Isabella KellyMadeline; Or, The Castle of Montgomery

Isabella Kelly publishetladeline; Or, the Castle of Montgomerny1794; although it
was her first novel she had already published ingridook aCollection of Poems and
Fablespreviously that same year. The novel narratesivies bf three generations of
the Montgomery family, from the young Archibald Mgomery a ‘romantic’ and
‘perfect philosopher’ (1.9) and his clandestine mage to Madeline Clifford through
to their children and grandchildren. It is theiugater Madeline Montgomery that
functions as the heroine of the novel as she ntegdeer way through the numerous
trials that await her and her family, retainingotinghout the virtue that was taught to
her in early life. As such it is not hard to seentthas been argued that it ‘aspires to
be a generational family sagfaand at one poirih the novel it is referred to as a
memoir (1.61). Although the biography of Isabellalli{ should not necessarily create
meaning in the text it is hard not to draw comparssbetween Kelly’s life and some
of the themes that appe#elly parents ‘were both cut off by their wealthaniilies,
following a clandestine marriage in the early 173@sd her father was serving in the
Royal MarinesSimilarly, the very first chapter dladelinesees Madeline
Montgomery’s parents marrying secretly, cut ofinfirtheir families and Archibald
Montgomery in the army, fairly reminiscent of Kédyown family history. Yet as

many of the biographies explain, all we know aleabella Kelly’s life is gleaned
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from the prefaces to her work as she left no aogaphical writings. The
significance oMadelineis that it was really the beginning of Kelly’s peskional
literary career and althoughaannot be found in the classic literature section
alongside such prestigious authors as Austen addliie, though there have been
several modern editions of her later novels suchh@sAbbey of St. Asaplublished

in 1977, it does not mean that it has little impade. At the time Isabella Kelly was a
successful Minerva novelist, with six out of hezvadn novels being published by
then? andMadelineenjoying a further edition in 1795 a list of ‘works of

particular and favourite authors’ in the Minervangeal prospectus of 1798 Isabella
Kelly features in the top ten mentioned along viaéh first four novels published by

the Minerva Press.

The Minerva Press was therefore instrumental iditeeary career of Isabella Kelly.
William Lane became a bookseller around 1770 amelriame of Minerva Press was
adopted by Lane in 1798t was from this date that he apparently beggsutdish
nothing but novels and romanées whichMadelinewas one. A duodecimo novel in
three volumes sold at three shillings a voluMagdelineperhaps epitomises the
output of the Minerva Press during the 1790’s.ratfedition copy housed at
Chawton Library shows that the binding is half @alf, with a relatively ornate spine,

and as such would look attractive on a book skeifthermore, the book looks well
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read, with the leather edges worn and several pamaig loose from the binding.
We can perhaps surmise that it was read by sepeaglle perhaps reflecting the
change from intensive to extensive reading prastidehn Tinnon Taylor explores
this phenomenon when looking at the ‘new readingipuin the eighteenth-century
and how ‘there was quite general agreement thk it no mental activity was
necessary” in novel reading and those who read ‘only for gfowvere looked on
with scorn and that ‘rapid readers were looked upith even more suspicion® This
rapid reading is satirised The Natural Daughteby Mary Robinson published in
1799 whose protagonist Mrs Morley is forced inton@ag a living bringing her into

contact with Mr Index a bookseller who complainswabhis customers:

“How troublesome these women are! They never geutth more than
the first six pages; they then dip into the middiegl conclude their
reading by glancing over the catastrophe. Weretifor the labours of
some novel-manufactories, we should never be aldattsfy our female

customers

Although amusing it embodies certain contemporgipions about rapid reading and
also highlights the concept of ‘novel-manufactdragsvhich Minerva Press would
have been considered one. In @ical Reviewin December 1794 it was said of

Madelinethat:
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This novel is rendered interesting, more by varadtgubject, than either
by the nature, or relative transition, of the itk which it contains.
Madeline is not so much the real, as the nominadihe of the narrative.
The moral, however, is of the highest importancth&attainment of
tranquillity and happiness; and, on this accound,droduction is

entitled to a decent rank in the circulating lifbear™

Although the reviewer praises Kelly’s novel for liiggh moral and ‘variety of subject’
it can be seen as tempered prafsehe idea that circulating libraries were oftenrsee
with scorn further reflects on the developmenthaf hovel and debates surrounding
reading practices during the late eighteenth-cgnidward Jacobs in his article
‘Anonymous Signatures: Circulating Libraries, contienality, and the production of
Gothic Romances’ suggests that as circulatingmfsarimary function has been
seen as distributing books ‘the dominant view heenltthat circulating libraries
vulgarized literature, by pandering fiction to wameervants, and other people who
had previously been excluded from reading by tlgé kost of books or by
illiteracy.”’ Indeed Blakey states that ‘so closely identifiéthwheap fiction was the
famous publishing house in Leadenhall Street thairteteenth-century critics the
name Minerva Press meant little more than a coenemipithet of contempt®
However, Jacobs goes on to argue that circulaitongries were often publishers too,

such as the Minerva Press, and as such they ‘counigbete only by developing cheap,
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new talent and fashions within the fiction gerffdsabella Kelly'sMadelineeasily
fits into this new fashion for fiction, a ‘producti’ of what theCritical Reviewcalled
‘the Leadenhall street manufactofy The reviewer also suggests that the reader
knows what to expect from a novel in the circulgtiibraries. This assumption is
perhaps given credit in the paratextddelinewhich is fairly simple consisting of

the title page and advertisements.

Janine Barchas explores the interpretive functicth@title page which ‘shouldered
the publisher's commercial burden’ and so ‘its cosipon fell largely outside the
author's domain? Barchas goes on to argue that ‘before the noveimesiand is
allowed to flaunt its confidence in a lavish extxgance of white space, it exploits
every opportunity to identify and publicise itséff.The title page oMadeline
consisting of title, its claim to be simply ‘a ndwe three volumes’ and the standard
Minerva Press imprint that Blakey establishes asafriwo variants in the years
1792-98 can be considered minirfilf the title page acts as the method in which
eighteenth century consumers could ‘decipher thescto the text’s nature, subject,
and style** then presumably the title pageN@adelinewith its white spaces is all the
eighteenth-century reader would need to know iriota determine what kind of text
they were getting. The imprint has already esthbtisthat it belongs to the Minerva
Press with its tradition of producing cheap popfileion in the 1790’sThe title
indicates there will be a heroine, and perhapstlaigelement as its alternative title

‘The castle of Montgomery’ suggests. The lack dhatial signature further
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highlights the reliance on the other elements eftithe page to discern subject as
there was no author signature. | refer here to Rdbeffin’s point that ‘the standard
version of the rise of the professional authohim ¢ighteenth and nineteenth centuries
links professionalization with the name of the ant3® so that the author’s name
functioned as a brand. However, Griffin highligtiiat ‘even when the name is
marketed as a commodity, the copyright is not asw@yained by the write® and
therefore it is ‘crucial not to take anonymity astatic practice...but to historicize it
properly in each casé”Isabella Kelly published her book of poetry in 218y
subscription along with the her name, yet it isunatil her third Minerva Press novel
The Ruins of Avondale Priotliat she attaches her name to the work as wekhasdn
her previous two novels attributed to her. Theeeraany possible reasons for Isabella
Kelly’s anonymity. One possible reason that autliidsnot attach their names to

their work was the possible stigma of writing foomey, however, this reason perhaps
holds little sway with Isabella Kelly as she wago@bout her career, and in the
preface taJoscelina(1799) she mentions that she wrote to help herdngbut of
financial distress and to support her childf®Net in the preface to Kelly's poems

she explains that ‘the writer of these verses iaraythat when works are offered in a
printed form to the public, the authors must lagitlaccount with receiving the

wreath, or enduring the rod, from the hand of cistn?®

something which she must
endure ‘with all its terror€® for the sake of her friends. Therefore it is pokssto
infer from this that when her first novel was bemglished she did not want to run

the risk of attaching her name to something whiaghtrhave to endure criticism, and
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it is only when her relative success is achieved she decides to attach her name.
This also coincides with a further developmenten literary career as Isabella Kelly
‘left Minerva to publish for herself, in a run 050 copies through Longman’s, taking
the risk and the profit* her fourth noveloscelina However, Edward Jacobs
explores the function of anonymity in circulatinigraries, arguing that there was a
trend in circulating libraries specialising in pishing anonymous work¥. Therefore

it is possible to situatiladelinein a wider context that according to Jacobs ‘gave
readers an unprecedented material basis for redagnntertextual relationships, and
for identifying generic convention§'through the very way libraries catagorized
books. Relating this back to the function of thegpext inMadeline the idea that it is
one of a general category is emphasised througeftbet of the advertisements
which appear at the end of volume two and volumesef that place the novel along
side such popular fiction asicyby Mrs. Parsons anthe NecromanceHowever,
although this may help the contemporary readehtmse books to their taste, neither
the advertisements nor the simple claim to be {&ehactually identifies the
particular genre. This is especially true as tinenténovel,” its definition and ‘origins’
in the eighteenth century is one that is widelyaded, for example Hunter Before
Novelshighlights that although there were certain coneastsuch as credibility and
probability ‘until quite late in the eighteenth tery, the term “novel” was used very

loosely and imprecisely”
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Madelinecan be seen as a novel of sentiment, yet the seenmodern conception
and is by no means a static one. It seems as #etend half of the eighteenth
century was preoccupied with ideas of sentimentt&v&rancis Wright writes that
much of the prose fiction in the second half of ¢ighteenth century was
sentimentaf® Whether this broad claim is true or not, the cpneeas definitely in
the forefront of the public imagination as ‘senkfpiand the sentimental were a
matter of informed and energetic debate in thersgbalf of the eighteenth
century.®” Although as mentioned the terms have no statiminga distinction
between sentiment and sensibility is given by Jdlalan who writes that
sentimental ‘was usually a description akaresentatiott® as in a sentimental novel,
whereas ‘a person possessed sensibifitfherefore a novel of sentiment involved
characters of sensibility and attracted readesensibility, and th€©xford Dictionary
of Literary Termssuggests that such novels ‘exhibit the close cctiores between
virtue and sensibility, in repeatedly tearful scereecharacter’s feeling for the

beauties of nature and for the grief's of othertsien as a sign of a pure heéft.’

From the very beginning it is cleifadelineis a novel of sentiment. In the first
chapter oMadelineMr Montgomery describes Miss Clifford and how Bermetimes
observed a tear start in her eye, a pensive smiheaded her lovely features, and a
delicate languor was diffused over her countenanbesh rather indicated a suffering

mind, than an afflicted frame’ (1.12). Here theddear acts as a signal of a ‘suffering
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mind’ and the term ‘delicacy’ is often associatdthvsensibility?* Further on in the
novel Miriam, the young Miss Montgomery’s frienadntemplates her love for
Glanville ‘what thought she, could he ever be tq even did he love méjsfaith,—
myfathers—she shuddered,—mine, she sighed,—Oh Glah@lanville! (1.100)

The use of hyphens is another common conventioiowels of sentiment to represent
all the emaotion that is left unsaid, furthermorees teference to bodily responses to
such emotion, she ‘shuddered’ and ‘sighed’, is aepeed to some extent by the

reader as the sharp punctuation and sentencewstruceate a similar affect.

It is possible to see the sentimental novel agache of the huge impact Samuel
Richardson’s novelBamela, ClarissaandThe History of Sir Charles Grandisdrad
on the reading public. Janet Todd argues thatctiieof sensibility was largely
defined by fiction from 1740’s to the 1770*8and later writes that ‘Samuel
Richardson is clearly the most important figureanly sentimental fiction, for in the
mid-eighteenth century his novels made the new fserious and respectabfé.’
Some themes do seem familiar even thoMigidelinewas published almost half a
century later, for example, in volume two a gentinaalling himself Harvey, his
actual name is Hervey Marley, makes several imprageances to Madeline ranging
from offering to pay money for sex to an attack vehiee ‘clasped her round the waist,
and rudely thrust his hand into her modest snovepb® (2.165-167). Madeline is
then offered his hand in marriage as ‘reparatignhis mother (2.175), which she
refuses, a situation that leads to her false imprisent. However, whereas Samuel

Richardson can be argued as making the form oinsent ‘serious and respectable’

*L Ann Jessie Van Sarfjghteenth-century Sensibility and the Nog&ambridge: Cambridge
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by the 1790's it was seen in a completely differgay and the often hyperbolic
sensibility ofMadelineboarders if not on parody then on the conceptdbasibility
had become vulgar or ridiculous. As Janet Toddesgthe term had become
pejorative in the 1770’s to mean ‘debased and tdtefeeling.** Comparing Kelly's
novel with a famous parody of sensibility about éixeess of feeling, Austen’s short
epistolary work_ove and Freindshipl790) it seems a short step between a satire
and serious novel of sentiment. For exampleawe and Freindshiphe narrator

writes:

‘A soft Langour spread over her lovely featured,inareased their
Beauty—It was the Characteristic of her mird She was all
Sensibility and Feeling. We flew into each othensi& after having
exchanged vows of mutual Freindship for the restusfLives, instantly

unfolded to each other the most inward Secretsiphearts—.’*

The excess of feeling and sudden attachment igifouladeline,and returning

again to the first chapter it is particularly irgsting to note. After seeing Madeline
Clifford ‘simply attired in white crape, with nolwér ornament than a black velvet
cestus clasped with pearls’ (1.13) Mr. Montgomastantly ‘loved her in her sorrow’
(1.13). In contrast to the satirelodve and Freindshighis is meant in full seriousness,
yet perhaps the remark of Mr. Montgomery’s supetier who calls Madeline
Clifford one of those ‘sober sentimentalist (dragvout the words)’ (1.14) indicates
some acknowledgment to the critics of sensibibyhough it is not continued in the

narrative.
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There are also elements of the Gothic throughMadeline.Frederick S. Frank
classifies it as a ‘domestic GotHithowever ‘more domestic than Gothfé,arguing
that both Madeline and Ellen each endure ‘severplaasant episodes which might
have been rendered in Gothic terms had the autiosen to indulge herself in violent
fantasy in her first work?® The first incident that could be considered Gotiicurs

in volume one, chapter three, when Mrs Montgomklggleline, and Ellen are out
walking in the evening and pass a ‘remote toweB3)land ‘observed old Giles the
bailiff walk with great quickness past a particutatrance’ (1.53), when questioned
about it he replies with a ‘visible tremor’ (1.5Bjt it is the entrance to a haunted
square. However, only Giles and Madeline show a&ay, fand the suspected ghost
turns out to be a large white owl so any superahtlement is quickly explained
away. Frederick Frank puts particular emphasistheriact thaMadelinewas the
beginning of Kelly’s literary career and that shas$ not the first young writer to
waver between the older novel of weeping sentiraadtthe new novel of terror
which coexisted with the older typ€.1t seemed that later in her career this became
less of an issue: a contemporary review of herrsgecovel that appeared in the
Critical Reviewsaid of theAbbey of St. Asaghat‘in humble imitation of the well-
known novels of Mrs. Radcliffe [it] is duly equipgevith all the appurtenances of
ruined towers, falling battlements, moats, dravddes, Gothic porches, tombs, vaults,
and apparitions>® In some way#$/adelineis reminiscent of Ann Radcliffe, for
example, the novel opens with a description ofldineéscape surrounding the castle,

argued by Frederick Frank as taking on ‘an eerigciféean splendour suggesting
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she studied the Gothic topographies of Mrs. Raféddiihovels®™ mentioning ‘loftly
rugged rocks’ (1.2) and a ‘grand and natural casddd?). Further on in the chapter
Mr Montgomery was ‘struck with religious awe’ (1)1&fter viewing a romantic ruin
in the sunset. Furthermore, Isabella Kelly alsersperseMadelinewith sections of
verse The first instance is in volume one chapter fiveewlGlanville whispers a
section of James Thomson “Summer” fréime Seasonseginning “fear not, sweet
innocence! Thou stranger to offence” (1.99). Furthein the chapter Miriam repeats
a section from John Milton'Baradise Losthail universal lord, be bounteous still”
(1.101). Although it is not possible to know forteen what effect this lofty poetry
may have had on the reader the inclusion of itggestsuggests Kelly’s intended
audience, those familiar with Milton, and maybeattempt to give authority to

Madelineas a serious piece of literature.

This ambivalence in the genre that Frederick ShiEsgems to suggest is in some
way related to Kelly being a young writer can gig@ohaps be due to the social status
of female writers at the time. Examining evidengePhicilla Wakefield who wrote
Reflections on the Present Condition of the FerBabe with Suggestions for its
Improvemen({1798) with literature as the first suggestion, gh&urner concludes
that ‘by the end of eighteenth century literaryfpssionalism was clearly an
established employment option for women from thedig and upper classe$.’
Despite this it can be seen that social stigma,famot stigma then suspicion, was
still attached to professional female writers. Ectivdacobs explores a wide range of
critical essays on the ‘rise’ of the novel whiclyilight the concept that the

‘elevation’ of the novel equated the novel withatiicism and female fiction as an
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®2 Cheryl Turner, Cheryl Turnetjving by the Pen: Women Writers in the Eightee®émtury,
(London: Routledge, 1994 [first published 1998])/8

12



immoral continuation of French romari¢and therefore argues that ‘in fundamental
ways, both of these ideologies at once devalue leefittion, and insist that
reproduction of virtuous male models is the onpjitienate form for female fiction
writing.”>* This didacticism that was seen as appropriatéefoale authors appears
throughout the novel not only through the charasa¢ion but through the third-
person omniscient narrator. ThroughMadelinethe narrator interrupts the story, in
some places this is simply to keep the plot orkiras in volume one chapter two
where she informs the reader ‘we will now returdPtdl Mall,” (1.32) or to move the
action on ‘leaving the happy family...let us introéusome neighbours’ (1.61).
However, in other parts of the novel the narraaies a much more direct
pedagogical approach aimed at the ‘daughters amdafchumanity’ (3.91). She asks
the reader to ‘permit a female pen to deprecateldleenon of suspicion’ (3.91)
calling it a ‘poison’ and warns against its infleeron the passions (3.91-92). In this

way Isabella Kelly conforms to certain conventiofisiovel writing.

This is not to say that she does not engage wiitiqgat debates as ‘Isabella Kelly’'s
narratives are of interest for the forthright réacary political outlook given in a
genre which was thought of as feminine and theesépolitical.>® Although the
biographer gives example in Kelly's later worksawing attention to the characters
that show responsibility to their tenants as welisalid judgement and correct
principles,®® a similar theme is apparentMadeline.In the concluding two
paragraphs of the novel the narrator directly askie ‘all countrywomen’ (3.246)

warning ‘that an undeviating line of duty can aldée®d to peace on earth’ (3.246).

3 Edward Jacobs, p. 613-614
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This importance of duty is highlighted throughdut hovel, whether it is the
Montgomery’s duty to their tenants, conjugal resploifity or familial. The
importance of this is particularly evident whercontrast to those characters which
do not show such responsibility. Sir Joseph losesMntgomery’s money in bad
speculation (2.111), he kills himself and Mr. Maongery is imprisoned, such is the

fate of those who don’t show responsibility.

Madelineis a novel that in every sense is a product ofithe in which it was written.
From its publication with the Minerva Press in 178 narrative form and
ambivalence in its genre, its engagement with thigigs of the time, and the
significance in relation to the literary careerdsdbella Kelly,Madelineis highly

representative of the literature and literary mgpleee of the 1790’s.
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Appendix

Author

(and attribution as it appears on title
page, or note of pseudonym or
anonymity)

Anonymous. Attributed to Isabella Kelly.

Title
(as it appears on title page)

Madeline; Or, The Castle of Montgomery

Imprint
(Place of publication: publisher, year
publication as they appear on title pag

London: Printed For William Lane, At the Minerva
oPress, Leadenhall Street, M.D.CC.XCIV

Je)

Physical description

(details relating to all copies, eg
number of vols., number of pgs, size,
price — sometimes shown on title pag
quality of paper and printing,
illustrations, etc.)

Three Volumes: Volume One; 224p, Volume Two;

Duodecimo.

D

275p, Volume Three; 246p, 3 shillings per volume|

Physical description

(details relating only to this specific
copy, eg binding & decoration, bindin
anomalies, annotations etc.)

Half Calf Gilt, Board.

Gold Embellishments on spine with Title, Volume
gNumber, and ‘London’

A number of pages coming loose from the binding
the first volume.

of

Provenance
(eg bookplates, inscriptions)

None.

Details of advertisements

(you can summarise if there is a long
list e.g. genre, price range, a few
characteristic or notable titles)

End of Second Volume:

‘Lucy’ by Mrs. Parsons, in three volumes, duodeci
‘Haunted Castle’, two volumes, duodecimo

‘The Necromancer’, two volumes, duodecimo

Advertisements missing from third volume

Par atext

(title page epigraph, subscription list,
dedication, preface, introduction, etc.
noted or summarised)

None.

mo
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