlet the Dane, if Ophelia be the most 
affected, Madge Wildfire was the most provoking.107 

104Buchan, op. cit., p. 141. 
105 

Coleman Oscar Parsons, "Character Names in the 
Waverley Novels," Publications of Modern Language Associa
tion, XLIX (March 1934), p. 287. 

•'•̂ M̂idlothian, op. cit., p. 238. 

107 Ibid., p. 244. 
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Hers is a role that shows the difficult and tumultuous rela

tionships which existed between members of the outlaw class 

of people in Scotland. Her life reflects the consequences 

that thievery and deceit can have upon a mind that is im

pressed by such behavior. 

Meg Murdockson, the mother of Madge, is a wretched, 

revengeful, and proud old vagabond who lives and dies out

side the law. Scott describes Meg as " . . . an old woman 

of a lower rank, extremely haggard in look, and wretched in 

108 
her apparel." Meg Murdockson is repeatedly referred to 

as a hag, a witch, and a thief. Her own daughter tells the 

old horse on which she and Meg ride, "'Come, naggie, trot 

awa, man, as thou wert a broomstick, for a witch rides 

thee.'" The men in Meg's gang of outlaws refer to the 

old woman as "Mother Blood." Meg's violent temper is 

apparent when George Staunton says: "'It is one of her 

attributes that violent and fierce as she is upon most occa

sions, there are some in which she shows the most imper

turbable calmness.'" Through Scott we learn: " . . . 

her natural affection, like that of the tigress, could not 

•^^^Ibid., p. 270. 

^Q^Ibid., p. 426. 

^^^Ibid., p. 431. 

^^^Ibid., p. 500. 
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be displayed without a strain of ferocity that again stirred 

1^ x:- ^ 112 

her fierce and savage temper." We again see Meg's sav

agery when she flashes the lighted candle over Jeanie Deans's 

closed eyes, while brandishing a dagger in her other hand. 

Other outlaws in Scott's novels include Donald Bean 

Lean in Waverley. Ranald MacEagh and Allan M'Aulay in The 

Legend of Montrose, Captain Cleveland in The Pirate, and 

Nanty Ewart in Redgauntlet. 

OCCUPATIONS AND CAREERS 

Scott presents in each novel a representation of 

the Scottish "world" of a specific era and locale. Such a 

depiction requires the creation and development of hundreds 

of characters to fill roles of varying significance. From 

Scott's "world picture" evolve several types of occupations 

and careers in which characters tend to be similar in various 

novels. Among the many occupations and careers that Scott 

depicts, clear patterns develop in his portrayal of farmers, 

lawyers, and soldiers. 

Dandle Dinmont typifies Scott's farmers. He is a 

hard-working, honest, and plain man in Guy Mannering who 

willingly helps Harry Bertram without first learning about 

his social status or his ability to pay for assistance. 

Dandle is cunning and shrewd, but he will not use his money 

•'--'•̂ Ibid., p. 274 
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to cheat his neighbors out of their property. Buchan writes: 

As for Dandle he remains one of the most complete, 
four-square, three-dimensioned and vital figures 
in literature. We know him better than we know 
our daily companions. Wherever he appears he 
humanizes the scene, for he is triumphant human
ity. 11^ 

Dandle is characterized as kind-hearted and gentle, but he 

is courageous and defensive. He enjoys his home and farm 

animals, especially his flocks of sheep and his good dogs. 

Dandle is similar to other farmers, such as David Deans in 

The Heart of Midlothian and Hobbie Elliot in The Black Dwarf. 

Paulus Pleydell, a representative Scott lawyer, as

sumes a mediator's role between conflicting groups. Daiches 

writes: 

Counsellor Pleydell is a particularly interesting 
character because he represents that combination of 
good sense and humanity which Scott so often thought 
of as mediating between extremes and enabling the 
new world to preserve, in a very different context, 
something of the high generosity of the old.H"* 

Pleydell enjoys a significant role in Guy Mannering. He is 

a "Sheriff-depute" in Edinburgh when Harry Bertram disap

pears and is still serving when the lost heir returns six

teen years later. Pleydell is an honest lawyer and, there

fore, contrasts with Lawyer Glossin's villainy in Guy Man

nering. Pleydell challenges Glossin throughout the novel. 

^^"^Buchan, op. cit., p. 141. 

•^•^^Daiches, "Scott's Achievement," op. cit., p. 35. 
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But Pleydell has his weaknesses and is known to give lighter 

sentences when certain persons are brought before him. 

Pleydell remains basically honest in the novel and presents 

a good image for his profession. Scott's own background 

in law may be the explanation for his repeated attention to 

laws, lawyers, records, reports, and court proceedings. He 

handles such scenes well, but the repetition is excessive. 

Other lawyers developed by Scott are Nicol Jarvie in Rob 

Roy, Crosbie and Peter Peebles in Redgauntlet, and Hubert 

Ratcliffe in The Black Dwarf. 

Scott portrays numerous soldiers in nearly all of 

his Scottish novels. He gives special attention to two 

types of soldiers whose actions are somewhat peripheral to 

the major conflicts. These combatants are Dugald Dalgetty, 

the mercenary, and Fergus Mac-Ivor, the clan chieftain. 

They are drawn into battle for the plunder or remuneration 

they can get instead of for principles or freedom. Scott 

treats Dugald Dalgetty harshly in the Introduction to A 

Legend of Montrose: 

A cavalier of honour, in search of his fortune, 
might, for example, change his service as he would 
his shirt, fight, like the doughty Captain Dal
getty, in one cause after another, without re
gard to the justice of the quarrel, and might 
plunder the peasantry subjected to him by the fate 
of war with the most unrelenting rapacity.-'--'-̂  

l^^Sir Walter Scott, A Legend of Montrose, with 
Introductory Essay and Notes by Andrew Lang (Border ed.; 
London: Macmillan and Co., Limited, 1908), VII, Introduc
tion, xxii. Hereafter cited as Montrose. 
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Lord Menteith tells Montrose, who is disguised as a servant, 

that he has little use for the mercenary soldier: 

"I differ from you, Anderson," said Lord Menteith; 
"I think this fellow Dalgetty is one of those horse
leeches, whose appetite for blood being only 
sharpened by what he has sucked in foreign countries, 
he is now returned to batten upon that of his own. 
Shame on the pack of these mercenary swordmen! " H ^ 

When Dalgetty is imprisoned by the Covenanters and faces 

execution unless he defects to their side, the mercenary 

proves his loyalty to Montrose by refusing to change sides. 

Charles Young contends: 

He is a rude, vulgar soldier, shameless, vain, loqua
cious pedantic and greedy. But he is also brave, 
faithful to his pay-masters, generous to his friends, 
kind to his horse, full of resource, wit, and knowl
edge of the world. The genius of his creator has 
united all these characteristics in one most natural 
and most likeable soldier.H^ 

Fergus Mac-Ivor is a ruthless, active Highland 

chieftain in Waverley. Francis Hart writes: 

Fergus is part of Waverley's personal experience 
and part of Scott's complex and realistic an
alysis of the historic cause that was Jacobitism. 
He is dangerous, dishonest, quixotic. Machiavel
lian, heroic. . . . But for the Author of Waver
ley he is at once a diagnosis and a commemoration 
of Jacobitism.lis 

Fergus has outlived his day of power as a clan chieftain; 

yet he continues to expect his men to express the same 

ll^Ibid., p. 35. 

•̂  Young, op. cit., p. 119. 

-'••'•̂ Hart, op. cit., pp. 24-25 
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fervent loyalty to Jacobitism as he musters. Cockshut states 

"The principle of hereditary tribal loyalty . . . 
is leading paradoxically to a complete separation 
of culture and outlook between the Chief and his 
followers. . . . Scott is presenting the old 
blind loyalty as near the end of its term, partly 
because the response of the leader can no longer 
have the old simplicity.H^ 

Fergus and Dalgetty reflect Scotland's transition from 

feudalism to capitalism. Fergus has lost his influence, 

just as Jacobitism has lost its power. Dalgetty must 

abandon the lost cause of the Covenanters and adjust to a 

commerce-oriented life on his bride's large estate. Through 

Fergus, Scott shows what happens to a man who cannot change 

with the times; through Dalgetty, he gives the Scots a 

model to emulate in adjusting to Scotland's new role as a 

mercantile-centered culture. 

119 
Cockshut, op. cit., p. 115 
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Afterword 

The chief function of the characters of the Scottish 

novels in the Waverley series is to depict the disturbed way 

of life in seventeenth- and eighteenth-century Scotland. 

Through his portrayal of characters, Scott presents to his 

countrymen a composite of how the nineteenth-century Scots 

should act during times of transition. He uses three con

ventions of characterization—creation and development, moral 

stature, and recurring patterns—to depict personages from 

all social levels. 

Scott creates and develops characters whose attri

butes are within easy grasp of his Scottish readers. His 

technique of characterization encompasses his use of sources, 

methods of development, variation in types, and balance of 

portrayal. Scholars agree that Scott models many of his 

characters after people, including himself, but they disagree 

on the extent that Scott models his characters upon any one 

person. Because Scott selects traits and features at random 

and blends them into his creation of a character, no specific 

prototype can be cited with certainty for any single char

acter in his novels. His method of creating characters is 

unusual: he lets the characters reveal themselves through 

their action and speech. Scott creates characters who live 

in the time and place of his settings and who establish 

themselves as real people. Scott creates and develops a wide 
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range of characters in his novels. He portrays people from 

all social levels, but is especially skillful in depicting 

peasants, tradesmen, and outcasts. Scott tries to give a 

balanced portrayal of characters, even when he does not 

agree with the characters' philosophies or when he does not 

know how to depict the social level of the characters. 

Scott has difficulty in depicting the characters of the 

upper-class, because he does not know personally how people 

conduct their lives at the upper social levels. Scott ex

cels, however, in portraying lower-class personages. 

Through his depiction of characters in crises, Scott gives 

his countrymen viable models of behavior during times of 

cultural turmoil and turbulence. 

The moral stature of a character exerts considerable 

influence upon the reader. Scott delineates characters of 

varying behavioral codes, but he does not present all of his 

characters in terms of one fixed code of good and evil. He 

presents, however, his characters against a background of 

traditional behavioral standards. One of Scott's most 

severe weaknesses in character portrayal is his tendency to 

reward the virtuous and condemn the wicked. Scott's admir

able characters tend to have no faults; his despicable char

acters have few redeeming qualities. 

Scott utilizes the technique of recurring patterns 

of character types. The more obvious patterns are heroes 

and heroines, villains, outlaws, lawyers, soldiers, and 
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tradesmen. Scott's heroes are the central characters in his 

novels and have an admirable role in a significant action or 

event. The two types of heroes are the independent, self-

reliant hero and the dependent, insufficient hero who must 

rely upon a stronger, even potentially heroic male. Scott's 

independent hero is passive, but he wanders into alien terri

tory and must choose between two strong factions or cultures. 

This hero usually holds in balance two extreme views toward 

Scotland's past, present, and future. The dependent heroes 

rely upon father images who possess heroic qualities, but 

are inadequate as full-fledged heroes. The near-hero and 

his father image complement each other and accomplish heroic 

deeds. Scott's heroines are either benign or active. The 

benign heroine is amiable, loyal, and conscientious. She 

influences the action by assisting the hero in an important 

task or by becoming interested in the task. She must not, 

however, become so involved in the task that she loses her 

power as the quiet, benign heroine. The active heroine re

fuses to wait passively for her wishes to be granted. She 

expends her energies in any effort that brings about the 

results she wants. She is independent, willful, and shrewd 

in her maneuverings. Both types of heroines are noticeably 

influential in Scott's novels. The villains in the novels 

are egotistical, recalcitrant and deceitful. Through the 

corrupt men and women, Scott shows social customs, histori

cal data, character and family relationships, and keen human 
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insight. Some of these corrupt characters are actual vil

lains, while others function merely as accessories to the 

villain or help make villainy possible. Scott's outlaws 

act with deep feeling; their intentions are good, though 

fierce and mistaken. The outlaw is interested in one or 

more persons in the novel, but he or she does not directly 

interfere with these persons. Through his outlaws, Scott 

portrays the superstitions, competitive spirit, treachery, 

and shrewdness of the Scottish renegade. Scott's representa

tive lawyer is a mediator between conflicting groups. Scott 

develops two types of lawyers, the honest and the dishonest. 

Scott uses his background as a lawyer to create believable 

situations for his fictional lawyers. Scott's soldiers are 

developed with special accuracy, particularly the mercenary 

and the clan chieftain. Scott shows these two types of 

soldiers to be peripheral combatants in Scotland's strug

gles for independence. Yet he depicts the impact that the 

mercenaries and clansmen had upon Scotland's transition from 

feudalism to commercialism. Scott's abilities and strengths 

as an outstanding novelist are reflected in his depiction 

of viable characters who lived during Scotland's troubled 

times. 



CHAPTER V 

CONCLUSION 

Sir Walter Scott's success as a novelist rests on 

his Scottish novels of the Waverley series. In treating 

his country's recent past, Scott utilizes a fictional form 

through which he can express the ambiguities of his own 

feelings about Scotland. This study analyzes Scott's tech

nique and style in eleven Waverley novels set in seventeenth-

and eighteenth-century Scotland. The study considers (1) 

the thematic patterns, (2) the conventions of plotting, 

and (3) the conventions of characterization that Scott uses 

in his novels. 

The principal theme of the novels is the disturbed 

way of Scottish life. The thematic patterns are: (1) 

Waning Jacobitism, as depicted in Waverley, Rob Roy, 

Redgauntlet, and two stories from Chronicles of the Canon

gate, "The Highland Widow" and The Two Drovers"; (2) Con

flicting Zealotries, as found in Old Mortality, The Heart 

of Midlothian, and A Legend of Montrose; (3) Upheavals of 

Ancient Houses, as revealed in Guy Mannering, The Black 

Dwarf, The Bride of Lammermoor, and The Pirate. From such 

analyses, this study shows that each novel reveals Scott's 

thorough knowledge of and keen insight into the life, cus

toms, and history of his homeland. The study further re

veals Scott's treatment of ideas and themes that were 

232 
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still vivid in the memories of Scottish readers when the 

Waverley novels were published. His themes rekindle the 

dying sparks of Jacobitism, the Covenanting principles, 

and the horrors of civil wars. In his thematic patterns, 

Scott contrasts the waning feudalism with the emerging 

capitalism in Scotland. 

Three discernible conventions of plotting in Scott's 

novels are structure and development, settings, and narra

tive devices. The study of the structure and development 

of plotting shows that Scott does not produce "historical" 

novels as such, but he does reveal historical backgrounds 

in his treatment of Scottish life and manners. Scott does 

not follow a specific guideline in structuring his novels, 

but he gives special attention to the introductory, de

velopmental, and concluding sections of each novel. His 

introductory and concluding sections are weak, but his de

velopmental sections show considerable skill in both tech

nique and style through his use of shaping devices: move

ment of action, dramatic division, lost heirs, and intruders. 

The structure and development of Scott's plots show the 

strengths and weaknesses of his techniques and offer insight 

into why some of his novels are highly successful as in

teresting fiction, while others are dismal failures. Scott's 

settings are appropriate in selection of time and locale. 

The eleven novels span Scottish history from the early 

1600's to the 1790's. The locales present a panorama of 



234 

Scottish scenery and structures from the southern Border 

region to the Shetlands north of Scotland. Scott reveals 

through his settings his deep loyalty to his native land 

and his immense knowledge of Scotland's culture, customs, 

history, and geography. Scott draws his reader into his 

story by carefully using three narrative devices: descrip

tion, narration, and dialogue; but Scott gives special 

attention to the language he employs with each narrative 

device. Scott uses description when he is creating a set

ting, depicting an action, showing people who are involved 

in a poignant situation, or indicating physical character

istics of people. He uses narration when he is telling 

a simple story, when he is using a fictitious editor or 

narrator, and when he is an omniscient author. Scott uses 

dialogue when he is depicting stilted formal English, when 

he is revealing dialectal speech of Scots, or when he is 

showing speech patterns in characters. 

Through his portrayal of characters, Scott presents 

to his countrymen a composite of how the nineteenth-century 

Scots should act during times of transition. He uses three 

conventions of characterization—creation and development, 

moral stature, and recurring patterns—to depict personages 

from all social levels. Scott creates and develops char

acters whose attributes and features are within easy grasp 

of his Scottish readers. His technique of characteriza

tion encompasses his use of sources, methods of development. 
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variation in types, and balance of portrayal. Scott's 

method of creating characters is unusual: he lets the 

characters reveal themselves through their action and their 

speech. Scott has difficulty in depicting the characters 

of the upper-class, because he does not know personally 

how people conduct their lives at the upper social levels. 

Scott excels, however, in portraying lower-class personages. 

The moral stature of the characters provides a means for 

Scott to delineate varying behavioral codes. Scott does 

not present each character in terms of one code of good or 

evil, but he does use traditional behavioral standards to 

convey a character's moral stature. One of Scott's most 

severe weaknesses in character portrayal is his tendency 

to reward the virtuous and condemn the wicked. Scott's 

admirable characters tend to have no faults; his despicable 

characters have few redeeming qualities. Scott utilizes 

the technique of recurring patterns of character types. 

The more obvious patterns are those used to depict heroes 

and heroines, villains, outlaws, lawyers, soldiers, and 

tradesmen. 

The technique and style in the eleven Scottish 

novels of Sir Walter Scott reflect the same conflict between 

romanticism and realism, between feudalism and capitalism, 

that is discernible in the author's life. Scott's creative 

strengths lie in his portrayal of viable characters and in 

his imaginative grasp of Scotland's social and political 

forces. 
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