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Summary

Women’s identities are created and performed relational to the contexts in
which they live and by which they are bound. Identities are performed within
and against those contexts. Romantic subjectivity: women’s identity in their
nineteenth-century travel writing about Scotland, is concerned with the
location of women and their creation and construction of relational identity in
their personal narratives of the nineteenth century.

The texts taken for study are travel journals, memoirs, and diaries, each of
which narrates times and journeys in Scotland. The subjects of study are
Sarah Stoddart Hazlitt, Dorothy Wordsworth, and Elizabeth Grant. The texts
considered are Journal of My Trip to Scotland, written by Sarah Stoddart
Hazlitt in 1803; Recollections of a Tour made in Scotland, 1803 and Journal of
my second tour in Scotland, 1822, written by Dorothy Wordsworth; and
Memoirs of a Highland Lady, written by Elizabeth Grant about her life before
1830.

The focus of study is Romantic subjectivity in the texts of the three women
writers. Women’s relational performativity to the prevailing social and
cultural norms is examined and considered in the context of women as
authors, women’s travel writing, and ideologies of women’s place in the
nineteenth century.
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Chapter 1. Introduction

Romantic subjectivity: women’s identity in their nineteenth-century
travel writing about Scotland, is concerned with the creation and construction
of relational identity in the personal narratives of three women of the
nineteenth century. It examines identities created and performed in the
Scottish journals of Dorothy Wordsworth, and Sarah Hazlitt, and the memoirs
of Elizabeth Grant.
The texts analysed are the Ernest De Selincourt editions of Dorothy
Wordsworth’s two journals of her tours in Scotland, which are Recollections of
a Tour in Scotland, 1803, and My Second Tour in Scotland.1 Discussions of the
creation of identity of Elizabeth Grant centre on the Andrew Tod edition of
Memoirs of a Highland Lady, but reference is also made to other works,
including some of the early short stories published by Chambers Edinburgh
Journal. Manuscripts privately held by the Grant family were also consulted.2
The discussion of the identity and discourses of Sarah Hazlitt are drawn from
‘Journal of My Trip to Scotland’ in The Journals of Sarah and William Hazlitt,
1822-1831, edited by Willard Hallam Bonner.3
This study takes for its key guidance accounts of identity which argue
that identity is constructed or performed in subject positions and argues that
identities are formed in and through difference. They are dislocated and
dependent on an outside, which both denies the identity and provides the
conditions of its possibility. Identity of the individual, of the person, is not
singular, therefore, since it is dependent on different subject positions in
changing locations. Discourse makes available subject positions to which
identity may be ‘sutured’ or through which it may be ‘interpellated’ by means
of the operation of the unconscious.4
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The relational identities of the three women to the social and cultural
codes of language are considered. Their subject positions established in the
discourse with significant male members of their families is discussed as one
of the factors of their identity performance within and against which their
identities are constructed. The study examines the identities created in the
discourses of familiar and familial relationships of wife, sister, daughter,
mother. It explores the contextual spatial relations established in travel
writing which create tensions of identities through dislocation and difference
in conscious and unconscious responses to place and space.
In a discussion of the creation of nineteenth-century familial relational
identity, Dorothy Wordsworth, Elizabeth Grant, and Sarah Hazlitt were
selected for their subject positions and relational identity to male other
performed in their writing. Elizabeth Grant’s identity as a ‘Highland lady’ is
discussed relational to her father, to his social status, and land ownership.
‘Highland lady’ was a nom de plume used for her early writing collaboratively
produced with her sisters, and later taken up by publishers of her
independent writing. Grant was her father’s name, and is the name by which
she is known as a writer in Scotland. Her identity is sutured to subject
positions of social discourse which are geographically and culturally located.
Dorothy Wordsworth’s identity is frequently expressed in the plural of
‘the Wordsworths’. Her subject position is taken up in the relational identity
as the sister of the poet, William Wordsworth. It is a subject position which
shifts the concept of identity being created in division and difference, since
the plurality suggests an interdependence of discourse which supports the
identities of both William and Dorothy. But the subject position also
interpellates social and cultural norms of woman’s place in a patriarchal
hierarchy.
Sarah Hazlitt’s identity in her journal is performed and created
relational to her husband, William Hazlitt. It is an identity which is not only
performed in the text, but is also extended by the relational publication of the
6

text in its two editions. It was first published as an appendix to William
Hazlitt’s Liber Amoris in the Le Gallienne edition of 1894, and second, with the
journal of William Hazlitt, also written during the same trip to Scotland, which
was edited by Willard Hallam Bonner, and published in 1959.
Women’s writing is not an authorial category. Women’s writing is, as
Deborah L. Marsden argues, ‘a critical category’, and it is from the perspective
of a critical category that I consider ‘women’s writing’.5 The discussions in this
thesis consider women’s writing which was produced about their lives in the
nineteenth century, and considers features of their writing which indicate a
performance of identity which is relational, not only to the physical locations
in which they write, or to the period, but also to the relational performance of
identity to the men in their close familial circle. Marsden argues the issues of
feminism ‘have been engaged, reflected, supported and challenged by women
writers’ throughout history.’ However, she continues, ‘The diversity of
women, and women’s writing …must lead to the conclusion that there cannot
be a widely-shared definition of “feminism”, nor of “women’s writing”’. 6
The women’s writing examined here is not representative of all
women’s writing. Women’s cultural relational performance in places of
difference cannot be taken to be representative of all participants in their
culture. Individuals and their experiences are unique, as are the subject
positions which they take up or reject in those places of difference and
subject positions. A general ‘placedness’ of women’s writing which
emphasises the authenticity of the woman’s experience as arising only as a
result of relations to culture, or to cultural difference, cannot be evidenced.
However, the women’s performances of identities in their writing are shown
to arise from negotiations of ‘placedness’ in the discourse of their texts.
There are many factors at play in the construction of subject positions, some
of which this study discusses in the chapters analysing the performance and
creation of identities of the three women.
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The texts discussed in this study offer personal narratives. The
writings of Elizabeth Grant, Dorothy Wordsworth and Sarah Hazlitt considered
here are their personal narratives of journeys and their lives. They are a diary,
journals, and memoirs. Each is also travel writing text and each is
confessional genre. It is from the perspective of women’s writing in those
genres which the creation and performance of identity of the three women
writers are examined in this study. Cultural and social structures and norms
segregate women’s writing, and although the creation of identity relational to
other in discourse practices is not unique to the creation of women’s identity,
the consciousness of location and subject position determined by patriarchy
and gender hierarchies of place is unique to women’s experience and to their
identity creation. The identity created and performed in the discourses of
these three women is created in subject positions which they take up or
reject. Their identities are negotiated, created and performed relational to
the social and cultural norms of their lives.
My title for this study incorporates the label ‘Romantic’. However,
there are problems concerning the validity of the term when discussing
women’s writing. Arguments concerning the application of the terminology
long used for the writing of a small group of male poets to the writing of
women, have been discussed by many critics, such as, Anne K. Mellor, Sonia
Hofkosh, Elizabeth A. Fay, and Elizabeth A. Bohls.7 Susan J. Wolfson, for
example, argues that the label ‘Romanticism’ describes affective, aesthetic
and political issues central primarily to men’s writing, and diminishes the
recurrent concerns in women’s writing with female heroism, female desire,
domestic affections, home and family, community, female childhood and
education, motherhood, and…women’s careers, especially as writers, outside
the home.8 Wolfson argues that ‘much women’s writing of the age of
Romanticism was not subversive, but devoted to traditional understandings of
gender’.9 As I discuss further in Chapter 2, with regard to women’s writing in
the nineteenth century, and in Chapter 3 in the context of travel writing,
women were conscious of their location in gendered cultural and social
8

oppositions. However, it was a consciousness of location which gave them
the means to draw upon those binaried locations as ‘tools’.10 Those ‘tools’
enabled them to create performances of identities as women writers, but also
retained their places in the social conditions they were not in positions,
particularly economic ones, to reject. Such consciousness of their location
enabled the circulation of their writing within social and familial circles, and
established a publication route subversive of location, by the women’s
adoption of subject positions in discourse which acknowledged locational
consciousness.
Romantic identity is sutured to masculine subject positions of
ideologies of beauty, passion, the senses, aesthetics, and the sublime. Harriet
Kramer Lincoln and Stephen C. Behnrendt argue that identifying women’s
writing of the period as ‘Romantic’ requires and evaluation of it in terms of
the ‘literary, cultural, social, intellectual, and aesthetic dynamic that inform
their writing’.11 Women’s writings and the performances of identity in them
are created within and against those constraints, each of which is gendered.
However, Lincoln and Behnrendt suggest that women poets of the Romantic
period not only knew each other and knew each other’s work, but that ‘they
used that knowledge…to manipulate the sensibilities – the critical responses –
of those audiences’.12 They argue that women were conscious of the
constraints within which they wrote and of the affordances of their literary
and social circles. Dorothy Wordsworth and Sarah Hazlitt, for example, were
part of the same circle of friends, generating from Charles and Mary Lamb.
Their work was known to each other and to others in their circle. Coleridge
was also a member of the circle. He was also resident in 1804-5 on Malta,
where after his trip to Scotland with Dorothy and William Wordsworth, he
worked with John Stoddart and was a guest of John and Sarah Stoddart before
her marriage. Elizabeth Grant’s social circle was also literary. She was part of
a family whose social circle included the literary and publishing circle of
Edinburgh, such as Walter Scott, and James Macpherson. In Chapter 2, I
discuss the practice women adopted of circulating their writing to their
9

literary friends. The circulation of women’s writing in manuscript in their own
families, coteries, and circles of friends enabled perspectives to be shared in a
domain not entirely public but, equally, not wholly confined. As I explore in
the individual chapters on the three women, they found ways to negotiate
literary norms and to have their writing relationally located with a Romantic
identity.
Susan Wolfson suggests that ‘In the age of Romanticism, gender
difference gets tested for new routes of exchange, and literary texts became
fields of negotiation’.13 Nancy Yousef’s study of Mary Wollstonecraft’s travel
writing finds evidence also of women’s ability to re-fashion Romantic
subjectivity into a feminine intersubjectivity.14 Women writers created
identities which were constructed and constituted by their own language, and
yet also by the prevailing social, cultural and literary discourses. Language and
discourse ‘do’ gender. The script of being a woman is always regulated by the
constraints and affordances of social discourse. That gender identity is
locationally situated and performative is discussed throughout this study.
A key assertion in this thesis is that gender is socially and culturally
inscribed. The performance of gender can be seen in the writing of the three
women’s writings both to subvert and to negotiate cultural inscriptions.
Gender is not something that a person is, but is what one does. It is an act, a
performance of a sequence of acts, which establish its construction. Judith
Butler argues,
‘Gender is a repeated stylization of the body, a set of repeated
acts within a highly rigid regulatory frame that congeal over
time to produce the appearance of substance, of a natural
sort of being. A political genealogy of gender ontologies, if it
is successful will deconstruct the substantive appearance of
gender into its constitutive acts and locate and account for
those acts within the compulsory frames set by various forces
that police the social appearance of gender’.15

10

The ‘compulsory frames’ of gender construction are the structures
through which the discourse of substance constructs an identity it purports to
be. Agency and discourse are the means by which gender is performed and
by which identity is signified. Identity is a construct, established through
performative acts of doing, one of which is discourse.16
Stephen Heath argues that identities are positions which are taken up
in the conscious understanding that they are representations constructed
across limens of difference and division.17 That ‘lack’ means that the subject
cannot adequately take up the identity of subject positions and processes
afforded them but can suture the subject to a subject position. Furthermore,
the subject can only be sutured to the position if ‘hailed’ and if the subject
invests in the subject position. Thus, articulation is a factor and identity is not
only dependent on the subject position of the self which is attempted to be
taken up by the self, but also on an identification and interpellation by others
who hail subjects into social locations by means of discursive practices.
Michel Foucault challenges the account that subjects are formed by
their internalisation of the frames and disciplines in the structures which
surround them, however, and asserts there is a ‘model of inscription’.18 Judith
Butler’s conception of this model is that the ‘law is not literally internalized,
but incorporated, with the consequence that bodies are produced which
signify that law on and through the body’.19 The main difficulty with the
concept is that Butler argues there is no interior to gender, no inner essence
which pre-exists the linguistic determiners of gender. Gender is created in the
external discourses which surround it. Nonetheless, Butler acknowledges the
notion that gender can be parodied.
Judith Butler’s parody of gender may be extended to a woman’s
consciousness of her gender performance. That performance is determined
by the discourses of culture and society which enable her to perform gender.
By drawing on the constraints of those discourses she performs a parody of
gender. Such parodies of gender can be seen in the writing of the three
women studied here, and constitute, to greater or lesser degrees, routes of
11

assertion of self as autonomous subjects. The consciousness of gender as a
performance and of its genealogy enables those parodies. Gender can be
performed differently in different contexts, since, as Butler argues, for the
creation of identity ‘[t]here is only a taking up of the tools where they lie,
where the “taking up” is enabled by the tools lying there’.20 The accentuation
of the genealogy of gender serves to emphasise the constructed nature of
gender and the limitations of heterosexual identities. The identities
performed in and by the writing of the women in this study reveal such
consciousness. The consciousness is performed by each woman writer in
unique ways and their performances and creations of being a woman are
analysed in each chapter on the writers.
In Chapter 2, I discuss women’s writing of the nineteenth century and
consider the boundaries which women’s writing had to negotiate. Susan
Staves regards this negotiation as a ‘shift to acceptability’. Staves argues that
during the mid-eighteenth century and following the Licensing Act of 1737,
women’s writing moved away from writing for theatre and a popular ‘less
provoking and easier to accept’ form of writing began to emerge.21 Staves
draws on Jane Spencer’s ‘The Terms of Acceptance’ who shows that, at this
time, women began to be able to avoid hostility towards themselves and their
work but only by ‘exemplifying the supposedly ‘feminine’ qualities of delicacy
and propriety’.22 There was also a move away from romance towards ‘sober
morality’.23 Spencer highlights that such foregrounding in women’s writing of
the ‘feminine’ had the effect of restricting the ‘acceptable scope’ of their
work, and created the implication ‘that for all its virtues [women’s] work was
weak’.24 In poetry there is evidence to show that works such as Lady Mary
Wortley Montagu’s vers de société ‘may have helped a number of mid-century
women poets to understand that polished and witty poetry in lighter veins
might be perceived as suitably self-deprecating and not as a challenge to
higher masculine ambitions’.25 Women therefore performed identities in
their writing relational to gender expectations, limiting and reducing their
own performance of literary assertion in order to be published.
12

The movement towards a ‘feminine’ performance in their writing by
women to enable their work to be accepted also led to a performance by
women of themselves relational to men, that is, as daughters, sisters, or wives
of literary men. This performance emerged during a cultural shift towards the
socio-cultural hierarchy of the family. It led towards a deference by women to
men and towards men writers correcting and assisting the women writers in
the family. Women who accepted and performed the role were met with
praise and encouragement. This cultural shift towards a family, in which the
male perspective was conferred on the extended female members, also
meant women’s role in the family conferred on them an authority of the
domestic and enabled novels on children’s experience and those of the
husband and wife.26 Eliza Haywood, for example, left the theatre and, after
some writing of romance, was successful in the moral advice she wrote in her
periodical The Female Spectator (1744-46).
Although there is evidence to support this public shift to accept
women’s writing on gender relational conditions, many texts were published
anonymously, and while women may have taken advantage of anonymity to
write more openly, men also assumed female personae to write
anonymously. Pseudonyms were also adopted. Elizabeth Grant wrote
anonymously and, using the pseudonym, a Highland Lady, wrote
collaboratively with her sisters, and some of Dorothy Wordsworth’s poetry,
for example, was published anonymously and her identity concealed, or, from
another interpretation, protected from public gaze and scrutiny, by her
brother.
There was also a gendered division in the genre of writing with
philosophy and history being mainly masculine domains. Literature in the
Renaissance was published through patronage but authorship as a learned
calling was challenged as literature move towards the commercial sales of
books. Classical and university education excluded women, but women did
study languages and therefore, despite the male preserves of some literary
genres, women achieved successes as translators of, for example,
13

philosophical texts. The philosophical field and subject matter explored by
women were those of moral behaviour and the path to virtue which had come
to be the female domain. Women writers within families translated their
husband’s or their brother’s work. One notable Scottish example, is that of
Elizabeth Hamilton, whose earlier literary works were directed at supporting
her brother, Charles, in his studies.27 Women’s writing in a familial context
came under the guidance and supervision of a male relative. Another notable
example is that of Catherine Sinclair, the nineteenth-century Edinburgh
writer, to whose memory a monument was erected. A monument to a woman
writer in any period is rare, but it is interesting to note that the inscription on
the monument reads, ‘She was a friend of all children and through her book
“Holiday House” speaks to them still’.28 The inscription focuses on her one
text written for children, which although popular in its day, does not reflect
Sinclair’s contribution to travel literature and to writing on Scotland and
Scottish culture. The monument, therefore, memorialises the feminine,
gendered and ‘acceptable scope’ of Sinclair’s writing as a woman. 29 The
‘acceptable scope’ of women’s writing can be seen in the performance of
writerly identity and in the genres of the women writers examined here. For
example, the writing of Dorothy Wordsworth.
Although the work produced by William, and Dorothy Wordsworth,
and Coleridge is acknowledged to have been produced through a
collaborative discourse, it was the work of William Wordsworth and Coleridge
which entered the public domain. The collaboration of the three writers may
be seen to follow the cultural shift of the mid-eighteenth century towards
women’s writing being acceptable for publication, but only if supported by a
male writer in the family. The writing of the female member of the family
therefore becomes the property of the male family member, who is also a
writer. For example, William Wordsworth’s publication of the work of Dorothy
Wordsworth without her name, but as his property – his sister, supports this
view.30 The work of Sarah Hazlitt, whose Journal of her trip to Scotland has
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only ever been published as an appendix to her husband’s work or in a
discussion of his work, also exemplifies the literary practice.
Before the nineteenth century, women wrote memoirs. However, it
was regarded as immodest for a woman to publish an account of her own life.
Women instead wrote biographies of their husband’s lives, which offered
women the opportunity to write parts of their lives in the contexts of their
relational identity to their husbands. In the mid-eighteenth century this trend
shifted and women began to chronicle their own lives, however, frequently,
the writers were women who were no longer located socially or familially
relational to men. Susan Staves notes that ‘women biographers were
generally driven to publication first by the loss of their reputations the
chastity and then by consequent financial distress’.31 Staves goes on to
comment that the autobiographies ‘usually excoriated the men in their lives
who… had failed to protect and support them’, as the social and family culture
dictated. In Chapter 6, I explore how Elizabeth Grant’s Memoirs
contextualises her identity as relational to her father and so takes up the
earlier model of memoirs. However, Grant also provides the evidence of a
father unable to provide financially for his family and his bankruptcy which
caused such distress, and takes up the later model of separation from
masculine protection. Elizabeth Grant’s Memoirs carefully characterise her as
a woman having to provide for and to support her father who did not meet
the ‘masculine’ duty to provide for their families. Memoirs were often written
by women to set the record straight, to give opinion and to have a voice in the
public domain, a voice which otherwise would have been confined to
domestic spaces. Elizabeth Grant’s Memoirs give her a voice to excoriate her
father and her husband.
Women writers of the mid-eighteenth century set the tone for those
women writing at the turn of the century and into the first half of the
nineteenth century. They were positioned into subordinate writing roles
relational to men, especially to those men in their families who were writers
and who supported them financially. However, Dorothy Wordsworth had
15

inherited money in her own right, and it was the combined finances of both
Dorothy and William which supported them both. It was also not the social or
cultural norm for a woman to live alone, and it is unlikely it would have been
Dorothy’s choice to have done so. Her choice of a life with her brother,
therefore, conformed to social and cultural norms which had the effect of
locating her under his masculine patriarchal protection. Her writing also
conformed to those norms and also came under that confinement and
supervision. Sarah Hazlitt also independent income and property, however
she determines that William Hazlitt, her husband, should bear all the costs of
the divorce he seeks, and which is her reason for being in Scotland. Her text,
nonetheless becomes, by its published location, the possession or her, by
then, divorced husband.
The writing of all three women was only published in full after their
deaths and their work was regarded as the property of the family. Elizabeth
Grant’s work was published by her niece, for example, and Sarah Hazlitt’s
diary was published with her husband’s text, Liber Amoris, and only as
contextual information for his life and his experience. Extracts of Dorothy
Wordsworth’s Recollections were published in Christopher Wordsworth’s
Memoirs of William Wordsworth to illustrate William’s life and experience,
not Dorothy’s.32 Although Recollections was considered for independent
publication in her lifetime, William intervened in the negotiations.
One of the themes which may be seen in Elizabeth Grant’s Memoirs
and in Sarah Hazlitt’s Journal is the creation of the woman as heroine,
surviving despite the failures of the men who were by cultural norms
expected to protect and support women of the family. Sarah Stoddart Hazlitt’s
writing remained the property of her husband, by its location as an appendix
to Liber Amoris. However, her journal succeeds in creating an identity for her
which, juxtaposed to her husband’s immorality expressed in Liber Amoris,
raises her morality and her virtue. Grant’s Memoirs, as I have suggested, also
took up the position of heroine in the subject position offered by her
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discourse by characterising herself as survivor of her father’s financial
ineptitude.
The texts and the women’s lives narrated in them by women writers,
therefore, can be seen to follow the genres socially and culturally delineated
and to illustrate the gender relational performances of woman and writer
which arose in the eighteenth century and continued into the nineteenth.
Women’s memoirs and journals grew to become an ‘acceptable scope’ 33 in
the nineteenth century but women writers continued to have to remain
within ‘the bounds appropriate to women’ in order to have literary patronage
and approval. 34
As I demonstrate, one of the difficulties in studying women’s personal
narratives is the little value in which they were, and to an extent still continue
to be, held, and although there are diaries and journals which have been
retained from women of the aristocracy and gentry and, to a lesser degree,
from the emergent middle classes, those of working-class women are not so
frequently found. Indeed, Huff in her study of nineteenth-century British
women’s diaries reveals she was unable to find any.35 That is not to say they
did not exist, however, as was the case with many of the diaries and journals
of the élite, personal narratives were frequently retained within families and
were not made widely available. On the other hand, women themselves
consigned their diaries to the fire as the subjects discussed were of an
intimacy and opinion they did not wish others to read, and the personality
and identity the diaries revealed and created were not ones they wished to be
made public, or even to be shared within families.
A feature of women’s personal narratives is that women used them to
enable them to cope with the exigencies in their lives, and particularly those
difficulties relating to marriage. Marriage meant not only the loss of family
but, until the introduction of the Married Women’s Property Act, also the
transfer of possessions and of self, as one of those possessions, to a woman’s
husband.36 Women’s diaries revealed their thoughts and opinions on their
own lives. Sarah Hazlitt’s diary, for example, provides an insight not only into
17

her thoughts and activities during the period of waiting for a divorce, but also
offers a reflection on many aspects of her marriage and her relationship with
William Hazlitt.
Another aspect particularly of working women’s diaries is that
women’s general inaccessibility to education limited their ability to write in
the dominant masculine style. The dominant masculine style asserts a literary
norm which not only confines the creativity of women’s writing, but also limits
the possibilities of achievement of value judgements of parity. The lack of
education is a consciousness which may be seen in the writing of Dorothy
Wordsworth. On the other hand, those women who published their diaries
showed an assurance of confidence in their own selves and in the value of
their personal narratives, and therefore in the value of their lives. Social
norms and their effects on women’s writing are discussion further in Chapter
2, and their effects are illustrated in the analysis and discussion of the
identities in the writing of the three women studied.
Memory is a recurrent theme in the women’s work analysed. It is also
a theme which is of interest in discussions of spatially relational identity in
travel writing. In Chapter 2, I discuss memory in light of Pierre Nora’s notions
of places and events of memory, those milieux and lieux de memoire.37 In
considerations of the social function of the writing of lives and identities in
autobiography, I draw on Mikhail Bakhtin’s discussions in Chapter 2, and in
discussions of Elizabeth Grant, in Chapter 6.38 The texts discussed in this
study provide different kinds of personal narrative. Elizabeth Grant’s work is a
memoir written in midlife and reflecting on her life and her family’s history.
She asserts the purpose of her memoir is to provide a narrative for her
children which will enable them to understand their own social place.
However, it also serves a purpose in the act of its writing to enable Grant to
engage in a discourse with her children in the act of writing. It is a reflection
on her life and an evaluation of her place in society and in cultural history. The
concretisation of her reflections is an active memorialising her own self and
place. It is an assurance of her existence.
18

Dorothy Wordsworth’s journals were also written from memory, but
some of the dates and recollections suffer from a lack of accuracy as a result.
Of added interest in Wordsworth’s journals is that the second journey in part
follows the route of the first, and so the recollections reflect the earlier
journey, the earlier life, and indicate even greater distance between the self
travelling with her brother, and Coleridge, and the self travelling with the
sister of her brother’s wife. The performance of self in her two journals
reveals differences in her writing of self which are discussed further in
Chapter 4. Sarah Hazlitt’s writing is a diary. Dates, prices of what she bought,
details of distances travelled, and sites seen, are carefully noted, and some
records of places are copied from published guides of the day such as Stark.39
Daily recordings of details are features of diaries, but equally so are
reflections on events. The immediacy of the recording may provide an
accuracy not found in a memoir or reflection, however, the distancing of the
moment of experience enables memoirs and recollections, such as Dorothy
Wordsworth’s of her first Scottish tour, to have the perspective of
imagination. Wordsworth asserted, ‘I am writing not a Journal, for we took no
notes, but recollections of our Tour in the form of a journal’.40
The study is structured into areas of consideration. Each of the writers
and their work about Scotland is discussed in a chapter focused on the
individual woman. Chapter 2 considers the contexts of the texts discussed of
Elizabeth Grant, Dorothy Wordsworth, and Sarah Hazlitt in the confessional
genre writing of memoirs, personal narratives, and women’s travel writing. It
considers women’s relational performance of identity in their personal
narratives.
Chapter 3 discusses the Home Tour of Scotland, and the rise of the
palimpsestic literary tour. The chapter considers relational locational features
of travel and travel writing, including binary oppositional locations, women’s
spatial relations, gaze and focus in a consideration of the tour of Scotland,
which had become associated with the literary production resulting from the
tour, as a means of a performance of writer. The chapter also considers those
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aspects of memory which are of concern to travel writers, and the veracity of
experience expressed through language. Those considerations of memory are
examined further in discussions of the Memoirs of Elizabeth Grant.
Chapter 4 focuses on the work of the poet, and journal writer, Dorothy
Wordsworth (1771-1855). Having begun to keep a journal during her life at
Alfoxden, where she lived with Samuel Taylor Coleridge and William
Wordsworth, her writing established her as a significant contributor to the
Romantic discourse between Samuel Taylor Coleridge and William
Wordsworth. Her journals evidence that her work was the source of some of
her brother’s poetry and illustrate close similarities and duplications between
her journals and Samuel Taylor Coleridge’s notebooks. Dorothy wrote a
Journal and Recollections of her two tours of Scotland, which were made in
1803 with William and with Coleridge, and in 1822 with Joanna Hutchinson,
the sister of William Wordsworth’s wife.
Chapter 5 discusses the Journal of Sarah Stoddart Hazlitt (1774-1843).
She was a close friend of Mary Lamb and was a member of the Romantic
circle of friends which generated around Mary Lamb and her brother Charles.
She was the sister of John Stoddart, editor of The Times (1812-1816), who was
later knighted and became the Chief Justice of the court of Malta, where,
prior to her marriage, Sarah lived with her brother and their mother. John
Stoddart’s Remarks on Local Scenery and Manners in Scotland during the
years 1799 and 180041 was read and alluded to by Dorothy Wordsworth in her
Recollections of a Tour in Scotland, 1803, but does not feature in Sarah’s own
writing. Sarah married the essayist and painter, William Hazlitt in 1808, from
whom she secured a Scottish divorce in 1822. It was during the required
forty-day residency for the Scottish divorce that Sarah travelled throughout
Scotland and wrote the Journal which is discussed in this study. Save for a few
letters, it is the only surviving work of her writing.
Chapter 6 considers the Memoirs of Elizabeth Grant (1797-1885). She
was a member of the landed classes of the Highlands of Scotland. She was
born 1797 in Edinburgh at 5 Charlotte Square, one of the first houses to be
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built in the Edinburgh New Town, and grew up on the family Highland estate
of Rothiemurchus, which remains in the ownership of the Grant family. From
1840 she kept a journal which she maintained until her death in 1885, and
parts of the Journal have been published and provide historical record drawn
on by historians, in particular her records of her Irish estate in County
Wicklow and its actions during the Irish Famine. At the same time as
beginning her Journal, she also began her Memoirs, which narrates her early
life before her marriage and which provides an insight into Highland life in the
first quarter of the nineteenth century. It was edited first of all by her niece
and was published after her death. She was known as the Highland Lady, a
title alluding to her status before her marriage, and it is an identity recurrent
in her writing.
Grant’s Memoirs, Dorothy Wordsworth’s Journal of My Second Tour
and Hazlitt’s Journal were not written primarily for public circulation. The
texts were produced for private reading. Wordsworth’s Recollections,
however, was considered for publication, but only extracts were published in
her lifetime and in the context of illustrating her brother’s life in the Memoirs
of William Wordsworth by Christopher Wordsworth.42 The study closes by
making further comparisons of the discourses and texts and the creation and
performance of identity of the three writers in their works.
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Chapter 2. Women’s writing in the nineteenth century
Women’s writing emerges from a woman’s desire to write, regardless
of conditions, and her ability to negotiate her identities to achieve her goal.
Her goal in writing may be publication, to generate an income; the negotiation
of self as a writer either within the domestic and familial confines or in the
public domain; or to write for the purpose of reflection, creation, or some
other personal need. The performances of self by the women in the personal
narratives discussed in this study work within and against cultural and social
boundaries. Each of the women produced texts which have been long-lived,
published and publicly acknowledged. That their writing does not receive
equal treatment to the works of male writers suggests notions of the canon
defined by Western society which perpetuates masculine cultural norms. But
that the texts are considered worthy of critique offers discussion beyond
binaries. Women’s writing survives, and is recognised for its literary value and
not only for the experiences it relates of how women negotiated their lives.
There is an underlying argument running through critical studies that
women’s writing has been confined to particular topics and themes in letters,
diaries, memoirs, or autobiography. Although this might suggest that
women’s writing and its themes were bound by genre, women’s writing is
unfettered by genre. That which may appear to be a letter or a diary, may
provide routes to publication, to public voice, and to authorial recognition, as
well as to a place where a woman writer might inscribe or resist patriarchal
ideologies.1 The appropriation of the diversity of genre offers subject
positions for the identification of personhood for both men and for women.
Genre is not gender exclusive.
Leigh Gilmore argues, ‘The male autobiographies that many feminist
critics have claimed as models of unity and coherence, such as Augustine’s
and Rousseau’s, evidence the discursive and ideological tensions of the
models of personhood they invoke’.2 Estelle Jelinek makes further
observations about women’s and men’s writing about their lives and makes
25

the claim that men ‘consciously shaped the events of their life into a coherent
whole’ and created a ‘chronological, linear narrative… Concentrating on one
period of their life, one scene, or one characteristic of their personality’. 3
Women’s personal narrative writing, on the other hand, Jelinek argues, is
defined by its ‘irregularity rather than orderliness,… not chronological and
progressive but disconnected, fragmentary, or organised into self-sustained
units rather than connecting chapters’. 4 Applying the broad term of ‘women
writers’ to all who wrote or published or produced texts presents difficulties.
Catherine Ingrassia suggests the term ‘flattens the differences in age, place,
class, education, political orientation, and cultural perspective that informs
their texts and their professional choices’. 5 The claim that all men or all
women do any one thing in confessional genre writing all the time is not
supported in this study. The differences between the writings of the women
studied here, and between the writings of one woman alone, provide
evidence to contradict such claims.
Differences of identity performance are asserted by Sharon Cadman
Seelig to exist in men’s and women’s autobiographies. She posits that women
are ‘more likely to conceive their role as subordinate or dependent, less
driven by individual ego’. 6 However, it is not that women conceive a
subordinate identity, but that their places in public life are subordinated by
and dependent on the continuance of the social and cultural norms. And yet,
women negotiate their identities, and their places, and succeed to have a
voice, to write, and to be published. Whether it is a rejection of subordination
and the expectation of society that a woman does not live or write alone,
which Sarah Hazlitt exemplifies; or the close collaboration with brother which
enables the life of writing, walking and reflection, which Dorothy Wordsworth
exemplifies; or the secret writing to be published and to sell her writing to
maintain the family, which subverts the masculine roles of father and
husband, and which can be seen in the example of Elizabeth Grant, it is
evident that women negotiated their lives within, against, or in spite of
societal constraints.
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There is a chronology to the place of women’s writing and to the
writing of women’s place of which this chapter attempts to provide some
overview in order to contextualise the creation of identity in the texts of
Elizabeth Grant, Dorothy Wordsworth, and Sarah Hazlitt considered here.
Before the fourteenth century, for example, women did not form part of
public life and therefore not being admitted to public roles where they might
acquire or participate in increasing the knowledge about what to write or
what readers might want to read. The woman speaking out in public and
airing opinion, orally or in writing, is, even in the twenty-first century, not
widely accepted, and the authority of the woman’s voice is still not regarded
in Western society and culture as equal to that of a man, regardless of
individual examples of women voicing authority or acquiring power. Woman
speaking in public signified a lack of chastity. Given their culturally lesser place
in society, women were rarely educated and therefore did not have the skills
to write in a style culturally accepted as the norm. Nonetheless, in the early
years of the fifteenth century, writers began to debate the querelle des
femmes, the ‘woman question’ and began to question views on whether a
woman could be virtuous; perform deeds that might be acknowledged as
worthy of recognition by society; and even whether a woman was of the same
or a different species from men7.
Before the fourteenth century, the women who did write were in the
main from religious orders, but it was from this period that women’s writing
increasingly appeared. The genre was frequently diaries written for their
children as a record of their lives, books of advice, memoirs, and some
histories. But women also wrote plays, catalogues, poetry, and the essay in
the form of letters, and the publication of their work was also patronised by
women, which in Europe were mainly from the Italian élite. Patrons also
included however, Catherine of Aragon, wife of King Henry VIII of England,
and patronage as a route to publication continued into the nineteenth
century. The themes of women’s writing up to the end of the seventeenth
century were the problems for women in society of chastity, power, speech,
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and knowledge. The problem of chastity was one which received wide
treatment since the cultural requirement for women to be chaste confined
them and their knowledge to the home and silenced them.
It was female chastity which ensured men remained heads of
households. With a woman, and her children, as property, if a woman’s
chastity were in doubt, there was also doubt regarding the extent, and his
rights of transference through inheritance, of a man’s property, his wealth,
and his social standing. The questions of chastity, loyalty in marriage,
inheritance, and virtue are raised thematically in women’s writing thereafter.
In the eighteenth century, some women drew on their lack of chastity as a
route to publication, and to a source of income. Lynda Thompson suggests
the publication of women’s writing about the scandal in their lives laid them
‘open to the charge that they profited from the scandal of their lives’.8 On the
other hand, having lost the support and protection of a man, as discussed in
Chapter 1, Susan Staves argues some memoirists were left with little choice
but to publish in order to have income. 9 Furthermore, they had little left,
since chastity, which was deemed the most important characteristic of any
woman, had been lost and they had no public reputation of a woman
accepted in society.
The fluidity of genre adopted by women in their writing enabled them
to negotiate boundaries of appropriacy in subject matter. By writing letters,
memoirs, autobiography, personal narratives, and fictionalised personal
narratives, they found the means to express ideas and opinion, which genres,
on the surface, had the appearance of being personal and domestic. The
location of the domestic has connotations of not being worldly, and therefore
of not crossing into the public, and masculine, domain. Travel writing, for
example, offered a subject matter through which perspective and personal
identity might not only be expressed, but also explored. Estelle Jelinek argues
that a woman’s life writing emphasised personal and domestic life and detail,
and that women create their authentic identities by revealing ‘a selfconsciousness and needed to sift through their lives for explanation and
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understanding’.10 Jelinek also argues that women seek to mark personal
feelings and to reduce the significance of the public aspects of their lives.
Sidonie Smith refers to the tensions in women’s personal narratives and
identifies a double-voiced structure which reveals the authoritative voice of
the writer but also the performance of a self within the constraints of the
masculine public domain. Smith has also argued that because they were
‘absent from both the public sphere and modes of written narrative, women
were compelled to tell their stories differently.’ She asserts that ‘patriarchal
culture has fictionalised “woman”’ and that women writers therefore
‘challenged the gender ideologies surrounding them in order to script their
life narratives’.11
Writing which takes as its subject personal journeys, manifested in
travel, and self in changing locations, serves to foreground the creation of self
in the subjectivities encountered, such as the people, the landscapes, the
events of the journey. The nature of personal narrative is that it has only a
personal perspective, so from these texts it is possible to draw conclusions
from the analysis of the writing how the women perceived and performed
their own selves, and to identify the relational performativity. However,
although there is a consciousness of place, a conscious of performance cannot
be determined. As Roland Barthes points out, after the words are committed
to the page, the authority of the author over their understanding is dead and
not even the author could be certain of the meaning after the writing event. 12
The thoughts and the ideologies and the memories in the texts existed
outside of the moment of inscription and thereafter are open to the tensions
of interpretation by all readers, of whom the author is now one. Women’s
lives had, and have, social and cultural constraints, but women seek routes by
which to circumnavigate these boundaries whether consciously or
unconsciously. Relational performativity is one of those routes.
Although writing personal narratives might suggest women were not
writing for income, some women did write for profit. By means of publication
subscription, publication could, as Catherine Ingrassia shows, ‘operate as a
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form of charity’ to enable women’s writing to be published and the women to
profit from their writing.13 One notable example is Anne Macvicar Grant of
Laggan who, having been widowed with eight children to raise and no income,
was able to have her first anthology of poetry, Poems on Various Subjects,
published by subscription in 1803. The subscription had over 3000
subscribers, was organised by her friends, and in a long tradition of patronage,
was supported by the patronage of the Duchess of Gordon. Anne Grant took
her volume, Letters from the Mountains, to London where it was accepted by
Longman and Rees within three days and published in 1806. A second edition
brought in further profit of over £300. 14 Walter Scott described Anne Grant as
‘…a woman whose tongue and pen are rather overpowering’, a comment
which serves as a reminder that men continued to denigrate women’s
authority in their authorship by personal attacks on their acquired authorial
power, and on what they perceived as their audacity to speak in public,
reducing Macvicar Grant’s public voice by means of the allusion to the
physical exposure of the tongue as improper. That the National Galleries of
Scotland today cites Scott’s opinion as an authority emphasises the continuity
of chastity and silence as the overwhelming characteristics public society still
demands of women, and the patriarchal and hierarchical authority of the male
voice.15
Elizabeth Grant sold her short stories to journals, such as, The
Inspector and National Magazine, Fraser’s Magazine, and Chambers
Edinburgh Journal, and her Memoirs record she received £40 for some short
stories, written collaboratively with her sisters, and which was paid in advance
of publication by James Fraser, a friend of their neighbour. There is evidence
to show women did indeed profit from their writing. Eliza Haywood, for
example, was one of several women who, in London combined careers of
writing, running a bookshop, printing, and publishing, and Anne Grant
combined her writing with running a school in Edinburgh and with
entertaining the literati of the Romantic period. But print culture offered
women opportunities of some degree of independence and to express their
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opinions as well as ‘to experiment with literary form’. 16 Women negotiated
and sought routes and means both to write and publish. Literary coteries
were formed in which they explored ideas prior to publishing. Mary Ann
Grant, the author of Sketches of Life and Manners in England, Scotland, and
Ireland, appears to have tried to piggy-back on the reputation of Anne Grant,
her near name-sake, and it secured her sufficient patronage to include a
dedication of the book to the Princess of Wales.17 Mary Ann Grant also
appears to have had a literary coterie and subscribers who included Elizabeth
Grant of Rothiemurchus. Women worked together therefore to support the
publication of writing by women and drew upon their social and familial ties.
There were choices of routes to publication but there were limitations
and constraints because of gender. The publication of women’s writing could
be achieved by other, more diverse means. Circulation of women’s writing
either in manuscript form or in private print, within the family was one way in
which the work gained value. Elizabeth Grant’s work, for example, remained
in the Grant family in manuscript form until very recently when it was lodged
in the National Library of Scotland, and was accessed by those outside the
family by arrangement.18 Women’s writing, however, could also suffer from
its association with family and close networks.
Other routes to publication were sought. For example, Anne Grant
wrote songs which circulated orally and came into the public sphere by being
performed and shared, and Anne Gordon Brown’s ballads, drew on her
Scottish history and constructed a national identity.19 Willa Muir’s study of
ballads suggests that if a woman were identified as the source of a ballad in
the seventeenth century, this reduced the value of the ballad. 20 However, by
the time there was interest in ballads in the eighteenth and nineteenth
centuries, that the ballads had been collected from a woman, served as the
authority of their genuine nature, and women became the authority of
cultural record and performance. As Muir argues, ‘women have always
tended to conserve a tradition of song and story, as they conserve the
ramifications of kinship networks.’21 It can be seen therefore that a woman’s
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authority on the family, on the domestic, and kinship was recognised in
society from the eighteenth century onwards, and offered increasing
opportunities for women to write from a familial perspective. Indeed, Kate
Chedgzoy argues that it is too often forgotten that women have in fact been
ensuring the preservation of cultural memory for more than two centuries. 22
Ruth Perry and Margaret Ezell have observed that women adopted
genres which were interactive performances of their narratives, ballads, or
poetry for which they shared their platform and their production with men. 23
Chedgzoy considers whether their interaction and shared production in the
seventeenth century might have made ‘women’s participation in a semipublic’ culture more acceptable. This would seem to suggest a form of
relational performativity was beginning to be adopted by women writers in
this period, and indicates an awareness of both the restrictions confining their
work in society, and the possibilities of entering their work into the public
sphere by means of adoption of a performative role with a man. Such
performative collaboration acknowledges those confines and uses them in
order to enable women’s work to be published and to be accepted.
There are difficulties, however, in collaborative production and there
are examples of the hierarchical appropriation of the writings of others. Anne
Gordon Brown (of Falkland) is said to have learned her ballads orally from her
mother, her aunt, and a servant. Although the names of Brown’s mother and
aunt are recorded, that of the servant is not. That working women’s writing is
unascribed is not unusual, and it is not only because they were not literate
and not able to inscribe their own writing with their own name, but it was
because there was a hierarchy of appropriation. Women’s writing might be
acknowledged as being by, ‘a lady’, ‘sister’, or ‘servant’ but it was a culturally
and socially hierarchical system which appropriated the work, and this was
supported by both men and women.
Women’s collaborative writing with a man or a male member of their
family can be seen in many examples long before the work of Dorothy
Wordsworth with Coleridge and with her brother William. Anna Hume, a
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seventeenth-century Scottish writer, collaborated with her brother to publish
their father’s poems.24 But in 1644 her edition of the History of the House of
Douglas appeared and which she dedicated to the Earl of Douglas, the son of
the eleventh Earl had commissioned the work. Although the poet, William
Drummond had advised the Earl that the book’s publication could ‘authorise
Rebellion, and the forcing of consciences’ he recommended it be published
because to do otherwise would ‘undoe the poore woman’. 25 The publication
of Anna Hume’s edition of her father’s familial stoical memoirs makes a
literary contribution to Scottish history and culture. For Anna Hume, it is both
a cultural memoir and memorialisation of her father and her own heritage.
Moreover, through her performance of filial duty she creates an identity for
herself as woman writer, and from that identity, in the same year, is able to
publish, in her own name assertively as a woman writer, a translation of
Petrarch’s Triumphs of Love: Chastity: Death.26 The dedication in her
translation of Petrarch was to Elizabeth of Bohemia which suggests
publication by patronage, and also suggests that there were other written
texts.
Early examples illustrate that there was a history of writing in which
women collaborated with men, or with male members of their families, so as
to have their own writing in the public domain. Such collaboration, and
performance of relational identity, positioned them, in patriarchal societal
terms, as chaste and protected by a family with a male hierarchy. As such,
they were not crossing Cartesian binaried boundaries and their work, and the
woman met with public acceptance. Such relational performativity can be
seen in the work of Dorothy Wordsworth, but equally Elizabeth Grant’s
Memoirs is written first as a dutiful daughter, memorialising her father’s
heritage and history, but second, as a dutiful mother providing an inheritance
for her children. Thus Grant can be seen to be writing within the gendered
domain of the family. She writes herself as relationally performative and is
able by such means to negotiate the gendered and cultural norms, and to be
perceived as chaste and protected by the confines of her family.
33

Although active collaboration with the male member of their family by
women in the production of their writing can be seen to have provided
benefits of publication, and enabled the creation of writerly identity, the
posthumous editing of their writing by family members can be seen to have
had a detrimental effect and controlling effect on the character, personality,
and identity of the woman writer. Patricia Meyer Sparks, for example, cites
the publication of Elizabeth Carter’s letters by her nephew, the Reverend
Montagu Pennington in four volumes to which, he assures readers, ‘Nothing
has been added, but a good deal has been left out of trifling chit-chat and
confidential communications’. 27 The woman’s personae and personal
discourse could be heavily edited. The suggestion that some was ‘confidential’
might suggest her ‘chastity’ were being ‘protected’ by a male editor.
The support of male members of the family to publish women’s work
was frequently found. This can be seen in Dorothy Wordsworth’s
Recollections, which were first published in extracts in Christopher
Wordsworth’s Memoirs of William Wordsworth. The words of William
preface and provide the context for Dorothy’s words: ‘In illustration of this
class of poems, I have scarcely anything to say that what is anticipated in my
sister’s faithful and admirable journal’.28 Moreover, Christopher Wordsworth
provides as explanation for including the works of Dorothy in the Memoirs:
‘The following extracts from the journal referred to by Mr Wordsworth, will
be interesting to the reader, as proceeding from the pen of his companion,
and as supplying fresh illustration on the poems’. Dorothy’s Recollections is
published in the first instance, therefore, not to give her public voice, but to
provide context for the life and writing of William. Her poetry also was not
published initially in its own right, but in the context of the writing of her
bother. For example, poems, such as ‘An address to a Child in a high wind’
which was published in William’s works, and identified as being ‘By a female
Friend of the Author’. 29 Dorothy’s words are not acknowledged as her own,
she is not an author, but her words are those of someone relational to and in
the possession of ‘the Author’. She is ‘my sister’ and a ‘friend of the Author’:
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she is not Dorothy. ‘The Author’ as a result of women’s relational identity
cannot be Dorothy: it can only be William. Mary Poovey argues that ‘both
learning and writing were frequently seen as threats to domestic duty[…], but
writing catapulted women directly into public arena, where attention must be
fought for, where explicit competition reigned’. 30 Assuming the purpose of
writing for publication assumes purpose other than that female tripartite
unity of purpose of being silent, maintaining chastity, and presenting virtue,
which were perceived to be the only characteristics a woman might hold.
In order to be able to provide perspective and opinion within the social
and cultural confines, women found other styles of writing. One of these was
the verbal sketch. The verbal sketch became a means of aestheticizing
observations and suggesting aesthetic ideology without making judgements.
By means of avoiding an assertion of judgement, the sketch enabled female
virtue to be performed and, at the same time, to offer judgement and
opinion. As part of the currency of female worth for marriage and social
position, the visual sketch became one of the accomplishments, and part of
the education for a woman which would preserve her silence and ensure her
occupation, thus raising her virtue, by avoiding the vice of ennui. 31

The sketch was a means of outlining perspective and ideology. A
sketch suggested an unmediated quality of women’s writing, also suggesting
its authenticity. A sketch may be a drawing, an outline, incomplete of colour
or every detail. It may be an illustration, or a painting, of a location which
suggests its atmosphere. It may also be a verbal outline, equally offering
atmosphere and a sense of place. It is not photographic in its perspective but
is selective in its focus. Today, a sketch is often a humorous perspective on
aspects of political or cultural life, but its purpose is to offer ideology by
means of focus and perspective. The effect of the sketch is that it provides
opinion and rhetoric. Sha argues that the ‘visual and verbal sketch convinces
audiences that less finish, less labor, and less fastidiousness to form is more
aesthetic, more truthful, or, in the case of women artists, more proper, even
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though this entails construing absences as meaningful rather than as mere
absences.’ 32 The strength and ideological effectiveness of the sketch lie in its
ability not to be obvious ideology, particularly considering, as Sha succinctly
phrases it, ‘ideology gains persuasiveness when it does not look like itself.’
Women were encouraged to copy and to sketch from nature. Nature
itself was gendered feminine and thus an occupation in nature was deemed
appropriate. The social perception of nature as an appropriate focus of
sketching enabled women to have an occupation regarded as a socially
appropriate, and meant a woman retained her virtue and her modesty while
taking up an occupation. The limits on the extent of focus to nature and the
extent of its display to the domestic were indeed restrictive, but the defining
of those domains meant that women’s work within those confines offered
some, limited, empowerment. Mary Poovey sums up the position of women
as having ‘a clear investment in accepting the naturalization of the feminine
ideal’.33 There was little choice, indeed, but to accept it.
However, this preservation of the feminine ideal as proper, also led to
the argument that because it was the cultural norm, it was necessary for
women to make a public display of that propriety. As long as women
remained within the strictures of their ‘appropriate’ domain and their display
of self was confined to presenting the characteristics of a proper lady, women
were able to present themselves as female models of society with all the
features of propriety deemed culturally necessary. Furthermore, the display
of propriety could be exaggerated by presenting a performance of a self with
limitations, particularly intellectual limitations, and by claiming and showing
public deference to the knowledge, work, and judgement of men. A female
consciousness is therefore also culturally acceptable, provided the woman’s
consciousness is a performance of a self which has those limitations,
gendered differences and hierarchies which are culturally and socially the
norm. 34
Richard Sha explores women’s performance of the proper self
achieved through the verbal sketch.35 He asserts that women could sketch
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their ‘proper’ selves as objects in their writing. However, the technique of
objectifying the self also meant that an ideological female self could emerge.
That is to say, the process of objectifying the self in the text has two
constructs. The first is the outlining of a self which is other than the ‘proper’,
for example, one who fails to live up to the cultural norm, or who has simple
failings, or weaknesses when she is aligned with the character of ‘proper’.
The second is the creation of liminal space between the self observing and the
self in creation in the writing. In such constructs, the woman writer provides
an image of woman – of self – who has inadequacies but who is sufficiently
‘proper’ to be able to identify those inadequacies. In this way, the woman
distances her self from the improper self and reconstructs in her commentary
the ‘proper’ self. The technique establishes agency by mean of analysis of the
identification of the inadequacies of the female performance she sees in her
self. It also creates her self as subject observing her improprietous self
objectively. The objectivity of the feminine passive – the proper –
counterbalanced feminine sensibility. The distancing of the objective fallible
self from the ‘proper’ offered opportunities in women’s writing to assert
women’s ability both to think as well as to feel, since, as Sha argues,
sensibility and objectivity are ‘competing categories’. 36
Such distancing from, and objectification of, other women can be seen
in the work of the three writers. Dorothy achieves it by her distancing of
herself from the object of the women in their domestic settings. Elizabeth
Grant distances her self from her mother whom she sketches as ill, weak, and
as a woman who does not perform her duties of on the family estate, nor as a
loving and caring mother. In contrast, Elizabeth performs herself in a positive
image in her domestic roles and creates an heroic subject. Elizabeth Grant
also wrote a series of four sketches on Highland men and their households,
and encounters with Irish women, which were published in Chambers’
Edinburgh Journal.37 In each of which she portrays women from whom she is
distanced by social class. Sarah Hazlitt distances herself from other women.
She removes herself from the women in Dublin whom she sketches as
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disorganised and unintelligent to emphasise her own organisation and
planning of her journey and accommodation. Most notably, she sketches
Sarah Walker, William Hazlitt’s paramour, in contrast with herself, which she
achieves by making comparisons of their naked bodies with that of ‘Truth
finding Fortune by the sea’, a painting attributed to Andrea Belluci, which she
discussed with William Hazlitt after a visit to Dalkeith House, where the
painting was displayed.38
The ideologies and philosophies of the long eighteenth century are
those which influenced and shaped the writing and the subjectivities of the
three women discussed here. Sensibility and sentimentalism were features of
literature of the late eighteenth century. Sentiment and sensibility are often
considered synonymous but there is a difference in the historical usage of the
words.39 A ‘sentiment’ may be considered to be a moral reflection, that is a
rational consideration of human conduct, or a thought influenced by emotion.
On the other hand, it can also be the combination of an emotional response
which in turn may lead to the considered opinion. ‘Sentiment’ may also be
aligned with ‘sensibility’ with connotations of sensitivity, in the sense of being
open to conveying emotion or an emotional response through reflection.
Janet Todd argues, ‘sentimentalism is associated with a variety of social and
cultural phenomena… [such as] the increase in publishing and literary
activity… the changing perception of the family and its importance in society,
[and] the economic and cultural situation of women’. 40
Sensibility came to be seen to be affecting the social hierarchy and
masculine authority. Sensibility not only had an effect on men’s social
location, but also on women’s reception. Mary Wollstonecraft asserted
rationality opposing sentimentality, in a drive for reform: ‘soft phrases,
susceptibility of heart, delicacy of sentiment, and refinement of taste, almost
synonymous with epithets of weakness… those beings who are only the
objects of pity… will soon become objects of content’. 41 Women writers were
‘reminded’ in literary journals that their place in the literary domain was a gift
from the men whose authority in the field had placed them there. For
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example, Critical Review, writing from the masculine subject perspective
argued ‘Women we have often eagerly placed near the throne of literature; if
they seize it, forgetful of our fondness, we can turn them from it’. 42 Women
writers, it was suggested, had not earned or gained their place in literary
publication. A published location and, therefore, a place in the public domain
was a relational location women had been given by affectionate men and was
dependent on women maintaining and performing the roles in the structures
of a social construct in which they were not determinant or subjects.
The writings of the three women examined here are concerned with
place and also with memory. Their performance, or creation of self, emerges
from their relationships with what Pierre Nora refers to as milieu de
mémoire.43 He argues for a differentiation between ‘lieux de mémoire, sites
of memory, because there are no longer milieux de mémoire, real
environments of memory’. ‘Memory,’ argues Nora, ‘takes root in the
concrete, in spaces, gestures, images, and objects; history binds itself strictly
to temporal continuities, to progressions and to relations between things.
Memory is absolute, while history can only conceive the relative.’ The texts of
Sarah Hazlitt and Dorothy Wordsworth developed in the context of the
nineteenth century tour of Scotland and the travel writing that generated
from the home tour. The home tour and the literature that arose from it built
on the journeys and the journals of previous travellers. The writing of Sarah
Hazlitt and Dorothy Wordsworth, therefore, form part of the palimpsest of
memory. The memories of other literary travellers are layered with the
memories of Dorothy and Sarah, and this inter-layering and intertextuality
enables a performance of literary production and of the woman travel writer.
The Memoirs of Elizabeth Grant were written to produce an historical account
of her self, and of her family. Memory in the three texts, therefore, serves
different functions.
For Elizabeth Grant memory has an historical function: her text draws
on historical fact as well as on personal, familial, and collective memory. For
Dorothy Wordsworth, the memory is an inter-layering of her journey with
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William and Coleridge with earlier literary production by other writers, and
the second Journal, and the second journey, is a further layer of memory,
recalling her previous and earlier self and establishing differences of
experience. In Sarah Hazlitt’s text, memory is not only a recollection of her
journeys, but is also the historical recording of the events leading up to her
divorce, and her exploration of memory in her account has the enabling
function of making sense of her changing life and the emergence of a new
self.
In all three writers’ texts, there is the difference between the milieux
de mémoire and the lieux de mémoire. There are the lieux, the places visited
which memorialise myth, the sites of history which are memorialised and
archived. They are the locations which commemorate, concretise, memory of
event. They exist because the milieux de mémoire, the tellers of history in its
making, no longer exist. However, the Grand Tour and then the Home Tour,
themselves became a tradition, a literary tradition, which memorialised the
travels of the writers themselves, and the tellers of travellers’ tales become
the mileux, and the texts which concretise their journeys become lieux de
mémoire.
Places visited became imbued with significance which may be
historical or cultural or mythical, but as each site becomes a location of a
visited place by a literary traveller, it becomes imbued with greater
significance by means of the layering of relevance by the repetition of the
journey by followers. The place becomes not a signifier of the import of the
culture or history, but of the import signified by the numbers of, and renown
of, previous travellers. By association each traveller, recording their own
memory of the location, intends, in their performance of travel, to create a
self which is imbued not only with the history and culture of the place, but
also with the identity of the previous travel writers. The memories of place
from the many becomes the memory in the place of all.
Nora argues that ‘Memory is a perpetually actual phenomenon, a
bond tying us to the eternal present;’ and that ‘history is a representation of
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the past.’ The present of the self exists in the past experiences which created
that self, but only if the memory of the past self can be recalled and a limen
between self now and in the past can be established. Memory, therefore, as
Nora argues, ‘is the search for one’s history’. It is also the search for one’s
eternal self.
The act of travel writing had particular importance therefore in the
establishment of identity for women in the nineteenth century. It situated
women’s writing in a literary tradition, so securing a place in a cultural cline,
as well as in an historical one. That women’s travel writing has in recent years
gathered interest indicates that the position on that cline of their writing is
shifting. Equally it illustrates that the relevance of women’s lives of the past
to their selves of the present is shifting. It also gives new meaning to
Foucault’s argument that ‘one writes in order to become other than what one
is’ as women’s writing began to establish a cultural shift. 44
Women’s travel and personal narrative writing also highlight a
distinction between the consciousness of place and the historical
consciousness itself, which may be triggered by a place, but which may not in
the consciousness accurately engage with the event the place records. ‘Place’
in this context is used to denote not only physical place which embodies
memory, but also to connote social and cultural place which interpret
location, narrative of location, and which imbue the written memory with
those boundaries. This binary distinction between the place of the event and
the memory of the event the place records becomes blurred in the
development of the literary tour of Scotland, where places were created to
record events which did not take place, such as the places of Ossian. 45 An
example of this blurring of boundaries can be seen in Dorothy Wordsworth’s
tours. Her first tour visits places associated with the literary memory for
example Robert Burns’ house in Dumfries, but the second tour revisits those
places not in the memory of the literary tour originally followed, but as a
further palimpsestic layer of the literary tour as she layers her second tour
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with the memory of the places visited with William and of the poems and
writings of that first tour with him.
Diana Taylor suggests that personal narrative writing provides
historical consciousness and associates traditions with a mythic
consciousness.46 This would indicate that written memory then becomes
knowledge and history, and acquires cultural value, whereas orality is of a
lesser significance to truth and to history, and although it relates stories,
narratives, that they are in an oral tradition lessens their veracity. Evidently
orally transferred knowledge is open to reinterpretation by the next
transmitter and speaker. Nonetheless, memory committed and concretised in
writing may also lose some of its veracity. But the question in transmission of
knowledge and memory is not whether the narrative of the event is the truth
but whose truth it presents. This is of importance in considering the
perspective offered by these three women authors on their journeys in
Scotland and their journeys through changing their lives. Their texts represent
their truth at the time of writing. It does not help the reader to acquire an
uncontested cultural memorial truth. What is written by the writer is their
recollection of the moment, the recollection of the truth of the moment, and
the representation of the self in that recollection. The representation of self
by the writer is interpreted by the reader only on the evidence of a memory of
place relational to the writer in the moment of writing. The moment of the
memory is distanced by time from the moment of writing the memory. The
memory of the moment located in place, is culturally signified by the site of
the historical moment and the historical consciousness created by that place.
Memoirs are a personal account and interpretation of familial, societal and
cultural histories and should not be uncontested. Collective memory and the
individual, and historical study have shifting relationships and although
Grant’s Memoirs alludes to history and refers to ancestry and to cultural
practices to which she attributes historical accuracy, the nature of memory is
such that it should be contested, even if the collective memory might map its
representations onto national or cultural identity. 47
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From its socially and culturally bound confines of chastity, silence, and
the domestic, women’s confessional genre and personal narrative writing may
be seen to rise through a literary cline. What was once considered to be of
little importance and only for circulation in the family, acquired a literary and
a cultural place. Since women’s sphere was gendered as familial, their writing
about family may be seen to have acquired authority, as has been argued,
through routes such as ballads. Place and memory therefore are of
significance in women’s writing. There is also the place explored by women
writers in personal narratives which draws on family, the domestic and
cultural memory, a place in which time and physical space do not exist, but a
place in which the ‘imagined communities’ of the reader meet the reflective
ideologies of the writer. 48 It is that place in the ‘dialogic imagination’ where
descriptions, the disclosures of the past and the discussions with the text,
cross the boundaries of time – distant, present, future - and trigger the
collaborative creation of a self-conscious, reflective self in the reader, through
the subjectivity established by the medium of first person confessional
writing.49 It is a place in which a self relational to a cultural community is
explored by writer and reader, and which provides perspective on place,
relational to Scotland, land and nation, its communities, and its history. As
personal narrative, Elizabeth Grant’s Memoirs, for example, shares features of
the genres and texts from which it evolved, and which inject relevance in the
text, and significance in the ideological treatment of the themes of family,
community, nation and society, and the virtues of labour.
Personal narratives are texts which, Mikhail Bakhtin relates, have their
origins in early Greek autobiographical self-consciousness, in which the writer
takes ‘the seeker’s path’.50 This chronotope is related to a mythological
metamorphosis, with themes of redemption and resolution achieved through
virtuous labour; another is the public encomium. Neither of these
chronotopes was private or literary. In Greek self-consciousness, the self is
declaimed, formed, and revealed in the agora, the public square; there is no
private, internal or unspoken existence, and thoughts are a conversation with
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self, which develop into a conversation with another, with the people,
without boundary or liminal space between them, and all is spoken in the
public square. Self, therefore, is an external expression achieved through
dialogue. All self is exterior, externalised by being spoken. Bakhtin argues
that, ‘To be exterior meant to be for others, for the collective, for one’s own
people’.51 Self representation develops from an unbroken dialogue between
the individual and the community of which he or she is a part. In the
dialogue, each participant – readers and the writer – enables the existence
and the identity of the other through that dialogue. The existence of the
reader and the existence of the writer are interdependent.
Personal narrative, memoirs, are that public self representation and
creation. The text is the agora, a public space – a published space – in which
writers’ and readers’ dialogues with self are realised, and the external
dialogue of the public self of the writer continues. Moreover, since time is
phenomenal and is without spatial boundary, the dialogue is unbounded and
without limitations of space. Thus the self in memoirs, is a continuous
creation of self between the speaker/writer and the readers, and the identity
of self is a single identity collaboratively produced and enabled only by the
other. This continuity is a significant feature of women’s writing, if women
are considered the keepers of the family lore, of cultural tradition.
Confessional genre writing, such as reflections, memoirs and travel
writing considered in this study, have been shown to be a dominant genre for
women’s writing. The genre foregrounds identity relational to place,
community, nation, family, and history. The continuity of self in changing
landscapes, in travel writing for example, is of significance in the creation and
performance of a relational identity. The identity of the writer is not static
and not confined to one time, since readers, like peoples and communities,
change, and thus the external collaborative creation which produces the
communal self is reflected both in the past and the moving present. The
distance of time, its space and its phenomenal, unbounded nature, mean that
the character written into a personal narrative, continues to be created in the
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limen between, that is, the agora inhabited by the reader and the writer. But
not only is the self of the narrator in a continuous state of creation, so also is
the self of the reader, since one cannot exist without the other.
In a consideration of this Greek chronotope, therefore, the writer and
the reader are inseparable: there is no separate self, only a self which exists
because there is other, who holds dialogue with that self. Equally, the
existence of the self of the reader is dependent on the public selfconsciousness of the writer in the text and, although the dialogue which
creates the self-consciousness cannot be bidirectional, as the words of the
writer are concretised, the reader’s dialogue with the text in the present,
nonetheless, extends into the life of the writer in the past, and into that
community of the past. The self-conscious of the reader and the writer are
co-reliant and interdependent. The writer’s words, that conversation with
self, are in the public space, by means of publication, and the writer’s
consciousness, that public declamation, transfers and becomes the selfconscious conversation of the reader. The self-consciousness of the writer, in
such a chronotope, becomes the self-consciousness of the reader. The writer
declaims her character in the agora of the publication and her selfconsciousness is ascertained in the dialogue which continues with the reader.
In the text, the character, and the self-consciousness in it are recorded
in the past; however, because time is phenomenal, and is without spatial
boundary, the persona, her self-consciousness, her familial relations, the
society, which the public dialogue of writer’s voice in the text creates, each
has its substance in that public dialogue, and that dialogue continues through
and without time. The self-consciousness of the writer of private and
personal memoirs does not have its substance in one single time alone. The
self-consciousness is not confined, or in bounded space. On the one hand
because time is boundless, and on the other, because in such a chronotope,
the self-consciousness is not confined to one character, but in effect is part of
the unity of the public social consciousness. The individual is part of the
whole and only exists as part of the whole. In a discussion of women’s writing
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this is not only of continuity of culture, but a continuity of culture in which
every reader is a participant in its evolution by means of participation in the
public dialogue, that creator of the public consciousness, which supersedes
time.
Roman autobiography provides another lens through which to
examine the ideological space of reader’s and writer’s dialogue on the
significance of familial relational performativity. Roman autobiographies
were the texts which provided the evidence of, what Bakhtin calls, the ‘familyclan consciousness of self’. 52 These texts were not private or personal in
nature, but served as evidence, not simply of the existence of ancestry, or the
importance of individual ancestors, but of the memory of the traditions, the
cults, which formed part of the nation state. Each family had its own archive
to which each father and son (for it was a masculine defined tradition) added
their own account, creating the memory and history of the clan, and a
memorial consciousness which was public, historical and national. The
written record formalised the identity of the family and established the
conscious self of the individuals in that family, insofar as them being, and
becoming through the text, members of family, national and state. These
autobiographies were forward- and future-facing to the descendants, who
could draw upon the knowledge recorded of the traditions of the ancestors
and the nation, and, at the same time, historically- and past-facing, to the
traditions, and to their significance to the present, and to the future of the
family, community, and the nation state. In this way, Roman autobiography is
‘saturated with time’.53 The self, in Roman familial narrative, is
contextualised in the written evidence of existence as a member of clan,
nation, and state.
In their nineteenth-century personal narratives, women performed a
self relational to family. That location positioned women in the Roman
chronotope in which members of the written family were also members of
the public sphere, of nation and state. Women thus positioned themselves in
those spaces. Further, women’s foregrounding and performance of a literary
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identity in that relational location places them in a cline of literature of
familial import. Women are writing their lives using those genres formerly the
preserve of men, and their performance of self by those means may be seen
to be not only a disruption of masculine tradition, but a subversion of it.
Women’s relational performance of self is not a performance of subjugation
but of pragmatics. Understanding that women carried out such performances
in order to achieve their goals, provides images of women as heroic who were
able to subvert masculine hierarchical domains by adopting the locations and
asserting their positions by right of relationship. It may be considered to be
‘playing the game’.
Women found ways to perform relational selves in their texts in which
they were conscious of their relational place. Their consciousness and
performance of relational place may have had the effects of subversion of
objectivity, but the performances were not ones which in all contexts were
performed as a mockery of society. Nonetheless, women were aware of their
cultural and social location and had consciousness of the confines of their
gendered location. Women found and sought ways to overcome the
constraints of that place, but yet also found affordances in the strictures.
The relational performance of identity as a woman writer does not
exclude the solitary self of the woman writer. As the three women writers
studied here show, for some, their writing was a solitary act. Of the texts
discussed, some are collaboratively produced through discourse with men or
with women in the family, but the performance of self within the text is
relational to male familial others, and provides that continuing performance
of the woman protected by patriarchal familial structures. Sarah Hazlitt’s text
en route to becoming a single, divorced woman, pushes the boundaries of
that societal structure. The continuing Greek and Roman classical structures
and strictures of familial records are problematic for the place of women’s
place in cultural memory but, by adopting the familial as a performance of the
domestic and a relational performance of gender, women sought a means of
overcoming the problem of how a woman is remembered.
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Donald Reiman identifies manuscripts which were for a closed
readership and circulation as ‘confidential’, arguing that they were neither
wholly public nor private.54 As discussed in Chapter 4, Dorothy Wordsworth’s
Recollections and Journal of My Second Tour were evidently produced for a
circle of known readers, but the further development of Recollections,
discussed in published private correspondence, indicates that a wider,
unknown readership had been considered during Dorothy Wordsworth’s
lifetime. Sarah Hazlitt’s Journal, discussed in Chapter 5, also addresses a
readership beyond herself and its use by her grandson, William Carew Hazlitt,
and his incorporation of large passages of it in his text of the life of his
grandfather, illustrate its circulation, and its retention, in the family. As
reflected in this chapter, in discussions of the representation of self in Greek
or Roman chronotypes, the agora or the public of publication to whom the
identity is performed is confined to communities of interest, and to
communities of discourse. The ‘social authorship’, and publication for private
communities of discourse, of women’s writing saw change in the late
eighteenth and early nineteenth centuries. Some of the movement to wider
publication was enabled by an ease of access to the printed press, but the
move to a wider public readership may also have been eased by women’s
acceptance of critiques of their writing by smaller readerships. The reasons
for seeking or shunning publication are many and various. Some sought
publication for financial reasons; some who sought publication struggled to
redraft their work to a form sought by publishers; others preferred not to
enter the public domain.
Michelle Levy in her discussion of ‘Women and Print Culture, 17501830’ argues that many women wrote with the intention of printing their
work. However, she acknowledges the ambiguity of intentions for the
circulation of their writing.55 Levy argues that women’s writing ‘originated in
their domesticity’, but she acknowledges that ‘Women’s observations about
life outside England also inaugurated new generic developments’. 56 The
expectations of women were that they would write social letters, keep
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journals, record social and domestic life. Their domestic writing also extended
to record keeping of household and estate management which provide
pragmatic perspectives of family and domestic life. Elizabeth Grant’s Journals
illustrate her own maintenance of such records, and, as is discussed in
Chapter 6, in her Memoirs, she remarks on her mother not meeting
expectations because she did not participate in or record estate matters.
Memoirs by women, argues Levy, were ‘countless’, and she emphasises that it
was not unusual for their letters, memoirs and stories to be published, during
their lifetime or after their death.
Juliet Shields’ current research on the romantic in everyday life
explored in women’s writing about Scotland has revealed what she asserts to
be ‘an overlooked literary tradition of realistic counter-representations in
works by women writers’. 57 Shields argues, ‘These women’s works provide a
corrective to a literary and historical perspective that associates Scotland with
romance and emotion, and England with realism and reason’. 58 She suggests
their work offers realistic depictions of life in Scotland in contrast to the
romantic of such as Walter Scott which continue to dominate images of
Scotland. Dorothy Wordsworth’s descriptions of homes she encountered and
the comparisons she makes between England and Scotland support in part
this perspective. Chapter 4 of this study, for examples, identifies the use of
‘dirt’ or ‘dirty’ no fewer than forty-one times, and sixty-nine negative
comparisons between Scotland and England, and the ‘Scotch’ and the English
in Recollections.
The placedness of women and women’s writing in the domestic need
not be perceived as an imprisonment imposed by cultural hierarchies, but
may be considered in the context of providing other perspectives. Stuart
Curran, for example, has argued for a ‘female poetics’59 that celebrates the
location and Anne K. Mellor suggests a ‘feminine Romanticism’ which exhibits
‘cultural power’ in a collection of ‘alternative poetic genres’. 60 However,
Mellor also argues that masculine and feminine Romanticism should not be
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perceived as binary opposites, but as part of a cline and corpus of individual
writers.
In the texts selected for discussion here, there are topics held in
common, and the over-arching link is the confessional nature of the works,
and women’s travel. The self consciousness in the writing of the women of
their different selves, not simply in locations of difference, but as women
changing and adapting to the changes in their lives brought about by father,
brother, husband is also a common trait in their writing. However, the style,
the genre, the women’s own attitudes to publication, are unique.
What women wrote, the conditions in which they wrote, were neither
independent of, nor without influence by, the familial and societal structures
and conditions in which they lived. Although those contexts were different
from those conferred on men, they did not confer on women a style of writing
general to all women. Nonetheless there is a self consciousness of social and
cultural place and the gendered hierarchy of which they are a part which can
be seen in the women’s writing examined in this study. Women’s awareness
of their conditions is evident in their response to those conditions, by means
of their creation and performance of self in their writing, regardless of the
genre to which readers confine or bind the writing. The women negotiate
their writerly performances of self through the boundaries of gendered
cultural norms, sometimes addressing the boundaries directly, sometimes
alluding to them, but there is a constancy of consciousness underlying their
performances.
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Chapter 3. Travel writing and the woman travel writer
From around 1550 to mid-nineteenth century, the Grand Tour drew British
travellers to the European continent. The tour offered opportunities to
travellers to classical Europe to walk in the footsteps of classical heroes. As
James Buzard argues, ‘The Grand Tour was from start to finish an ideological
exercise [whose] purpose was to round the education of young men of the
ruling classes…[T]he tour was a social ritual intended to prepare these young
men to assume leadership positions preordained for them at home’. 1 The
Grand Tour was essentially masculine and derived from classical education.
Masculine education was classical and the Grand Tour had the masculine
performative effect of locating men writers in classical, masculine history. The
journey positioned the travellers in locations of masculine, classically
authorised, cultural and social hierarchy for which the tour provided evidence
through its allusiary function to classical and genealogical history. The Grand
Tour functioned ‘to form the complete gentleman’ but equally it functioned to
provide opportunities for young men to have sexual encounters beyond
return. 2
However, the French Revolutionary and Napoleonic wars limited the
ability of the traveller to take the Grand Tour to Europe and historical events
encouraged travel to Scotland as the English traveller sought the landscapes
of England, Scotland and Wales. From the late eighteenth century, Scotland
had begun to attract travellers on what became known as the Home Tour. 3
There had been travellers to Scotland for many years and for many reasons,
but there were a number of factors which influenced the growth in tourism to
Scotland in the eighteenth century. By the beginning of the nineteenth
century, the British identity was beginning to grow out of the expansion of
Empire and of war in France, and, following the Act of Union of 1707, Scotland
began to seek new ways to define its own national identity.
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Scotland was perceived to be part of an expanding British identity and
travel to Scotland became part of the ‘Home tour’. The Home Tour increased
in popularity not only because of the perceived and inherent dangers of
travelling in Europe during war and revolution, however, it also grew out of
the ideological positions which called for nationalistic support of home and its
imagined communities.4 Patriotism for the home nation was an ideological
position which connoted moral virtue.5 Making the Home Tour was
perceived as an act of support and confidence in the nation. Travel in
Scotland had also carried risks, however, John Byrom argues that, following
the Jacobite Rebellion and the defeat at Culloden in 1746, and the increase in
Hanoverian rule in Scotland, those risks reduced. 6 He argues that the
improvement in roads and infrastructure carried out by General Wade made
Scotland more accessible for tourists and travellers.
The tour of Scotland had been made and recorded by writers and
travellers long before its popularity as the Home Tour, however. Martin
Martin, for example, a Gael and a member of the Royal Society visited and
mapped St Kilda in 1697, from which he produced, in 1698, A Late Voyage to
St Kilda, and, following a wider tour, he published, in 1703, A Description of
the Western Islands of Scotland.7 Thomas Pennant, a member of the Royal
Academy, travelled and published A Tour in Scotland, in 1769, and his Voyage
to the Hebrides in 1772. Pennant had a particular interest in folklore and
social culture and this fed into the Romantic interest in social conditions in
Scotland. 8 The Tour of Scotland occupied literary recognition, in the
emergence of Celtic bardic verse.
The rise in Romantic nationalism across Europe was another driving
element in the increasing popularity of the tour in Scotland. Following
previous writers’ routes not only had the function of informing the ensuing
traveller of the locations of the cultures identified, but, following the travelled
paths of earlier travellers, offered tourists planned routes. There was also the
element for tourists of stepping where well-known travellers had journeyed.
The texts of Samuel Johnson and James Boswell, for example, written on their
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tour of Scotland in 1773, suggested routes, provided descriptions of social
conditions, and of scenery, from which subsequent travellers were able to
gain an insight into Scotland. 9
The proximity of the Home Tour, although it reduced some of the
functions the Grand Tour had offered to men, meant that the opportunities of
travel were more accessible to women. By the beginning of the nineteenth
century, the tour of Scotland had become a literary tour. Much like the Grand
Tour had offered classical allusions, the Scottish Home Tour offered images of
Celtic and Gaelic culture, and of romantic ideologies of the ‘noble savage’, and
of ‘aesthetic infinity’. The cultural framework of aesthetic distancing offered
travellers the experience of situating themselves in the locus of artists and
writers taking up this framing. For women, the Home Tour offered
opportunities to locate themselves in literary history. The record of the tour
situated the writer in the history of the journeys made by previous notable
literary travellers, such as, Johnson and Boswell. The references to the
journeys of other travellers and to their works also provided another literary
lens through which travel writers might envision their literary selves and
through which to situate their work.
For the traveller to Scotland, routes were prepared which became
known as the Short Tour and the Long Tour. The Short Tour and the Long Tour
had already become established by the mid-eighteenth century and Tobias
Smollett, for example, in 1771, in Humphrey Clinker takes his group on the
Short Tour. Both tours began in Edinburgh, and routed to New Lanark to the
Falls of Clyde, followed the route to Glasgow and on to Loch Lomond, with
visits to Arrochar, Inveraray and Loch Awe. A later route was to pass where
the Duke of Atholl had constructed his own tourist site, in 1757, known as the
Dunkeld Hermitage. An artist was later commissioned by the Duke of Atholl to
paint Ossian in classical style with maidens. On the arrival of the tourist, the
painting open to reveal the Falls of Bruar. Mirrors had been installed which
magnified the effect and which further reflected the falls. The display of
fakery was either amusing or met with distaste.10 Dorothy Wordsworth, for
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example, treated it with vague amusement. The Long Tour varied but
travellers followed either Johnson and Boswell’s route from Edinburgh along
the east coast to Aberdeen, Inverness, and on to the Western Isles, or
alternatively, began in Edinburgh, moved to Glasgow, and to the Great Glen to
Fort William, Fort Augustus, and Inverness. Staffa and Iona were usually part
of the Long Tour, and their significance to travellers is likely to have arisen
from Johnson’s record of an ‘illustrious land, which was once the luminary of
the Caledonian regions, whence savage clans and raving barbarians delivered
the benefits of knowledge, and the blessings of religion’. 11
The travellers’ journey became a tourist route and sites on the route
developed, such as The Hermitage, but other locations acquired seats, viewing
platforms, or huts, and boats could be rented to journey on Loch Lomond. 12
Katherine Grenier argues that ‘Highlanders had long been objects of curiosity’
that suggests that they could no longer be ‘invested with the exotic allure of a
dying culture’. 13 Grenier suggests that the Romantic concept of the ‘noble
savage’ also meant that, as a trait of the Highlanders, this now was a positive
characteristic and that the Enlightenment theories of social development
considered the Gaels were not a separate culture but an earlier stage of
Scottish society, which incorporated a Highland heritage. As already
mentioned, the rise in Romantic nationalism also played a part in the increase
in literary tourism in Scotland and in the development of sites, such as
‘Ossian’s Hall’ at The Hermitage, Dunkeld. The Enlightenment and Romantic
lenses became ways of viewing and interpreting the tour. The eighteenth and
nineteenth centuries saw a rise in the influence of literature on the tour of
Scotland, for example, from the writing and popularity of Robert Burns and
Walter Scott. In the early nineteenth century, images of Scotland depicted in
Scott’s writing began to influence attitudes towards Scotland. For example,
the visit of George IV to Edinburgh in 1822 added a royal seal to the Romantic
ideologies and images which had grown, particularly as the king had worn a
kilt in Royal Stewart tartan.
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The palimpsestic nature of travel writing further encouraged the Home
Tour to Scotland and, when Boswell and Johnson made their tour of Scotland
in 1773, Richard Butler argues, the route they followed ‘became a much
followed tour’ inspiring many other writers, artists and literary figures to
travel to the historical monuments and landscapes they had identified in their
own writing.14 Andrew Hook asserts that the tour of Scotland ‘was
essentially a literary one’ and that the journey became synonymous with the
resulting text.15 The literary production of the tour was an intertextual
layering of the writer’s and others’ texts of their travels. There are many
examples of quotations, lifts, and revivals of the tours of other writers in
travel writing. The function and effects of such intertextuality are various.
Some descriptions of locations or directions to sites given in travel guides, for
example, may be extended by the writer traveller in a performance of
evidence of having set foot in places of historic interest. Grant alludes to
literary works, by writers such as James Macpherson and Walter Scott, and
juxtaposes her own experience and views of Scotland with those of wellknown literary personalities.16 Both Sarah Hazlitt and Dorothy Wordsworth,
for example, wind into their own journals the textual travel guidance of, such
as, Stark’s The Picture of Edinburgh or John Stoddart’s Remarks of Local
Scenery and Manners in Scotland during the years 1799 and 1800. 17 In a
familial and literary performance, Dorothy also cites William and Coleridge,
and, in her journal of her second tour in 1822, she references herself in an
assertion of prior knowledge of the location, which she applies in a
comparison of her first and her second observations and focus of gaze.
Following in particular the tour and literary production of Johnson and
Boswell, the practices of the traveller to Scotland in the nineteenth century
became inextricably linked with the practice of writing. The writer was a
traveller, but equally the traveller performed being a writer by the production
of a text, regardless of whether the intention was to publish the text. The
performance of writer was a coherent practice and a code of the nineteenthcentury traveller, therefore, which described it as a style to be repeated and
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performed by other travellers. Writers themselves distinguished their styles of
writing from previous or subsequent travellers by their categories of travel
and by their practices. Writers shaped their journeys to adopt a code of
performance. Styles and practices of travel established a coherence that not
only delineated one form of travel from another, but also established the
practices of that travel. On the other hand, some travellers sought to emulate
established or exemplary models, such as the ‘sentimental’ travel writings of
Laurence Sterne or Rousseau, which were models of style which others
performed in their journeys of the eighteenth century.
Travel styles developed identifiers, such as ‘sentimental’,
‘philosophical’, ‘picturesque,’ ‘curious,’ or ‘romantic’, which developed out of
the literary and social coherence of the travellers, their institutions and the
ideologies of the period. Women’s travel writing enabled women to perform
styles of writing which created them as writers. The established routes and
the literary genre provided contexts in which their identities as women
writers could be performed. Travel and tourism were not confined to the
wealthy and educated classes or the literati and a form of the ‘poor man’s
tour’ is acknowledged.18 But working women also travelled to seek work and
new employment and their presence in the landscape also provided a context
enabling women to travel. In Scotland, for example, it was not unusual for
women to travel. Sarah Hazlitt was able to travel alone in June and July in
Scotland, for example, because it was the time of year women sought
domestic or labouring work on farms and estates, and she writes how she was
assumed in some conversations to be a ladies’ maid.
Shirley Foster and Sara Mills draw attention to the ‘more iconoclastic
female travel writers [who] were also often disposed to ironise reliance on the
discursive convention which the picturesque had become’. 19 They cite the
example of Mary Shelley, who, while using the terms ‘picturesque’, ‘fantastic’,
and ‘sublime’ also ‘notes the inadequacy of language itself as a descriptive
tool’. Shelley argues that ‘cliché has become a substitute for experience’ and,
at the Falls of the Rhine, she writes with irony it ‘is always satisfactory to get
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the picturesque adjunct or two to add interest when, with toil and time, one
has reached a picturesque spot’. 20 This use of irony can also be seen in
Dorothy Wordsworth’s recollection in her first tour of Scotland of Coleridge’s
long struggle to find words to describe the Falls at New Lanark. The struggle
for a unique language of aesthetic to signify personal experience is not a
specifically female one, and Foster and Mills assert that male travellers felt it
was their duty ‘to chart unexplored territory’ but that they had ‘been formally
educated and equipped with the skills necessary to do so’. 21 Although
interests and skills are not in themselves gendered, they become culturally,
historically and socially relational, which, over time, locates those interests
and skills in gendered locations, and which may align those actions and
focuses as hierarchical because of gender. Sarah Hazlitt’s ability to chart her
route and record the miles she walked is neither a masculine nor a feminine
skill or interest, for example, but it is an interest for a traveller to be able to
chart their route and to record the progress of their journey.
The intertextuality in travel writing increases the veracity of the
recollection of the new journey by its connection to history, to literary figures,
in, what may be perceived as, a contextualisation in a genre, but it is also a
contextualisation in a social performance of self and other. As Judith Adler
argues, those ‘private letters, notes, and journals’ of travel writers
demonstrate that the writers ‘consciously practiced and perfected an art of
travel, not simply an art of travel writing. The texts were concerned with
innovating or reaffirming norms of travel performance and with providing
evidence that such norms had been honored in practice’. 22 The history of
travel and tourism after 1500, Adler argues, is the history of a ‘self-consciously
performed secular art’ and this study examines the performance of the art of
the journey, the writer, relationships, and the creation of the identity of the
woman.23
Mary Louise Pratt considers travel writing to be a ‘rhetoric’ which she
does not define as a genre but suggests ‘its heterogeneity and its interactions
with other kinds of expression’.24 The diaries, journals, reflections, and
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memoirs considered in this study are not confined to the genre of travel
writing, but they take for their themes and tropes, ideologies and
representations of self in changing landscapes. Pratt also argues that the
rhetoric of discovery in travel writing is masculine and that ‘in contrast with
male discovery rhetoric, seeing violates norms of conduct for [a woman’s]
gender’.25 A woman ‘is not to see but be seen, or at least she is not to be seen
seeing’. Pratt’s argument is that a difference between women’s travel writing
and men’s writing is not ‘of differing spheres of interest or expertise… but of
modes of constituting knowledge and subjectivity’. She argues that ‘the men’s
job was to collect and possess everything else …[but that] women travelers
sought first and foremost to collect and possess themselves’. Through their
writing, women travel writers therefore, were able to venture from private
spaces to public and ‘then back to the familiar and enclosed’. 26
The relational performance of identity in travel writing is not only a
performance created in gender binary distinctions, however, or of the
distinction of a self relational to changing landscapes, but there are also those
binaries of the hierarchical relationship of ‘traveller’ and ‘tourist’. Elizabeth
Hagglund in her study of women tourists and travellers argues that ‘critics
frequently rely on inadequate and inaccurate historical descriptions, in which
a golden age of travel is followed by a degraded one of tourism, an analysis
which is historically incorrect’. 27 Carl Thompson argues, ‘a readiness to
countenance danger, distress, and discomfort has become one of the criteria
by which many commentators distinguish a superior ‘traveller’ from a mere
‘tourist’, according to a subtly felt that pervasive cultural typology that came
into being in Hazlitt’s lifetime and it still operates in the twentieth and twentyfirst centuries’. 28 The notion of the traveller as being romantic and the
tourist as being something less worthy of admiration or as being less capable
of independent travel is also discussed by Roger Cardinal. 29 Cardinal explores
the concept of the Romantic traveller and offers the model of one who would
seek those features of risk, authenticity, ‘otherness without foreknowledge’,
‘the fertility of unprogrammed, nonchalant itineraries; the suggestive magic of
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distance and wildness; the excitement of tactile engagement; the equation of
strangeness with authenticity’.30
In addition to those debates associated with travel and literary
performance discussed by Hook and Adler, the perception of the journeyer is
also significant.31 René Wellek argues that Romantic literature is signified by
‘imagination for the view of poetry, nature for the view of the world, and
symbol and myth for poetic style’.32 These criteria develop further those
considerations of perception, not only the perception of the critic or reader of
the travel writing of the nineteenth century, but also the perceptions of the
writer traveller. The aesthetic perception, the imagination in the
development of myth in the performance of self as traveller, and the
interpretation of signs, are features which have been identified as those of
travel writing.
In travel writing there were the difficulties of language. Those
difficulties lay not only in the choice of words to express the veracity of
experience and the unique engagement of the traveller with the locations, but
also in describing the visual, and of providing an aesthetic visioning of it.
There was the difficulty of language choices not only to describe the visual,
but also the sensory nature of the encounter, and of illustrating the effect of
the landscape on the observer. Dorothy Wordsworth, for example, frequently
refers to the difficulties of language and of its inability to provide the detail of
the image in the moment. But for women writers there were additional
problems which were seated in the ideologies of beauty and the sublime, and
of aesthetic visioning, each of which was rooted in masculine gendered
perspective.
The concepts of beauty, passion, the senses, and aesthetics are framed
in masculinity. They attribute women with the inability to have the
understanding of such concepts unless they adhere to a process of
rationalising the agency of their gaze on an object. Man’s masculine
conception of beauty is of something separate from himself but which has the
power to engage a response which in itself has beauty. The response triggers
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an emotional reaction which is intellectualised as passion, sympathy, or
empathy. In Francis Hutcheson’s model, for the emotions to be engaged, a
series of processes is required, and each is generated from power – the power
inherent in the object of his gaze, the power generated by the object to
engage his response, and the intellectualised power which is subsumed by the
power of the emotion. 33
On the other hand, the concept of compassion, that is the sharing of
the passions and sentiment, is not an experience which occurs in isolation, but
is one shared, a social one, and this suggests a social experience, sociability,
and the socially idealised citizen. Adam Smith constructed the social being as
an agent with responsibility to practise sympathy reservedly. For Smith
sympathy was engaged in the observation, not of the passion itself, but of the
location of that passion, the agency of its being. But if the sympathiser
locates himself (and it is men who are indicated) in the place of the object of
the passion, it is clear that the sentiments raised are in the observer and not
in either the object or its location. The passion, the sympathy for the passion
perceived, is in the imagination of the observer. For Smith, a ‘socially adjusted
individual cannot just feel a passion’ but instead the individual must ‘reduce it
to harmony and concord with the emotions of those who are about him’. 34
The implication is that there is an ‘impartial spectator’, an arbiter of taste,
from whom all persons draw self restraint. It suggests that feelings,
sentiments, if not arbitrated by an ‘impartial spectator’ will overcome the self
and the self will be lost in the imaginings of the passions. The ideal citizen was
one who was the arbiter in Smith’s philosophy. Elizabeth Bohls asks the
question of whether there was a female Enlightenment, since eighteenth
century Enlightenment was essentially masculine.35
Aesthetics considers the ‘pleasures of imagination’ and is founded on
assumptions arising from the debates on the location of beauty and the
passions.36 Assumptions, such as the generic perceiver, disinterested
contemplation, and the distance autonomy of the aesthetic from the
utilitarian of the everyday, are masculine. Subjectivity, or experience, is
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fundamentally gendered, therefore the concept of a generic perceiver is one
which presents problems for women travel writers in discussions of aesthetics
and of women’s perception. Gender subjectivity informs perception and
therefore there cannot be a universal or disinterested spectator or idealised
citizen as in Smith’s theory of the impartial spectator. That which is proposed
is masculine and thus excludes female experience and perspective.
Tim Youngs argues that travel writing is ‘influenced, if not determined
by its author’s gender, class, age, nationality, cultural background and
education. It is ideological.’ 37 Women’s writing is a system of
representations and performances of women’s relational identity in their
public and private spheres of existence. However, as Elizabeth Bohls
highlights, there was, for women, societal and ‘systematic exclusion from
knowledge as cultural power’ and women’s discourses were gendered by the
differentiation of educational access and practices.38 Further, beyond the
text, there is the gendered reception of women’s writing and the value
judgements which limit its space and place in the literary canon. Kinsley
argues that she ‘produced a study of British home tour narratives by women,
not because they necessarily inhabit a realm of travelling experience and
authorship that is essentially different to men’s, but because many of these
female travellers have been neglected in comparison to the attention paid to
their male counterparts’. 39 Travel and travel writing were not unusual
occupations for women. Indeed, Kinsley identifies women’s ‘home tour
travelogues [to be] a significant group of writings’. Shirley Foster and Sara
Mills call for ‘a more complex model of gender and the way it interacts with
other factors’, such as social and cultural norms. 40
Sara Mills suggests that ‘discursive constraints work to produce often
conflicting and contradictory spatial frameworks’ and argues that there is no
single way in which women negotiate spatiality. 41 For some confinement is
the mode, but for others an acknowledgement of boundaries and
transgression of them may be either sanctioned or be performed as a
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‘strategy of resistance’. As Doreen Massey argues ‘it’s not just that the spatial
is socially constructed; the social is spatially constructed’. 42
In the nineteenth century those female gendered spaces of the
domestic and private life rose to be considered areas of expertise and ones
which make women especially good travellers. For example, the nineteenthcentury writer, Elizabeth Rigby asserted that knowledge of the domestic
equipped women to be punctual, brave, practical, and independent, and that
their attention to detail in the domestic made them aware of those details
which men may pass over.43 Rigby considered there was an inherent
difference between the male and the female focus and that the female vision
was particularly suited to travel. Harriet Martineau also argued, ‘I am sure, I
have seen much more of domestic life than could possibly have been
exhibited to any gentleman travelling through the country. The nursery, the
boudoir, the kitchen, are all excellent schools in which to learn the morals and
manners of a people’. 44 The cultural norms of the period suggested that a
woman’s focus in her writing should, therefore, be on family and the
domestic. But that focus has also been cited as a criticism of the limits of
women’s gaze.
However, the confinement of women to domestic, not public, space
and to the social relations of the family were also challenged by women who
travelled. Moreover, the protection of the woman in the domestic space and
by the husband, father, brother, in the social relations established by the
space, were also challenged. Assertions that women needed to be protected
in a confining space of familial social relations is shown in women’s travel
writing to be a fiction. Indeed, had there been such a need it is likely there
would have been far more accounts by women of attack or of rape,
particularly given the personal, private, and confidential nature of women’s
travel writing. But in fact there are few, and what is found instead, is accounts
of women’s strategies to circumvent any likelihood of attack by men. That is
to not to say attack was not likely but rather that its potential was in female
consciousness and that consciousness required a preparatory performance to
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deter or reject it. Nonetheless, women’s own fears and awareness of the
possibility of attack are evident, and it is that awareness which is spatially
relational.
Moments of spatial confrontation which engender fear appear in
women’s travel writing as experiences of the sublime. Sara Mills argues that
that ‘the sublime is a moment of confrontation between a solitary individual
ego and a landscape where these problems in conflict and otherness are
resolved; it is a question of the subject controlling the landscape through
controlling their visual sensations, thus consolidating their position as a
unified seeing object.’ 45 The spaces in which women travel writers’ fears are
raised are those in which their relation to the site of the sublime are located.
For example, in Dorothy’s second tour she encounters two men on the road
to Elvanfoot. Dorothy records that it was Joanna, who voiced fears and raised
doubts in Dorothy for her safety without the protection of her brother. Having
encountered the men again later that day at the inn at which the women
stayed, Dorothy remained alert all night in fear of attack.
Eighteenth century considerations of the sublime, illuminated by
Joseph Addison and Edmund Burke, argue that the sublime is an ideological
state brought about in response to the physical location of the body in the
space of features of nature which are perceived to be threatening.46 The
threat might be perceived through scale, of the smallness and insignificance of
the human form in landscapes of great height or vastness, for example, or the
lightness of the human form in contrast to the weight, darkness, and
significance of the overwhelming nature of the land. Such spatial relations act
upon both men and women, and so, although it was suggested that the
sublime was masculine and that beauty was feminine by means of the subject
position, the sublime is not a gendered ideological state.
Patricia Yaeger suggests that the sublime is the attempt ‘in words and
feelings [to] transcend the normative, the human’. 47 However, this
transcendence by its nature is an assertion of power over the relations
created in the space but, moreover, is an assertion of place against the spatial
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relations of those which exist in ‘the normative’ ideologies held by the woman
traveller and established and exacerbated by relational performance to the
state apparatus and its places and spaces in which the sublime arises. Men
and women, therefore, create their places and transcend their positions to
the sublime in gendered ways. The transcendence of the sublime is also a
spatial relationship of power, and authority over space creates other special
layers for transcendence by means of women’s gender relational
performance, as authority is not perceived to be a female place.
I have argued here that a difficulty with the philosophies of aesthetics
and the sublime is that they exclude feminine experience – man is the subject.
Elizabeth Bohls argues, Edmund Burke ‘seems to take the masculine gender of
the aesthetic subject for granted…A subject confronted by the sublime…is
effectively feminized, put in a weak and passive position.’ 48 In a masculine
subject position, the response is to the sublime is passivity and weakness,
which Bohls interprets as being ‘effectively feminized’. Such a subject
position creates difficulties of inclusion of women in the context of ideologies
of experience. For Burke, argues Bohls,
‘the subject’s position in a hierarchy of human power
relations determines not only aesthetic response, but the
individual’s entire experience of the world, encompassing
“aesthetic” as well as “practical” aspects – as when he
asserts that “we submit to what we admire, but we love
what submits to us”. Admiration or awe is our aesthetic
response to sublime power, love is our aesthetic response to
beauty…The aesthetic emotions of love and awe, in Burke’s
world, both pivot around the question of power.’49
Bohls argues that Dorothy Wordsworth breaks out of the ‘passive,
framing or objectifying stance typical of landscape aesthetics at the time…
[and] recasts the detached passivity of aesthetic contemplation as productive
action.’50 In Chapter 4, I suggest that Dorothy’s object positioning of women
in domestic locations she describes, effectively creates her as active subject,
empowered by her sense of ‘proper’ female place.

67

In the example of Dorothy’s experience at Elvanfoot, which she
records in the journal of her second tour, Dorothy Wordsworth sought to
distance herself from the sublime and she achieved it through and enclosure
of space. She confined herself and Joanna in fear of the location and what it
had generated. Sarah Hazlitt’s treatment of the sublime contrasts with that of
Dorothy. By continuing to walk, she rose higher to be above and to overcome
the effects of the sublime. Sarah Hazlitt describes her climb upwards and
above the darkness of a valley and walked to heights above what then
revealed itself to be domestic spaces – scenes of cottages lit below – but
which are gendered as ‘gentleman’s cottages’.51 There is no one way that
women take up a position in response to spatially constructed relations in
their travel writing. For Dorothy, in the example illustrated, the response was
to reject the spatial challenge and to seek safety in a confined locus: for Sarah,
her response was to walk, to place her body, step-by-step, and thus to assert
authority – spatial authority – and to conclude by looking down on the
domestic which she subverts by gendering it masculine. Dorothy’s treatment
of the sublime and the aesthetic are set often in juxtaposition. In her account
of the first journey made with her brother, however, there is not simply a
female gendered approach to the sublime, but one which is different for each
subject position taken up in different spatial locations and the relationships
generated within them and around them.
While female space remained the domain of the family and the
domestic, entry to a woman’s own married household was gained by
negotiating a social identity in public spaces. 52 In Edinburgh, for example,
polite society did not entirely confine women in internal domestic spaces.
Indeed, The Meadows on the boundaries of the old city of Edinburgh, was a
public place for élite young men and women to walk and to converse and to
socialise together. The Assembly rooms, a space which was for some time
managed by women, was also a public space for entering social and public
places.53 Elite women were expected to travel, however. The location of
women in the social élite necessitated travel for social purposes, and, Glover
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argues, travel for élite women enabled their self and social location to be
positioned with polite society.54 Travel for élite women was also part of their
education and for the development of the accomplishments expected of a
woman of social position. For example, Elizabeth Grant’s travel in Belgium
necessitated lessons in dance. But travel was also an important part of the
lives of working women, such as those seeking employment on estates or in
country houses. There were times of year when staff were changed and when
women walked to seek new employment. Indeed, Sarah Hazlitt’s ability to
walk alone through Scotland without comment that the practice was out of
place, was facilitated by her journey taking place at a time when working
women travelled to new employment. Sarah Hazlitt was, for example, taken
to be a lady’s maid by the woman she encounters at Crieff. The reasons for
women to travel are diverse.
The purposes of travel have suggested choices of language for
describing the traveller. For example, Paul Fussell draws a distinction
between 'exploration', 'travel', and 'tourism'.55 He asserts that 'the explorer
seeks the undiscovered, the traveller that which has been discovered by the
mind working in history, the tourist that which has been discovered by
entrepreneurship and prepared him by the arts of mass publicity.' This
discussion is considered by Thompson, who considers the distinction to be
hierarchical, though not gender hierarchical. However, Hagglund makes
comparisons between Cardinal’s Romantic model of traveller and the tourist
model developed by John Urry and argues that Urry’s model of the tourist
‘places all five [women explored in her study] clearly within the tourism model
and underlines their separateness from the Romantic ideology’. 56 Hagglund
further argues, ‘a comparison of the ‘Romantic travel’ model with the writings
of many men who travelled to Scotland during the period 1770 - 1830 reveals
a similar pattern’.57 This would seem to suggest an equality of the traveller
and tourist, rather than the more frequently asserted hierarchy. Although
Urry’s work is concerned with practices of the twentieth-century, not the
nineteenth, there are aspects of his nine-point model, such as the gaze which
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may be applied to nineteenth-century travel. However, this study is
concerned with the practice of the literary production of the traveller, and the
social and cultural performance of the Romantic writer traveller. 58
Other binary distinctions have been drawn in discussions of the
traveller and the tourist, the gaze and locus, engagement and disinterest.
Stephen Wearing, Deborah Stevenson, and Tamara Young draw on the
concepts of flâneur and choraster.59 The flâneur is a stroller, a loiterer, one
who walks without an apparent purpose, but who is acutely aware and
knowledgeable of the streets through which he walks. The character is
distinctly male. Betsy Wearing and Stephen Wearing argue that ‘The purpose
of tourism was to establish (well bounded) identities and enhance wellbeing.60 The concept of the flâneur captures this set of conceptions. The
flâneur browses and observes, and escapes the workaday world for a brief
moment of leisure. This is only possible for gentleman with independent
wealth who can avoid onerous work. They can be no female flâneuses
because such freedom and independence to wander were not granted to
women in the 19th century.’
In binary opposition to the flâneur is the choraster. The choraster is
regarded as ‘the active women traveller who empathises with the places she
visits and gives her personal contribution to transforming reality’. 61 The
concepts of flâneur and choraster are distinctly gender binary in this
argument. For the choraster, there is the search for a growth process in the
physical journey: for the flâneur, the tour is a self-affirmation of image and
the tour is directed by the need to confirm, assert, not to recreate, the self.
Wearing and Wearing consider the tourist ‘becomes a creative, interacting
‘choraster’ who takes home an experience which impacts on the self in some
way’.62 The interpretation of leisure spaces as the chora, or body, suggests
that the interaction with travelled space is a physical and conscious act which
leaves its mark on the body of the traveller. It also suggests that the traveller
is part of the body of the travelled space, so that on leaving it, part of the
space is carried in the body of the traveller.
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Although there are wider possibilities of understanding the
performance and engagement with landscapes and places by the use of these
binary terms, the concept of the chora suggests a space which is open to
possibilities and which is not delineated by masculine hierarchical privilege,
and in which the woman traveller/choraster may observe from a distance,
gaze, be a voyeur, but it also establishes a space of gender subjectivity and
confines possibilities of disassociated female identity because it is separate
from public space, and further strengthens the ideology of public space being
masculine and women needing different spaces.
In her discussion of dichotomy, Raia Prokhovnik suggests that
‘Distinguishability is clearly essential to being able to make evaluations, and so
it is easy to see why the notion of the distinction is synonymous with a
virtuous attribute… However, the presupposition that it is habitual in
dichotomous thinking leads in turn to the habitual and presumptive extension
of distinction into opposition’.63 Prokhovnik argues that ‘a dichotomy is a
hierarchical opposition [which is] an opposition between two identities,
hierarchical ordering of the pair, the idea that between them this pair sum up
and define a whole, and the notion of transcendence.’ What is of particular
interest to me is her third feature which suggests that dichotomous pairs form
a whole and together define the range of possibilities. That range of
possibilities exists in the consideration of the traveller as the choraster, but
rather than separate and divide the flâneur and the choraster, the two
together in unity offer a range of possibilities of engagement with landscape
and of understanding self in the landscape. But, in an oppositional ideological
position, each part is dependent on the other for position and for its definition
of not being the other, and as Judith Butler notes, ‘oppositions are, after all,
part of intelligibility’. 64
Travel writing is a first person, confessional genre writing concerned
with self, performativity, subjectivity and relational construct, which arise
from a Western European conception of selfhood, in which the self is a
distinctive individual autonomy, juxtaposed to other identified whole beings,
71

and to social and environmental contexts. But the performance, creation, and
construction of self in first person writing positions the writer traveller in
changing locations which contrast the writer’s changing and relational self in
locations of difference. By the very nature of travel writing, the self in the text
is relocated, reconstructed, and recreated in the transition of the writer. The
self is therefore transitive. Travel writing is a medium of creation of relational
identity reflected in the aesthetically distanced and journeyed locations.
Peter Heehs argues that ‘some critics… suggest[…] that first-person
writings are tools of self-construction: not just accounts of what happened
that ways of moulding the stuff of the past into models of what the writers
wish to be.65 To such critics, writing an account of one’s life is an act of selfcreation.’ Heeh’s asserts, Rousseau’s Confessions is the ‘prototypical modern
memoir’. Much of its content was considered scandalous by eighteenthcentury readers and, as a result, could be considered true, but historians have
shown that much of the apparently intimate and outrageous behaviour
recorded in the text was a fiction. That writers record humiliations, scandals,
and other misadventures of their lives in their memoirs and other
confessional writing, does not necessarily mean that what is written is the
truth. Writing is a literary and artistic performance. It is an art, and creation of
a self for another to read, to perceive, and to engage with. The character in
the literary performance is a persona, a creation, or, as Alain Girard argues,
‘the image of the self’. 66 Literary techniques are employed in the creation of
the protagonist. Hyperbole is frequently employed. Indeed, Chard’s study of
hyperbole in travel writing shows that the technique is used to emphasise the
veracity of the record.67 However, there is no single truth being recorded, but
instead an elaboration and an interpretation of it, to create a literary
performance of personal experience. The reader - the writer’s audience - is
expected, though perhaps not consciously, to suspend disbelief as she enters
the world on the stage of the memoirist and writer traveller so as to accept
the writer’s version of her ‘truth’.
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Although the reader expects a literary interpretation of the writer
traveller’s experiences and an aestheticization of landscapes and peoples
encountered, it may not be so evident that the persona, the protagonist, the
author, the self in the first person text, is also on the stage and performing a
self. A private and personal diary, on the other hand, may be said to present a
performance of self to the self which may serve as a means of reminding the
self of weaknesses and failures which have been, or remain to be, overcome.
In an observation of the need to keep a diary, the seventeenth-century
scholar Roger North argued that they were a useful reminder of ‘exorbitances’
and personal imperfections. 68 This observation by North is an interesting one
in the context of Sarah Hazlitt’s writing. Hazlitt records her expenditure, the
miles she walked, the funds she requested, awaited and received and from
whom. Her accounts of her own spending are selective. She does not, for
example, record the cost of her accommodation on her walking tours: she
does, however, record the cost of joining the library on arrival in Edinburgh.
She records conversations in some detail which relate to the money she is
owed by William Hazlitt. This careful selection to record some but not other
‘exorbitances’ serves to develop a persona of Sarah as wise and as a careful
record keeper, and to develop one of William, in terms of nineteenth century
cultural norms, as a poor husband, who does not support his wife.
Amiel considered diary writing restored ‘equilibrium of consciousness,
… [and] inner health’. 69 By means of writing down and thus, concretising the
writer’s thoughts and evaluations of the day, the self, he believed, was
restored. The performative effects of personal narratives in re-establishing or
creating a self are also considered by Judith Adler, who argues,
‘The traveller whose activity lends itself to conceptual
treatment as art is one of whose movement serves as a
medium for bestowing meaning on the self and the social,
natural, or metaphysical realities through which it moves.
Performed as an art, travel becomes one means of
“worldmaking” and of self-fashioning’. 70
The personal narrative of a journey is one in which worlds are created and
new identities in those worlds are performed. For women travel writers of
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the nineteenth century their personal narratives offered opportunities in
which to create new worlds and new selves in those worlds. Furthermore, in
their narratives the women are the subject. Travel narratives were a medium
for performing a self in contexts other than those of the familiar self.
Jonathan Culler argues that the traveller finds significance in all she
finds. All that is found to be different may be conceived as a sign, not only of
the people and places through which the writer traveller travels, but also of
the extent of difference of the self positioned in contrast to them. 71 The
signifiers of difference therefore are developed, extended and applied in the
art of travel and the performance of the art. The art of travel is the
imaginative construction of self with other in places of difference. The
transitory encounter may be concretised in journals and memoirs, or it may
be evidenced in the graffiti left by the passing traveller. The reader and the
critic are also subject to those perceptions of significance.
A strategy employed by travel writers to contextualise their own
journey in that of previous travellers, and therefore to distinguish their
journey from those made by previous travellers, was to cite and to
intertextually layer extracts from other travel texts. For example, when
describing particular locations, both Hazlitt and Wordsworth draw on guides
and texts produced by earlier male travellers. In some instances, they
acknowledge their sources and so position their writing alongside masculine
authority and knowledge, but in other examples they plagiarise texts and so
take up the masculine position as their own. A discourse strategy for all
writers to be situated relationally to the positions they wish to take up is to
layer their own writing intertextually with the work of other writers
recognized to have authority in the field or location. Women writing on
matters of scientific, historic, or public knowledge, therefore, interwove the
writings and knowledge of those who were recognised authorities so their
work might also be considered authoritative. The other writers were, in the
main, men. Hazlitt and Wordsworth, for example, use guidebooks on their
journeys, such as those by Stoddart and Stark, and they copy sections of those
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texts into their own. 72 Such intertextuality authorises their own work, and
provides another layer of veracity to their accounts.
The intertextuality in their work produced a multi-vocal effect, and this
multi-voiced nature of women travel writers’ texts enabled the perspective in
the texts to be heteroglossic so as to offer ‘specific points of view on the
world’ and thus provide not one female point of view but a multi-voiced and
masculine contextualised perspective, which enabled the text to have the
authority of context not only of authoritative knowledge, but also the
contextualisation of the voices of experience of previous travellers which
authenticated the experience of the woman traveller. 73 James Buzard has
observed that the ‘Continental tour seemed to be surrounded and regulated
by a variety of guiding texts’ and that such intertextual layering was a feature
not only of women’s writing but of travel writing as a genre, and that its
function was to map out the boundaries of the travel record, but moreover to
‘stake out new territories with one’s own text’. 74 In women’s writing, this
contextualisation and dialogicality serves also to align women’s writing in the
literary history of the tour and to position it outside of the cultural, social and
historical boundaries of ‘women’s writing’. One of the other effects of
intertextual alignment is to provide a lens of experience for the travel writer.
Hazlitt interweaves John Stark in her diary, recorded at the time of her travels
and, therefore, provides the lens of experience in the moment of travel and in
the immediacy of the reflection on the moment. 75 The diaries written in the
present, and the intertextuality is a direct experiential lens. Wordsworth, on
the other hand, wrote her texts sometime after the event, and the use of
intertextuality, although it provided a reflective lens on her experience, also
offered an assurance to herself of the genuine nature of her experience and
as an aide memoir to her recollections.
Key themes in women’s travel writing were place, space, and women’s
location. A woman’s place in the nineteenth century in Britain was, as it
always was and will be, changing. Women’s socially constructed place in the
home, the domestic, the family was challenged, not only by the women
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themselves, but also by men. Marriage, for example, by the end of the
nineteenth century no longer meant that the woman, and all that was hers,
became the possession of her husband, and the rights of women in the family
were, slowly, beginning to change. The changing place of women in the
nineteenth century might also be reflected in their changing identities and in
women writers’ exploration of internal spaces, but to explore such spaces also
meant leaving the places of identity, as well as security, that is the family and
the home. To explore, women had to move, not only their physical selves, but
also their contextual selves.

76

Notes to Chapter 3: Travel writing and the woman travel writer
1

See James Buzard, ‘The Grand Tour and after (1660-1840)’ in Peter Hulme and Tim
Youngs (eds) The Cambridge Companion to Travel Writing (Cambridge: Cambridge
University Press, 2002) 38-42.
2
Thomas Nugent, The Grand Tour, 3rd edition (London: 1778), xi, cited in Buzard,
‘The Grand Tour and after (1660-1840)’, 41.
3
See Glenn Hooper ‘The Isles/Ireland: the wilder shore’ in Peter Hulme and Tim
Youngs (eds.) The Cambridge Companion to Travel Writing (Cambridge: Cambridge
University Press, 2002) 174
4
Benedict Anderson, Imagined Communities: Reflections on the Origins and Spread
of Nationalism (London: Verso, 1991 [1983])
5
See Katherine Turner, British Travel Writers in Europe, 1750-1800, authorship,
gender and national identity, Studies in European Cultural Transition, 10 (Aldershot:
Ashgate, 2001) 206 ; and Zoë Kinsley, Women Writing the Home Tour, 1682 – 1812
(Aldershot: Ashgate, 2008)
6
J.D Byrom, The Lure of the Tour: Literary Reaction to Travel in Scotland, 1760-1833
(University of Aberdeen: 1997), 1.
7
Martin Martin, A Late Voyage to St Kilda, (1698), and A Description of the Western
Islands of Scotland (1703) (Farmington Hills, Mich.: Thomson Gale, 2005)
8
Thomas Pennant, A Tour in Scotland, and a Voyage to the Hebrides, 2 vols.
(London: Benjamin White, 1772). See also Thomas Pennant, A Tour in Scotland and
Voyage to the Hebrides, 1772, ed. by Andrew Simmons (Edinburgh: Birlinn, 1998)
9
Samuel Johnson, A Journey to the Western Islands of Scotland was published in
1775, and James Boswell, The Journal of a Tour to the Hebrides, with Samuel Johnson,
LL.D. was published later in 1785. The journey was made by Johnson with the
company of Boswell in 1773. See James Boswell and Samuel Johnson,
A Journey to the Western Islands of Scotland and the Journal of a Tour to the
Hebrides, Peter Levi, ed. (New York: Penguin, 1984)
10
For further discussion see David Irwin, ‘A Picturesque Experience: The Hermitage of
Dunkeld’, The Connoisseur, 187 (Nov.1974), 196-202; Katherine Haldane Grenier,
Tourism and Identity in Scotland, 1770-1914 (Aldershot: Ashgate, 2005) 34-37.
11
Samuel Johnson, A Journey to the Western Islands of Scotland, Peter Levi, ed. (New
York: Penguin, 1984) 140-141.
12
See John Stoddart, Remarks on Local Scenery & Manners in Scotland during the
Year 1799 and 1800. Vol1 (London, 1801)
13
Katherine Haldane Grenier, Tourism and Identity in Scotland, 1770-1914
(Aldershot: Ashgate, 2005) 51.
14
Richard W. Butler, ‘Evolution of Tourism in the Scottish Highlands’, Annals of
Tourism Research, Volume 12, Issue 3, 1985, 371–391
15
A. Hook, ‘Scotland and Romanticism: The International Scene’, in History of
Scottish Literature, Volume 2, 1660-1800, ed. by Andrew Hook (Aberdeen: Aberdeen
University Press, 1987) 321.
16
For a discussion considering literary allusions to Ossian the purpose of eliciting
sentimentality from readers, see Fiona Stafford’s The Sublime Savage: a study of
James Macpherson and the Poems of Ossian (Edinburgh: Edinburgh University Press,
1988) 171-734. Examples include James Boswell in Boswell’s London Journal: 1762-3.
Ed. Frederick A. Pottle. (New Haven: Yale University Press, 1992) and Samuel Johnson
and James Boswell. A journey to the Western Isles of Scotland, and The Journal of the
Tour of the Hebrides (London: Penguin, 1984). James Macpherson, Fingal, An Ancient
Epic Poem in Six Books: Together with Several Other Poems Composed by Ossian, the
77

Son of Fingal (London: Printed for T. Becket and P.A.DeHondt, 1762); and, The Works
of Ossian, the Son of Fingal. Translated from the Gaelic Language by James
Macpherson. 2 vols. (London: Printed for T. Becket and P.A. DeHondt, 1765). See
also, Howard Gaskell (ed), with an introduction by Fiona Stafford, The Poems of
Ossian and Related Works (Edinburgh: Edinburgh University Press, 1996); Nigel
Leaske, ‘Fingalian Topographies: Ossian and the Highland Tour, 1760-1805’ in Journal
for Eighteenth-Century Studies, Volume 39, Issue 2, June 2016, pp. 183–196
17
For an analysis of the texts referenced in Wordsworth’s and Hazlitt’s journals of
their tours of Scotland, see Elizabeth Hagglund, Tourists and Travellers: Women’s
non-fictional writing about Scotland, 1770-1830. (Bristol: Channel View Publications,
2010) and for a selection of guides on which travellers to Scotland may have drawn
see Hagglund’s list in Appendix Six, 207-110. The texts consulted include John Stark,
The Picture of Edinburgh, containing a Description of the City and its Environs, with
particular account of every remarkable object, and public establishment, in the
Scottish Metropolis (Edinburgh: A. Constable, 1806; 2nd edition, 1819; 3rd edition,
1820; 4th edition, 1823; 5th edition, John Fairbarn, 1835) and John Stoddart, Remarks
on the Local Scenery and Manners of Scotland, 2 vols (London, 1801). John Stoddart
was the brother of Sarah Stoddart Hazlitt. He was a lawyer and a former editor of
The Times.
18
Judith Adler, 'Youth on the Road: Reflections on the History of Tramping.' Annals of
Tourism Research Volume 12, Issue 3, 1985, 335–354.
19
Shirley Foster and Sara Mills (eds), An Anthology of Women's Travel Writing,
(Manchester: Manchester University Press, 2002), 93.
20
Mary Shelley, Rambles in Germany and Italy in 1840, 1842 and 1843, 2 vols
(London: Moxon, 1844), 49-52, and 18-21.
21
Shirley Foster and Sara Mills (eds), An Anthology of Women's Travel Writing,
(Manchester: Manchester University Press, 2002) 93.
22
Judith Adler, ‘Travel as Performed Art’, American Journal of Sociology, Vol.94, No.6
(May, 1989), 1366-1391 (Chicago: University of Chicago Press, 1989) 1367
23
Judith Adler, ‘Travel as Performed Art’, 1368
24
Mary Louise Pratt, Imperial Eyes: Travel Writing and Transculturation (New York:
Routledge, 1992), 12.
25
Pratt, Imperial Eyes, 103.
26
Pratt, Imperial Eyes, 157.
27
Elizabeth Hagglund, Tourists and Travellers: Women’s non-fictional writing about
Scotland, 1770-1830. (Bristol: Channel View Publications, 2010).
28
Carl Thompson, The Suffering Traveller and the Romantic Imagination (Oxford:
Clarendon Press, 2007).
29
Roger Cardinal, 'Romantic Travel’ in Roy Porter (ed.), Rewriting the Self: Histories
from the Renaissance to the Present (London: Routledge, 1997), 147-148.
30
Roger Cardinal, 'Romantic Travel’, 147-148.
31
Judith Adler, ‘Travel as Performed Art’, American Journal of Sociology, Vol.94, No.6
(May, 1989), 1366-1391 (Chicago: University of Chicago Press, 1989) 1367, and A.
Hook, ‘Scotland and Romanticism: The International Scene’, in History of Scottish
Literature, Volume 2, 1660-1800, ed. by Andrew Hook (Aberdeen: Aberdeen
University Press, 1987) 321.
32
René Wellek, Concepts of Criticism, (ed.) S. G. Nichols Jr. (New Haven: Yale
University Press, 1963), 326.
33
Francis Hutcheson, An Essay on the Nature and Conduct of the Passions and
Affections, with Illustrations on the Moral Sense, ed. Aaron Garrett (Indianapolis:
78

Liberty Fund, 2002). Available at http://oll.libertyfund.org/titles/885. [Accessed May
2017].
34
Adam Smith, The Theory of Moral Sentiments, A.D. Raphael and A.L. Macfie (eds)
(Oxford, 1976), 22, in Hook, 1989, 285-286.
35
Elizabeth Bohls, Women Travel Writers and the Language of Aesthetics 1716-1818
(Cambridge: Cambridge University Press, 1995).
36
Joseph Addison, ‘Essays by Joseph Addison’, Spectator, No. 411, June 21, 1712.
37
Tim Youngs, (ed.), Travel Writing in the Nineteenth Century: Filling the Blank
Spaces (London: Anthem, 2006).
38
Elizabeth Bohls, Women Travel Writers and the Language of Aesthetics 1716-1818,
1.
39
Zoe Kinsley, Women Writing the Home Tour, 1682-1812, (London: Ashgate
Publishing Limited, 2008).
40
Shirley Foster and Sara Mills, eds., An Anthology of Women's Travel Writing
(Manchester and New York: Manchester University press, 2002), 3.
41
Sara Mills, ‘Gender and Colonial Space’ in Gender, Place and Culture: A Journal of
Feminist Geography, Vol. 3 No.2, July 1996, 125-148.
42
Doreen Massey, Space, Place, and Gender (Minneapolis: University of Minnesota
Press, 1994) 254.
43
Elizabeth Rigby, ‘Lady Travellers’, Quarterly Review LXXVI, No. CLI, 1845, cited in
Shirley Foster, Sara Mills, An Anthology of Women's Travel Writing, (Manchester:
Manchester University Press, 2002), 10.
44
Harriet Martineau, Society in America, 2 vols. (London: Saunders and Otley, 1837)
in Shirley Foster, Sara Mills, An Anthology of Women's Travel Writing, (Manchester:
Manchester University Press, 2002), 11.
45
Sara Mills, ‘Gender and Colonial Space’ in Gender, Place and Culture: A Journal of
Feminist Geography, Vol. 3 No.2, July 1996, 126.
46
Joseph Addison, ‘Essays by Joseph Addison’, Spectator, No. 411, June 21, 1712,
Edmund Burke On the Sublime and Beautiful. Vol. XXIV, Part 2. (New York: P.F. Collier
& Son, [1756]1909–14) Available at www.bartleby.com/24/2/. [Accessed May 2017]
47
Patricia Yaeger, ‘Toward a feminine sublime’, in L. Kaufman, ed., Gender and
Theory: dialogues on feminist criticism (Oxford: Blackwell, 1989), 192.
48
Elizabeth Bohls, Women Travel Writers and the Language of Aesthetics 1716-1818,
217-218.
49
Elizabeth Bohls, Women Travel Writers and the Language of Aesthetics 1716-1818,
217.
50
Elizabeth Bohls, Women Travel Writers and the Language of Aesthetics 1716-1818,
117.
51
Sarah Hazlitt, Journal of My Trip to Scotland. Journal entry for 1st June at the Carse
of Gowry, in Willard Hallam Bonner, (Ed.) ‘The Journals of Sarah and William Hazlitt
1822-1831’, University of Buffalo Studies, 1959, 24 (3), 171-25.
52
For further discussion, see, Katherine Glover, Élite Women and Polite Society in
Eighteenth-Century Scotland (Woodbridge: Boydell and Brewer, 2011)
53
Katharine Glover, Élite Women and Polite Society in Eighteenth Century Scotland
(Woodbridge: Boydell Press, 2011), 68-71.
54
Katharine Glover, Élite Women and Polite Society in Eighteenth Century Scotland,
139-165.
55
Paul Fussell, Abroad: British Literary Travelling Between the Wars (Oxford: OUP,
1980) 37-41

79

56

Elizabeth Hagglund, Tourists and Travellers, 12. Hagglund discusses John Urry, The
Tourist Gaze: Leisure and Travel in Contemporary Societies, (London: Sage
Publications, 1990).
57
Elizabeth Hagglund, Tourists and Travellers, 12.
58
Elizabeth Hagglund and Thompson cite Fussell, Buzard and Culler, in Paul Fussell,
Abroad: British Literary Travelling Between the Wars (Oxford: Oxford University
Press, 1980) 37-41; James Buzard, The Beaten Track: European Tourism, Literature
and the Ways to 'Culture', 1800-1918 (Oxford: Oxford University Press, 1993), 1-17;
and Jonathan Culler, ‘The Semiotics of Tourism’, in Framing the Sign: Criticism and its
Institutions (Oxford: Basil Blackwell, 1988), 157
59
Stephen Wearing, Deborah Stevenson, and Tamara Young, Tourist Cultures:
Identity, Place and the Traveller. (London: Sage Publications, 2010). For further
discussion on the flâneur see Edmund White, The Flâneur: A Stroll through the
Paradoxes of Paris. (London: Bloomsbury, 2008), Betsy Wearing and Stephen
Wearing, 'Refocusing the tourist experience: the flâneur and the choraster', in Leisure
Studies, Vol 15: 229 (1996) and Walter Benjamin, The Arcades Project.
60
Betsy Wearing and Stephen Wearing, 'Refocusing the tourist experience: the
flâneur and the choraster', in Leisure Studies, Vol 15: 229 (1996) 234.
61
Giovanni Maciocco, Silvia Serreli (Eds) Enhancing the City.: New Perspectives for
Tourism and Leisure. (London: Springer 2009) 317.
62
Betsy Wearing and Stephen Wearing, 'Refocusing the tourist experience: the
flâneur and the choraster', 234.
63
Raia Prokhovnik, Rational Woman: A Feminist Critique of Dichotomy (London:
Routledge, 1999).
64
Judith Butler, Bodies that Matter: on the discursive limits of “sex”. (London:
Routledge, 1993) xi.
65
Peter Heehs, Writing the Self: Diaries, Memoirs, and the History of the Self
(London: Bloomsbury, 2013) 6.
66
Alain Girard, Le journal intime (Paris: Presses universitaires de France, 1963) xix.
Cited in Heehs, 2013, 8.
67
See Chloe Chard, Pleasure and Guilt on the Grand Tour: travel writing and
imaginative geography 1600–1830 (Manchester: Manchester University Press, 1999)
68
Roger North. General Preface & Life of Dr John North. Peter Milard (ed.) (Toronto:
University of Toronto Press, 1984). Cited in Peter Heehs, Writing the Self: Diaries,
Memoirs, and the History of the Self , 8.
69
Henri-Frédéric Amiel. Amiel’s Journal. Trans. By Mrs Humphrey Ward. Project
Gutenberg. http://www.gutenberg.org/ebooks/8545, July, 2005 [EBook #8545]
[Accessed May 31, 2013].
70
Judith Adler, ‘Travel as performing art’, 1368. Adler’s use of the term,
‘worldmaking’, is taken from Nelson Goodman, Ways of Worldmaking (Indianapolis:
Hacket Publishing, 1978)
71
Jonathan Culler, ‘The Semiotics of tourism’, in Framing the Sign: Criticism and its
institutions (Norman, Oklahoma: University of Oklahoma Press, 1989) 153-67
72

Wordsworth and Hazlitt draw on John Stark, The Picture of Edinburgh, containing a
Description of the City and its Environs, with particular account of every remarkable object,
and public establishment, in the Scottish Metropolis. (Edinburgh: A. Constable, 1806; 2nd
edition, 1819; 3rd edition, 1820; 4th edition, 1823; 5th edition, John Fairbarn, 1835.
Wordsworth also drawn on John Stoddart, Remarks on Local Scenery and Manners in Scotland
during the years 1799 and 1800 (London: William Miller, 1801) 2 vols. Sarah Hazlitt does not
refer to her brother’s text in her journal, although she must have been aware of it.
73

Mikhail Bakhtin, The Dialogic Imagination: Four Essays, Ed. Michael Holquist
(Austin: University of Texas Press, [1981] 2011), 292
80

74

James Buzard, The Beaten Track, 156
John Stark, The Picture of Edinburgh, containing a Description of the City and its
Environs, with particular account of every remarkable object, and public
establishment, in the Scottish Metropolis. (Edinburgh: A. Constable, 1806; 2nd
edition, 1819; 3rd edition, 1820; 4th edition, 1823; 5th edition, John Fairbarn, 1835
75

81

Chapter 4. Dorothy Wordsworth

The name, Dorothy Wordsworth, is well known, but the author, her work,
and her life have frequently been appropriated to illuminate the work and life of
her brother, William Wordsworth. Nine of Dorothy Wordsworth’s journals have
been published.1 They span the years from 1798 to 1828 and her later journals
have received some interest from Carl Ketcham and Pamela Woof, but remain
unpublished.2 Susan Levin published Dorothy’s poetic works.3 This chapter
considers her journals as a performance and a creation of the identity of Dorothy.4 I
discuss the two texts of the tours of Scotland which are Recollections of a Tour
Made in Scotland, A.D. 1803, and Journal of my Second Tour of Scotland, both of
which were written after, not during, the tours of Scotland. The first of her two
tours was made in 1803 with William, and, for part of the journey, Samuel Taylor
Coleridge. Her second tour of Scotland was made in 1822 with Joanna Hutchinson,
the sister of Mary, William’s wife.
Recollections and Journal of Scotland have notably been discussed by
Elizabeth Bohls in her arguments for a female aesthetic.5 Elizabeth Hagglund
considered the tours in her study of women’s non-fictional writing about Scotland.6
Polowetzky argues that Recollections of a Tour Made in Scotland is ‘essentially a
travelogue containing some of the social commentary of the previous works’ and he
also argues, that ‘Dorothy truly returned to her old profession of social
commentator with Journal of My Second Tour in Scotland’.7 However, the greater
part of study on Dorothy Wordsworth focuses on her Alfoxden and Grasmere
Journals and critical discussion of her identity draws on those works. Lucy Newlyn
considers Dorothy Wordsworth’s writing in light of that of William, and her analysis
also includes Recollections.8

Dorothy’s identity as writer and author carries uncertainties for reasons, not
least of which is her gender and the lesser value placed on women’s writing.
Although it was William, from the evidence of his hand in the opening of the
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Alfoxden Journal, who encouraged Dorothy to write, her identity as a writer for him
is not so certain. However, Newlyn argues Dorothy shared with William ‘the vision
of the “ennobling interchange” between human beings and the natural world,
which found expression in her journals, poems, letters and conversation’. 9 Newlyn
also argues that Dorothy’s writing and William’s were part of a discourse. Dorothy’s
journals were not only a concretisation of her thoughts, that is her conversation
with herself about her experiences and her engagement with her surroundings, but
were also part of a continuing conversation with William, and with Coleridge, and
with her close circle of friends who read her journals. The journals offer a shared,
rather than a uniquely individual experience. The idea of the plural self is also
considered by Susan Wolfson. Although Dorothy uses both the first person singular
and the first person plural, Wolfson argues for a plurality of identity performance of
the two pronouns. She posits that the ‘I’ in Dorothy’s work, is not the ‘privileged
insider’, but that the use of the first person – singular and plural - represent a
plural’.10 It is the ‘we’ of community, and her circle of readers, but it is primarily the
‘we’ of Dorothy and William.
Anne K. Mellor, however, has asserted that ‘Dorothy Wordsworth
constructed her identity “by way of alterity,” in relation to a significant other,
whether a man, a woman, God, nature, or the community’.11 Mellor argues that
‘Dorothy’s journals linguistically represent a self that is not only relational, formed
in connection with the needs, movements and actions of other human beings, but
also physically embodied – not a “mighty mind” but an organic body that feels heat
and cold and hunger, that sees and hears and smells’. There is also the difficulty
that critics have found when discussing Dorothy and William Wordsworth. In her
discussions about Dorothy, Lucy Newlyn subsumes the individual Dorothy into the
plural of William, and Dorothy and is encompassed in ‘the Wordsworths’.12 Carol
Kyros Walker asserts that she sought to release Dorothy ‘as much as possible from
the “sister of” status she too easily assumes into the role of originator’. 13 Walker
argues, ‘Locating the “I” in her story, however, meant searching beneath the “we”
she so persistently employed in her writing’. Although Walker considers her ‘effort
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yielded a distinct and inviolate voice’, she also frequently avoids making Dorothy
the subject, and falls into discussing ‘the Wordsworths’.
Other critics have examined Dorothy’s work for what they consider it lacks.
Margaret Homans, for example, has criticised Dorothy for not constructing an
identity of herself in her journals, for not being self-aware, and for not being
analytical in her writing.14 But Susan Levin suggests that Dorothy’s reasons for
writing are significant in understanding why the writing lacks certain features.15
Levin asserts that her writing ‘is characterized by refusal: refusal to generalize,
refusal to move out of a limited range of vision, refusal to speculate, refusal to
reproduce standard literary forms, refusal to undertake the act of writing’. But
Levin argues that Dorothy’s ‘writing exists as a positive articulation of a negative
situation’. Brownstein looks at the use of detail and, focusing on Dorothy’s lack of
analysis in her writing, suggests that from reading her journals ‘we learn everything
and nothing’.16 However, Sara Crangle considers the discursive nature of Dorothy’s
writing and argues that it is a stream of consciousness, which has the effect of
making Dorothy’s presence, her self, present everywhere in her work.17 Meena
Alexander takes up the notion of her relational identity but suggests Dorothy’s life
was a paradoxical one in which ‘the privacy she chose and passion she felt for her
brother William were so intense, absorbing the whole soul of the woman, that she
denied herself a public and autonomous existence as a writer’.18
The six-week tour of Scotland was undertaken by William and Dorothy, with
the companionship of Coleridge. Each of the companions wrote about the journey:
Coleridge in Notes; William Wordsworth in Memorials of a Tour in Scotland in 1803;
and Dorothy in Recollections of a Tour Made in Scotland, A.D. 1803. Coleridge’s
Notes were produced at the time of the journey, but Recollections was written by
Dorothy on her return from Scotland. It is, as the title suggests, her recollections of
the journey. Dorothy asserts she wrote, ‘not a Journal, for we took no notes, but
recollections of our tour in the form of a Journal’.19 However, as she writes, the
recollections trouble her and ‘at this distance of time regret[s] that [she] did not
take notes’.20 Carol Kyros Walker’s research on the Dove Cottage Library
manuscript nonetheless reveals that Dorothy did indeed take some notes in the
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early stages of the tour. 21 Journal of My Second Tour of Scotland was drafted in
three manuscripts, and was written during the tour of 1822. Susan Levin has
asserted that Dorothy’s work was not published in her lifetime and that her writing
of the tour of Scotland in 1803 was not published until the Shairp edition of 1874.22
However, fifty pages of extracts of Recollections and others of the Grasmere
Journals were published in the Memoirs of William Wordsworth 1851, edited by
William and Dorothy’s nephew, Christopher Wordsworth.23
There are five key published editions of Recollections. The first appearance
is in Christopher Wordsworth’s Memoirs of William Wordsworth, published in 1851.
In 1875, John Campbell Shairp published an edition on which Carol Kyros Walker
based her 1997 edition, with her own introduction, and in which she also includes
reproductions of the sketches which Dorothy drew in her manuscripts. William
Knight published an edition in 1897, which was produced, not from Dorothy’s
manuscripts, but from Shairp’s edition. The edition to which most critics refer is the
one published by Ernest de Selincourt in 1941. De Selincourt’s edition draws on
several of Dorothy’s manuscripts and provides the most extensive version of both
Recollections and the Second Tour. In two volumes, it contains editions of Dorothy’s
journals up to and including her journal of her trip to the Isle of Man, but does not
include of all her journals, the later ones of which remain unpublished. There are
four manuscripts of Recollections. Manuscripts MSS Ci and Cii are in the hand of
Sara Hutchinson, and MSS D is transcribed by Dorothy but has revisions in the hand
of William from 1822-23. The Journal of My Second Tour of Scotland appears in
brief extracts in Volume II of Knight’s edition, in greater detail in de Selincourt’s two
volume edition. In 1989 the two manuscripts of the Second Tour, MSS98 and 99,
were transcribed in their entirety by Jiro Nagasawa, copyright of which edition
remains with The Wordsworth Trust. Nagasawa’s edition provides an insight into
Dorothy’s notemaking and the brevity of her record.
Until her 1803 tour of Scotland, Dorothy had not considered herself to be a
writer in the sense of having published works attributed to her and having a public
readership. However, Recollections was proposed for publication. Clayden’s work
on Samuel Rogers provides copies of correspondence between William Wordsworth
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and Rogers regarding the publication of Recollections, in which Rogers had enquired
about its publication, and correspondence of 1822 from William to Rogers
expresses that Dorothy ‘is now favourably disposed to profit by them,’ and that it
was the aim that ‘an adequate sum could be procured through the means of this
MS’ for Dorothy to make a tour of Italy.24 William continues,
‘we know that your skill and experience in these matters are
great… If you still think that the publication would do her no
discredit and are of the opinion that a respectable sum of
money might be had for it…, she would be much obliged, as I
also should be, if you would undertake to manage the bargain,
and the MS shall be sent to you as soon as it is revised. She has
further to beg that you would be so kind as to look it over and
strike out what you think might be better omitted.’
The letter is dated 16th September 1822, when Dorothy was in Edinburgh
with Joanna Hutchinson on her second tour of Scotland. Rogers agreed to the
proposal and Dorothy herself wrote to him on 3 January 1823, referring to ‘my
brother’s request’.
Although Dorothy expresses that she is ‘flattered by [his] thinking so well of
[her] Journal’, she hedges an assertion of herself as author and suggests that she is
‘apprehensive after having encountered the unpleasantness of coming before the
public’, and airs concerns that she might not succeed in it being successfully
published. Nonetheless, Dorothy places value on her work and asserts she could not
‘sacrifice [her] privacy for a certainty less than two hundred pounds’.25 The
arrangement with Rogers had been to try out a small circulation. Dorothy
expressed concern about the publication of her work meaning that she would ‘part
with all power over it’, but she considered the benefits of potential ‘further profits’
following the first circulation. However, despite the confidence in the value of her
work, Dorothy continues to limit her assertion as author and expresses her
‘scruples’ and ‘fears… that a work of such slight pretensions will be wholly
overlooked in this writing and publishing (especially tour-writing and tour
publishing) age’.26 In a letter of 17th February 1823, Dorothy tells Rogers that
William will explain all her ‘scruples and apprehensions’. The work is not pursued
further by Rogers but extracts appear in ‘Tour in Scotland’, in Christopher
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Wordsworth’s Memoirs of William Wordsworth.27 However, Rogers reflects, ‘I do
indeed regret that Wordsworth has printed only fragments of his sister’s journal; it
is most excellent, and ought to have been published entire’.28
When Recollections was published by Shairp in 1875, he argued in his
introduction that Dorothy’s text was not meant for ‘the general reader’ but for ‘a
small family circle gathered round the winter fire’ and that this ‘account[s] for a
fullness and minuteness of detail which to unsympathetic persons may perhaps
appear tedious’. 29 In Ernest de Selincourt’s edition, published in 1941, he declares
that he omitted ‘some trivial details and such descriptions of scenery as were
repetitive or of little interest’ 30. Yet, de Selincourt considers that the Journal of My
Second Tour in Scotland, is of particular interest for the contrast between it and
Recollections, which, he argues, 'contains some vivid and characteristic writing'.
Knight’s edition omits many of what he refers to as ‘trivialities’.31 But Morley
argues the details ‘contribute to the vividness of the impression conveyed’ by
Dorothy.32 As I have discussed in an earlier chapter, the editing of ‘trivialities’ in
women’s writing was a frequent occurrence.33 Editors of women’s journals often
failed to recognise the significance of small things. However, in Dorothy’s writing, it
is the sketches of the small things which she notices which engage the imagination
and suggest the detail of such importance in understanding the people she
encounters and the nature she observes.
Dorothy is well aware of the problems of language which always fall short of
capturing the moment it intends to describe. In Recollections she remarks, ‘But if I
were to go on describing for evermore, I should give but a faint, and very often a
false, idea of the different objects and the various combinations of them in this
most intricate and delicious place’. 34 However, knowing her audience – her brother
and her circle of friends – she is able to provide both detail and to suggest that they
conceive the moments of engagement with the objects and locations she describes.
For example, the sketched detail in the following extract paints a vivid picture of the
‘busy house’ which she commands her reader to ‘conceive’:
Conceive what a busy house it was—all our wet clothes to be
dried, dinner prepared and set out for us four strangers, and a
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second cooking for the family; add to this, two rough ‘callans,’
as they called them, boys about eight years old, were playing
beside us; the poor baby was fretful all the while; the old
woman sang doleful Erse songs, rocking it in its cradle the more
violently the more it cried; then there were a dozen cookings
of porridge, and it could never be fed without the assistance of
all three. 35
It is the concepts of the culture and the social activity which she urges her
reader to ‘conceive’, not simply to ‘imagine’ the scene, although it is on their
imaginations she draws her picture. She urges them to consider the lives of these
people. Dorothy continues the passage by providing a detailed description of the
ferry cottage at Inversnaid as an example of a typical place of residence, which she
compares with not only another ‘hut’ at which they had stayed, but also with ‘a
common English cottage’ to provide a cultural marker for her circle of English
readers. But the detail does not end there, as she then goes on to provide aesthetic
perspective by providing a view from the open door of the shieling, and to engage
her readers’ senses of sight and hearing, and to raise their sensibilities and fears for
safety with word choice of ‘roaring’, ‘dashing’, ‘tumult’ to describe the waterfall,
but which she directs readers to associate, like herself, with the loch, and so she
offers the underlying image of a storm.

‘The peep out of the open door-place across the lake made
some amends for the want of the long roof and elegant rafters
of our boatman’s cottage, and all the while the waterfall, which
we could not see, was roaring at the end of the hut, which
seemed to serve as a sounding-board for its noise, so that it
was not unlike sitting in a house where a mill is going. The
dashing of the waves against the shore could not be
distinguished; yet in spite of my knowledge of this I could not
help fancying that the tumult and storm came from the lake,
and went out several times to see if it was possible to row over
in safety’.36
Dorothy turns the gaze away from her self and towards all the detail,
the objects and, to what has been described as ‘trivialities’ that her eye can see
in order to deflect attention from herself as subject, and in order, therefore to
retain her modesty, and not be the subject.37 The hyperbole of the detail and
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naming of the objects takes the reader’s gaze and attention, not to a distinct
focus, but always necessarily diverts attention away from her self as subject.
And yet, she suggests the emotion or the depth of it which might be felt.
Susan Wolfson argues that ‘across the nineteenth century the mode of
minute particulars would be identified more closely with domestic female
chronicling – a skill set Dorothy has well in hand’.38 Wolfson cites M.A. Stodart
who ‘consolidated the mode for ‘female writers’ and who suggested that
women’s ‘mental faculties’ consist in ‘closeness of observation and the power
of entering into minute details’.39 However, the use of detail to provide an
insight into people’s lives and character, and into their domestic privacies was a
technique used by Boswell. In his Life of Johnson he explains the mode
acknowledging that it is one which can easily be ridiculed, but justifies his use
of detail to illuminate features which may be overlooked by others, but which
provide insight into the characteristics of people and place:
‘I am fully aware of the objections which may be made to the
minuteness on some occasions of my detail …, and how happily it
is adapted for the petty exercise of ridicule, by men of superficial
understanding and ludicrous fancy; but I remain firm and
confident in my opinion, that minute particulars are frequently
characteristick, and always amusing’.40
Therefore, although the chronicling of detail may be more frequently found in
nineteenth century women’s writing, it is not a technique used solely by
women writers.
There can be no doubt about Dorothy’s ability to describe nature and
to capture the moment, and Dorothy herself can have no doubt as it is
inscribed by the authority she acknowledges, her brother. Indeed, her verbal
sketches have been compared with the visual sketches of John Constable.41
Pamela Woof argues that ‘The Alfoxden Journal is altogether more a sketch
book for descriptive exercises than a diary’ and that ‘In the world of the visual
arts, one would have to go to the sketches of Dorothy’s contemporary, John
Constable, to find such precise arrestings of the changing moment’.42
Suzanne Stewart considers that
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‘Similarities between Dorothy’s prose and Constable’s
sketches not only reflect their shared engagement in the
aesthetic turn towards naturalism during this period, when
direct observation of nature’s widely varied and transient
features was replacing classically derived principles of ideal
form and compositional order characteristic of landscape
art in the eighteenth century, but also reveal the
deliberateness with which Dorothy sought to replicate in
her writing the intensity of observation and particularity of
description that she admired in visual art’. 43
In Recollections, however, Dorothy exclaims frequently her inability to
describe, to write, to convey the moment but this is an establishment of an
objectivity. It is agency of distancing self. She uses time as a means of
performing inadequacies in several ways. For example, commenting that she
wished she had recorded more at the time and that she is unable to recollect
accurately. But one of the techniques which is a performance of the proper, is
her deferment to William. There is evidence to argue that the performance is
a conscious one. For example, at the location they had taken to be Rob Roy’s
grave, Dorothy writes, ‘You will remember the description I have given of the
spot. I have nothing here to add, except the following poem which it
suggested to William.:-’ Dorothy then copies out William’s poem Rob Roy.44
Dorothy defers to what she is presenting as William’s ability as writer,
poet, to illuminate the scene. She deflects attention away from herself, by
copying in William’s poem, however, she ensures that she reminds her reader,
addressed directly as ‘you’ and so brought into her perspective in a rhetorical
device, that she has already described the scene, more than adequately, as
she has ‘nothing to add’. However, by adding William’s words, she gives him
the last word. This is a performance of the ‘proper lady’. She defers to the
man’s authority as writer, which in propriety she may not assume; to his
authoritative and subject position as being able to have the last word, and
therefore to have judgement; and, considering Locke’s arguments that
rhetoric is feminine because it ‘insinuate[s] the wrong ideas’ she offers no
further opinion. The performance is also dutiful to William as the head of her
family. William is given subject position, agency and the writer nominal, but
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his work is dialogically in her writing. It is her agency which enables his words
to be contained within hers. Although she copies – again an occupation
deemed proper for a woman of her time – she is the author of her own
journal and the inclusion of William is no more than what is appropriate for a
performance of female self.
Dorothy’s subject matter and domain are nature, the feminine subject
appropriate to women’s visual and verbal sketches, and her gaze is internal
and domestic. She remains within the proper confines. However, in
domestic settings Dorothy uses distancing to establish objectivity to perform
her own propriety. Indeed, she takes propriety to the literal and turns her
gaze on dirt, establishing herself as far removed from what she observes, and,
in contrast, as clean and pure. She objectifies the other women as lacking
propriety and herself as the proper lady. In this way, Dorothy becomes the
subject of her text, unstated and unasserted, as would be proper, but the
distancing of other and the comments which identify the failings in propriety
create a self who is knowledgeable, who is confidently able to make
judgements in her own domain, who is rational, because she is able to identify
what is improper and what is expected of a woman in a domestic location –
her proper place.
The subjectivity of the proper lady, with its positioning of the woman
in the domestic domain and its confines of topics for sketching as those of
nature, provided Dorothy with a place which enabled propriety. Her silence
was ensured by the conversations in and of her journals; her chastity by her
intimacy with her brother, and not a husband; and her virtue is performed in
the domestic, familial and writerly duties performed every day. Her sense of
her self is evident in all her journals, however, in Recollections – her six-week
tour which provided four weeks of solitude with William away from her daily
domestic duties – she creates a self located in the cultural norms of the
period. Her self in her Second Tour is reflective. She sees the woman she was
in the locations she visited with William and she sees the death that will
come, but she is ‘I’. The ‘we’ of Recollections has to be explained – it is
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distanced by time and by her objectivity of her self. Dorothy’s self remains
relational, however, to William, and, in the Second Tour to Joanna, but it is
also relational to other women in a search to create her self as the ‘proper’
woman of her time.
As a Romantic writer, Dorothy’s sketches provide the moment of
engagement. Dorothy used the sketch both verbally and visually. Her
sketches of the domestic scenes, the women with their children, cooking, the
fires, the chimneys, all capture the moment, so significant in Romantic
writing. But notably, in her manuscripts of Recollections, there are visual
sketches produced by Dorothy. The sketches of the locations are not
drawings in the sense of being completed and detailed artworks, but are
locational mappings. They are sketches of locations which may aid memory of
place and routes at a later date. The sketches provide evidence of a form of
note making and record that as she toured she sketched. For example, in the
De Selincourt edition Dorothy writes, ‘I will copy a rough sketch which I made
while we sate upon the hill, which, imperfect as it is, will give a better idea of
the course of the river (which I must add is more curious than beautiful) than
my description’. 45 In Walker’s edition, the sketch from the manuscript is
included.46 Indeed, Walker’s edition of Recollections includes six of Dorothy’s
sketches. Dorothy drew sketches and maps in her manuscripts which, Walker
suggests, combine accuracy of locational reference but which also personalise
the places visited. However, there is no discussion by Walker of the sketches
and the significance of the sketches has not been considered by critics. 47
Richard Sha considers that for the Romantics, the visual sketch
‘align[ed] their work with the originary moment of creation [but that] they
also often insisted upon revising their sketches, thus revealing scepticism
about both originality and spontaneity’.48 There have been several editions of
Dorothy’s Recollections and Second Tour, and only Walker has reproduced the
sketches, but without critical analysis. I would argue that the significance of
the sketches, those alluded to as having been drawn in the moment of the
tour, and those drawn in reflection of the moment, illustrate Dorothy’s
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engagement as author precisely re-drawing the places and inscribing them in
her recollective moment. The drawings in the manuscripts are not
marginalised, that is, they are not insignificantly located in the margins, but
take up full pages of her text. They monumentalise the event, and the
writer’s self placed in the location. The sketch in Dorothy’s Recollections is an
assertion of her right of passage through those monumentalised locations.
The sketches are her only record as she travels. She marks her location and
monumentalises her place in it in the achievement of the written text, which
is her right of place as a writer.
Dorothy’s ability to paint pictures of scenes is exceptional, and there
are many examples in Recollections and the Second Tour. Her poetic
technique of foregrounding aesthetic perspective has been highlighted by
editors. For example, Hyman Eigerman produced an edition of what he
entitled The Poetry of Dorothy Wordsworth.49 He produced 84 poems of free
verse, which he structured into poetic form by introducing line breaks and
making some changes in punctuation. Eigerman argues that he has tried to
fulfil the executorship of Dorothy who, in her own words, ‘tried to write verse
– alas!’ And that he has done this by ‘lifting out of the content those passages
of her journals which have seemed to [him] to rise into poetry… only
marshalling them within the free-verse form which was unknown to their
author’. The edition of prose he has used is that of William Knight which
predates the two volumes of Dorothy’s journals edited by Ernest de
Selincourt. That the Knight edition is more heavily edited may have assisted
Eigerman in his own editing of Dorothy’s text. The following ‘poems’ are taken
from Recollections.
Poem Number 58

Watching the swallows
That flew about restlessly,
And flung their shadows
Upon the sunbright walls of the old building;
The shadows glanced and twinkled,
Interchanged and crossed each other,
Expanded and shrunk up,
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Appeared and disappeared, every instant;
As I observed to William and Coleridge,
Seeming more like living things
Than the birds themselves.50

This second poem from Recollections illustrates Dorothy’s skill to engage
observations with sensibilities. It is also an example of her use of aphorism to
express the truth of her own subjectivity.
Poem number 64
The beauties of a brook or river
Must be sought,
And that pleasure is
In going in search of them.
Those of a lake
Or of the sea
Come to you of themselves.51

Eigerman foregrounds the poetic language in Dorothy’s work by
defamiliarisation of the journal form, and emphasises the poetic in her
writing. However, that Dorothy did not structure her work into poetic form
suggests a lack of completion or literary development. Her focus was
frequently taken by William Wordsworth in his poetry nonetheless. But the
lack of finish to poetic form and structure suggests a performance of modesty
through the use of the unfinished, incomplete, as if she were sketching ideas.
It also suggests a supportive role to William, by means of Dorothy’s discourse
in her journals offering her insight which William might draw upon further and
structure to another literary form.
The expression of truth through aphorism in this second ‘poem’
demonstrates an analytical depth of understanding of engagement with
nature and a Romantic subjectivity. However, Dorothy was frequently not
analytical in her observations of people and her observations lack
explanations of any connection to her judgements. This has the effect of
making her view of people often dispassionate and distant, to the extent that
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she sometimes appears to lack humanity. Her descriptions of people she
encounters on her first tour of Scotland, for example, range between being
disparaging, condemnatory, lacking in care, and lacking in an understanding
and acceptance of social and cultural differences. For example, at Inverary,
which she describes as ‘but a doleful example of Scotch filth’, she considers
the Duke ‘to have done his utmost to make [the houses] comfortable,
according to our English notions of comfort’ and that the houses are ‘fit for
the houses of people living decently upon trade’, but she condemns the
people’s lack of cleanliness of them as ‘giving the notion either of vice or the
extreme wretchedness’.52 There is the sense that she feels the people could
do better by working harder, and she frequently remarks on laziness. For
example, at Loch Creran, she comments,
‘I had not the heart to eat anything there, the house was so
dirty, and there were so many wretchedly dirty women and
children; and yet perhaps I might have got over the dirt (though
I believe there are few ladies who would not have been turned
sick by it) if there had not be a most disgusting , of laziness and
coarseness in the countenances and manners of the
women…there was no work among them…How light the labour
of such a house as this! Little sweeping, no washing of floors,
and as to scouring the table, I believe it was a thing never
thought of’. 53
There is little understanding or informed analysis in the first part of
Recollections of social conditions and their effects on human nature. The gaze
is that of the tourist, taking poverty to be signifiers of what is Scottish and her
analysis extends only insofar as she makes broad comparisons with English
life. On the other hand, there are occasions when she is affected by the
revelation of social conditions. For example, at Faskally, she and William have
nowhere to stay and a woman they meet by chance takes them in.54 The
following morning, the woman’s employer and landlord ‘came very near to
the door, called the woman out, and railed at her in the most abusive manner
for “harbouring” people in that way’. Dorothy wishes that ‘William should go
and speak to her master; for [she] was afraid that [the man] might turn the
poor woman away’. Dorothy was directly affected by the event and it reveals
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to her aspects of the conditions under which people lived. The woman would
not have William speak to the man, ‘for she did not care whether they stayed
or not’ and ‘sound[s] forth the dispraise’ of him but expresses ‘delight’ in the
‘excellent qualities of his mother’. Dorothy describes her as ‘our charitable
hostess’ which encompasses the woman’s charity to Dorothy and William but
also her charitable and long view of her social conditions. The scene also
presents Dorothy’s perspective of male and female roles: it was William’s
place, she considered, to speak to the man on behalf of the woman.
It is marked that there are references to Coleridge and Dorothy eating
heartily and to being hungry, but not to William’s physical condition, who was
said by Coleridge to be ‘hypochondriacal’. For example, ‘C. and I ate heartily’
or ‘Coleridge and I were faint with hunger’.55 Dorothy also refers to
Coleridge’s physical condition ‘Coleridge was afraid of the cold in the boat, so
he determined to walk’, but in contrast she does not explain William or justify
his actions. On the loch, William was cold, but Dorothy offers no explanation
and instead gives the description that ‘William wrapped himself in the
boatman’s plaid and lay at the bottom of the boat’. Dorothy bears the cold
and the conditions, but, on finally landing at the ferry house, writes she ‘was
sick with cold’, and sat beside the fire to drink coffee of which ‘Coleridge has
been there long enough to have pan… boiling for us’.56 There is the sense
underlying Dorothy’s words that William prioritises his own needs over those
of others, with little thought or consideration. He is the subject of his own life
but he is also the subject of the lives of his companions. Dorothy accepted
these conditions as part of her subjectivity, and made no remark. This differs
from her remarks on and observations of others.
In Recollections, Dorothy’s observations of the living conditions of the
people she encounters are frequently condemnatory and lack depth of
understanding and analysis, although her descriptions of the conditions are
detailed. In the 1822 Journal, she demonstrates greater knowledge and
awareness, and yet Dorothy’s writing continues to lack critical analysis and
many of the comments she makes indicate a growing conservative
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perspective. For example, Dorothy and Joanna visited New Lanark where the
mills and cooperative community had been established by Robert Owen. At
New Lanark, she meets Robert Owen’s son, who shows them the mills, and it
is Robert Owen himself who conducts them on a tour of the school. She
regards it as ‘surprising to hear with what readiness boys from seven to ten
years old gave the names of rivers with uncouth names, of distant seas and
countries, at the point of a wand over a large map of the world placed on a
frame near the head of the room, the class standing in her semi-circle before
it’.57
On her first visit to Scotland and in Recollections, Dorothy had
remarked on the classical knowledge of the barefoot boys they met on the
moors by Leadhills and Wanlockhead. She also remarked on the self education
of the residents of Leadhills, and of the workers, achieved through their
reading of texts in the subscription library, and in particular, she remarked on
their having read Shakespeare. The context of these remarks is in
conversation. For example, Dorothy’s recollection of Coleridge’s conversation
which he had with the barefoot boys; a conversation with men who explained
the contents of the library and whose words she quotes; and with Mrs Otto, in
whose house she sat. It is observations that she records and there is no
commentary or analysis of what is taught in Owen’s school in New Lanark.
Dorothy herself had run the small school established by her uncle, the
Reverend Cookson, in the rectory in Forncett, where she was visited by the
Reverend Cookson’s friend, William Wilberforce. Wilberforce appears to have
been impressed by Dorothy’s teaching and her plans for the school, and
provided her with a grant to expand the school.
It is striking, therefore, that Dorothy makes no connection in her
writing and no analysis of what she has observed, by drawing on her own
personal experience of her teaching of children, and of her own self
education. The recording of her observations appear to be, yet again,
initiators for conversation with her readers, and with William in particular,
and serve the function of enabling discussion with those aware of her
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knowledge. Had Dorothy had in mind a wider readership, further explanations
and analysis would have been necessary. A critical discussion of Dorothy’s
journals, therefore, needs to have some understanding of her context. Her
readers, and those with whom she would have discussed her journals, would
have had a deeper understanding of Dorothy’s context, which for them would
require no explanation. Her perspective would have required little further
contextualisation or justification. Dorothy’s presentation of self in her
journals is confined to the observations in the moment. But the moment is
extended in the discourse with her readers who have a deeper understanding
of her context and her identities. Her private circle of readers have an
understanding of her focus and of the underlying self which she denies
presence in the text. It is not the identity of Dorothy which requires
foregrounding, but the moments which she illuminates. As Susan Levin
argues, Dorothy’s writing is characterized as much as by what she refuses to
write as what she does write. The strength of her writing is in the moment
she offers her readers who, by their knowledge of the writer, may draw on
their own interpretations of Dorothy’s experience to be taken to her locations
and engage in further discourse. Explanations in the text are not necessary.
In correspondence with her friend, Jane Pollard, Dorothy explains that
she taught nine pupils on Sundays, Wednesdays and Saturdays, and that much
of what was taught was reading and spelling which was learnt through
‘prayers hymns and catechisms’.58 Dorothy was an avid reader and had
taught herself some Latin and Italian. Her knowledge of literature was
extensive and there are many examples of her literary allusions throughout
Recollections which illustrate the extent of her reading. Literature was not
taught by her to her pupils, however, and her focus was on education which
would enable children to participate in church and therefore to give an
appearance to the community of religious sensibility. That is not to say, that
Dorothy was an especially religious person. Indeed, she appears to have made
no distinction between Sundays and other days of the week during her first
tour of Scotland, and not to have made such a distinction would have been
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remarked upon in Scotland at that time, when travel on Sundays was
irreligious. However, in her revisions of Recollections, she remarks that she
regrets not having observed the Sabbath, and her observations and remarks
on Robert Owen’s school further illustrate a change in her perspective.
She provides a detailed description of Robert Owen’s school, but when
reading between the lines, Dorothy’s writing illuminates the underlying
direction she directs her readers to ‘conceive’, to imagine, and to consider.
For example, she describes the ‘benches across like a chapel’ and a ‘sort of
pulpit from which moral, and sometimes religious discourses are delivered’ in
which she suggests a religious and moral context of education. However, she
provides the detail of ‘a large map of the world’, ‘distant seas and countries’
and ‘rivers with uncouth names’ which is placed ‘on a frame near the head of
the room’. So she contrasts the architectural context of the room with the
objects which ‘frame’ the teaching. Religion is the familiar framing of
education for Dorothy from her own experience. Despite her travels in
Europe, what is ‘distant’ and beyond her experience is to her ‘uncouth’. She
describes the room being ‘hung round with materials for study – paintings of
beasts and birds, fossils and flowers’ and shows ‘the walls of another
apartment home with symbolical representations of the origin, genealogies
and out-spreading of nations and people’ which she describes as ‘beginning at
the source of the great central river, that sends out streams in all directions
over a space of canvas’. The hyperbole of this last phrase supports her feelings
of awe resulting from the effects of the vision, and she and tells her readers ‘I
am afraid to guess how many feet in length and breadth’ the extent of the
canvas is.59
The teaching in the school is vibrant and lively. The children move
around the room engaging with the visual stimuli and stand ‘in a semi-circle’
before them. It is what is being taught which especially disturbs Dorothy,
however, and she expresses her fear of it by emphasising the extent of ‘feet in
length and breadth’ which are so great she is ‘afraid to guess’. Her fears are
further clarified in her summarising, not simply by her expression of ‘What is
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the result of this upon some few individual minds I leave for others to
imagine’, which, although she denies having made comment, in her statement
that she leaves ‘others to imagine’, she does indeed comment and makes a
damning judgement of the school’s prospects by observing, ‘religious duties
(as such) are not enforced in Mr Owen’s schools’. She gives her opinion that
the school will not prosper and believes ‘one cannot but apprehend that
numbers will grow up to slight’ as a result of religion not being taught, and she
goes so far as to assert that the children will ‘even despise what they see is
not reverenced’. Dorothy considers Owen to be ‘so kind and virtuous man, to
whose care they are indebted for so many comforts’, but it is what she herself
and what William has by now engrossed himself in – the Church and religious
faith – which she considers to be the most significant ‘comfort’ which the
children lack, and which, she fears, they are being taught to ‘despise’ because
religion is not taught or ‘reverenced’.60
Polowetzky observes that ‘some of the radical beliefs of Dorothy’s
youth were beginning to give way to a more traditional, Victorian brand of
liberalism’, and that ‘while she continued to possess great sympathy for the
working class and continued to advocate political and social reforms that
would improve their lives, she now looked with some suspicion upon those
proposed to achieve these goals by less than conventional, parliamentary
methods’.61 By the time of the Second Tour, scientific discussion and
discovery was proposing genealogies of species, though not quite their
origins. Dorothy’s lists and exaggerations of the scale of the illustrations of
the teaching in the school of routes to life, suggested in the river metaphor,
give some indication of her distrust of scientific progress and a preference for
convention and conservatism.
Poovey has argued that ‘writing for publication…cultivates and calls
attention to the woman as subject, as indicator of action, as person deserving
notice for her own sake…to write is to assume the initiative of creator, to
imitate the Creator; and as Sandra Gilbert and Susan Gubar have pointed out,
it is to usurp the male instrument of power, the phallus that the pen may
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symbolize’. 62 There is a division of Dorothy’s self in the journals and her self
in her letters. The self performed in her letters is personal and provides
explanations of her own actions: she is the subject. Her journals, however,
do not feature her as an active subject. The subject of Dorothy is established
through distancing and objectification of the other self, illustrated as the
women by the domestic setting for which she provides clear sketches. The
active and direct subject location is shared.
In her Scottish journals, the shared location of subject is evident in an
underlying discourse with both Coleridge and with William Wordsworth.
Dorothy’s conversation with Coleridge on the tour of Scotland in 1803 is part
of her narrative, however, there are also close similarities between the entries
in Coleridge’s Notebooks, and in Dorothy’s Recollections, and, near the Fall of
Cora Linn their simile for the Moss House is identical: Coleridge describes it as
‘exactly like a Hay-stacked scooped out’ and Dorothy writes it was ‘like a haystack scooped out’.63 The conversations, the collaboration between the three
writers is evident in their journals, notebooks and poetry. Pamela Woof
highlights the liveliness of Dorothy’s writing which arises from her eye for, and
inclusion of, detail, whereas Coleridge makes contrasts, for example, between
the comfortless hovel and the native elegance of the girls, of whom one was a
‘divine Creature’.64
William Wordsworth’s poetic record of the tour was written on their
return and, as can be seen in several examples, he draws on Dorothy’s writing
and the detail she provides. For example, his leech gatherer was taken from
Dorothy’s detail and factual description; Dorothy’s daffodils of her Grasmere
Journals are incorporated into his poem, and he does the same with the
Ferryman’s hut in Recollections, which becomes ‘Like something in a dream’.65
Dorothy’s recollection of both the ferry and the Highland Girl are also
transposed. Dorothy writes, ‘I never think of the two girls but the whole
image of that romantic spot is before me, a living image, as it will be to my
dying day’.66 Dorothy describes the scene she encounters and provides the
liveliness of there being two girls in each other’s company, focusing on the
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image of companionship in a romantic setting. William takes up Dorothy’s
concept of the envisioning of a moment and the effects of the moment on
memory, however, he removes the other girl and focuses on the singular. The
Highland girl becomes a solitary stranger distanced from the observer and
romantically envisioned. In William’s interpretation, focuses on the
singularity of the romantic in the girl, whereas Dorothy encompasses the
whole.
Nor am I loth, though pleased at heart,
Sweet Highland Girl, from thee to part;
For I, methinks, till I grow old,
As fair before me shall behold
As I do now, the Cabin small,
The Lake, the Bay, the Waterfall,
And thee, the Spirit of them all.67

Dorothy did not keep a journal during the tour of Scotland, but the incidences
of close similarities between Dorothy’s account of the tour and Coleridge’s
suggests a discourse in which images and reflections on perceptions were
shared, in the first instance between Dorothy and Coleridge, and
subsequently between Dorothy and William. The discourse which has
influenced each other’s work, did not only take place at the time of the
encounters on the tour, but continued long after the event, making the
separation of individual ideas, perspectives, and even the language of the
three writers an impossible task. The intertextuality of their writings of a
shared experience is not simply palimpsestic.
Dorothy’s perspective in her writing is as part of a first person plural.
She is rarely a single subject, although a singular perspective may be found in
William’s writing. However, there are also differences in the two Scotland
tour texts between her presentation of self as subject, and her hedging of it or
merging of it into a first personal plural. In Recollections, where she is in the
company of William, she is more frequently part of ‘we’, a first person plural,
a unity with William. In the Second Tour Dorothy is more present as an active
subject, and more present as an individual, however, she is still part of the
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first person plural with Joanna. In Recollections, she does not take the time to
explain that she helps William or supports him – it is something which is taken
for granted, but in the Second Tour her support of another – her familial duty,
her virtue – is part of her narrative and part of her active performance of self.
While the detail provides a performance of a self who notices detail
and can provide that detailed picture for her readers, the brevity of word
choice to suggest a moment, or to indicate a feeling, also offer the reader the
means of experiencing that moment. Providing it in brief offers the reader
the experience of the moment. That is to say, if the moment were to be
explained in great detail, the description of it would make it one of Dorothy’s
emotions and a description of her experience. The detailed explanation of her
own emotions and experience and how they arose would be personal and
intimate, and Dorothy would become the subject – something, which in her
writing for a wider readership, she seeks to avoid. The interior of the mind,
the emotions, then, are suggested, alluded to, but physical interiors, the
domestic and the familiar, are provided in detail.
Another characteristic in Dorothy’s work, therefore, is brevity, a form
of directness and opinion. Although she provides minute detail to describe a
scene, the connection between the scene and the effect on the sensibilities is
not analysed or explained, but is offered in brief allusions. The brevity of the
succinctly summarized moments which suggest an emotional response, and
the detail of the descriptions of domestic scenes, and of people, both direct
the attention of the reader away from Dorothy as the subject. Dorothy does
not explain herself. She frequently makes judgements of what she observes,
but she does not explain her opinions or her emotions. The reader is left to
read between the lines, and between the pauses. She invites the reader to
use their imaginations. For example, in the Second Tour she writes,
‘Joanna by slow degrees reached St Anthony’s chapel, and I
wandered further. On our return left her seated on a stone
at the foot of Salisbury crags, and ascended by the steep road.
The Quarries at the top very lonely – view magnificent at
sunset. To the South over the open country – and to the
103

North, West and East – City, sea and distant hills. Met Joanna
in returning, and she ventured to the top, highly gratified,
though very weary when we reached home. Chicken for
supper and a little rest seemed to set all right again’. 68
Dorothy leaves behind her companion, who was unwell, to sit on a rock
at the base of crags in mid-September in Scotland, so Dorothy can walk to the
top.69 This is a selfish act and does not portray Dorothy as a caring selfless
person. But she does not explain any discussion between herself and Joanna
to agree on this course of action, not does she explain her priority of walking
set above that of supporting Joanna for whom this tour of Scotland was aimed
to help her health. The dashes which punctuate the scene at the top of
Salisbury Crags, provide the gaps in which the link to the sensibilities can be
made. She does not fill the gaps, but leaves them for the reader to make their
own connection. There is a pause between ‘lonely’ and ‘view magnificent at
sunset’ for the aesthetic response. The concepts of solitariness, of isolation,
contrast with the scale of ‘magnificent’ and with the connotations of the
imagery of ‘sunset’. The brevity and simplicity are poetic.
Dorothy’s feelings towards Joanna, as with Dorothy’s feelings generally
in the two journals, are not explained, but there are several further instances
in which Dorothy’s impatience can be read. For example, the entry for
September 29th, in its entirety, reads, ‘Joanna tried the Bath – a failure’.70
There is clearly nothing more to be said, at least not appropriately, so it is left
unsaid. The self of Dorothy is constructed in her emotional responses and her
thoughts, and those are heard in the deep breaths she takes in pauses,
created by the dashes. But those breaths and dashes are left for the reader to
fill. The dashes and their deep breath effects also have the effect of editing
out Dorothy’s own emotional response, and yet, the inclusion of the dashes
serves to emphasis the gap which has been created for the reader, Dorothy’s
known audience, to fill with their own responses. They also serve as the
pauses in which the reader might perceive or ‘conceive’, as Dorothy directs,
the writer’s perspective. The pauses for aesthetic response are ones her
known audience can fill empathetically. Moreover, Dorothy’s pauses of
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impatience may also have been received sympathetically, as the readers and
the participants in the tour were all known to each other.
In the Second Tour, Dorothy’s impatience can frequently be heard.
She makes personal remarks and observations about her travelling
companion, Joanna, whereas in Recollections, such remarks are not made.
Whether this is related to gender relational performance, or to the extent of
intimacy of friendship between the companions of the first tour and to the
one of the second, is not clear. It may be a factor of Dorothy’s growing age.
But the difference is clear. For example, Coleridge suffered from ill health on
the first tour, to which Dorothy only alludes. Whereas, in the Second Tour,
Dorothy makes her pleasure dependent and conditional on Joanna’s health.
For example, she uses the conditional for an assertion and a complaint and
argues, ‘If Joanna could have moved, like myself, without pain I should
thoroughly have enjoyed the walk’.71
The conditional is also used to evade positive remarks about people
and places. For example, on her return to Inverary, a place she condemned
for its ‘Scotch filth’ in Recollections, she draws a comparison which might have
indicated an improvement in conditions, but her use of the conditional limits
it to cultural differences and preferences. She writes,
‘I think there are fewer shattered panes of glass; and the
people coming out of those large houses might not look so
very poor, if their appearance were not so remarkably
different from what we usually see (in England at least)’.72
Nonetheless, Dorothy’s use of detailed description, those scannings of
a scene, like a lens magnifying each part, and which provide a picture of lives
lived offer the reader images from which they can make their own
observations. The description of the women and children in Inverary which
follows her judgement of difference, offers the reader, through her use of
dashes, the space to make an emotional or aesthetic link to sensibilities. She
writes, ‘It being Sunday, most of the women on the shore were, however,
dressed in their better garments – long scarlet cloaks – their caps clean and
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white. A mother seated on a log of wood in the sunshine – her face as yellow
as gold – dress ragged’.73 However, she still hedges her complimentary
perspective with the prefacing of ‘it being Sunday’ and she restricts the extent
of her remarks with ‘most of’.
Carl H. Ketcham’s study of Dorothy’s journals from 1824 to 1835
provides an intimate insight into Dorothy’s personal life and her private
character beyond what she reveals in her earlier and revised journals.74 She
reveals her domestic tasks of making anything from beer, wine and jams, to
nightcaps and curtains, as well as her walks. These later journals provide
details which have been identified as features of women’s private narratives,
but yet, significantly, the brevity of Dorothy’s notes, Ketcham considers,
provide a ‘vivid, staccato impressionism with the awareness of underlying
unity’.75 Ketcham is not alone in this analysis of Dorothy’s work as
impressionistic, or imagistic, which Hyman Eigerman identified in his
foregrounding of the conciseness of her imagery and the clarity of her
perception in the extracts he took from her journals and which he published
as imagist poetry.76 Characteristically, Dorothy’s imagery is infrequently
extended, but when it is, it is in search of a ‘single dominant effect’.77
Susan Levin argues that Dorothy ‘often appears a mere cataloguer of
irrelevant detail, a person strangely fixated on the minutiae around her’.78
Levin wonders whether such fixation ‘may indicate a fear of being absorbed
and thus annihilated’. The detail is a means of reassuring herself that she has
place. Dorothy places and surrounds herself in the familiar and in locations of
pleasure – in nature, in the domestic, with local people – and identifies the
minutiae of place as a cumulative of tenure of that location. The detail, the
lists, the descriptions are collections of objects and images which represent
her place in her world. Their accumulation in lists and detail strengthen her
security of place.
However, a focus on minutiae of life serves to distance the self from its
greater realities and questions. Dorothy does not analyse or evaluate or
speculate: she records. She sketches. And yet, that sketching of what she
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observes is not for lack of understanding any depth of connections. She sees
and simply states and sketches for the reader –Dorothy’s circle – to
understand in the reading process and, in the context of the Romantic focus
of the circle, the underlying routes of connections, from what is observed and
described, to the sensibilities, from what is sketched and outlined the links to
the emotions are made. An explanation is not necessary. Anticipation of
understanding underlies her writing since it is a discourse, a conversation,
with her self and with William.
Dorothy does not write Second Tour and Recollections for herself: she
writes for others to have their own experience through her eyes, but without
the influence of the writer as authority of how the moment might be
experienced. She does not explain. The readers of Dorothy’s journals have
their own experience through the suggestion of the moment, not the
description of the emotion. Dorothy avoids making those connections of the
aesthetic experience with the senses. Those considerations of how emotions
arise from observations are part of her work. She provides the opportunity
for readers to make their own connections and to have their own emotional
experience, rather than to provide a narrative of what she experienced and
therefore to limit the readers’ own. However, such an approach is unlikely to
have been consciously developed, and the effects on readers are likely to
have been mixed as the approach makes many assumptions on readers’
understandings of landscape and nature.
Meena Alexander argues that Dorothy’s ‘silence’ of publication
sheltered her, and that ‘her brother’s patriarchal protection freed her’ to walk
and to write.79 Dorothy’s ‘privacy’ was not entirely her personal choice.
Asserting a public persona and her self as subject would have been in
opposition to her brother as Poet, to nineteenth century perceptions of
masculine and feminine domains, and of roles within the family. In order to
balance her devotion and work for her brother with her own writing, which
formed the concretisation and solidification of her once insecure life, Dorothy
retained her writing within a private circle of readers rather than assert an
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independent writerly self in the presentation of her writing for publication in
the public space of authorship. Nonetheless, as Alexander argues, ‘the
absence of a solid subjective centre spells out the proximity to the physical
world’ which is the strength of her writing.
Alexander argues that ‘the act of writing [implied] its own intimate
readers. She had no need then in those early years of her writing life to
struggle to reveal the self, to break out of the boundaries of domesticity. Her
daily life wove into the tasks of keeping house, the refinements of emotion
and image spun from a fabric of thought she shared with her brother.’80
Alexander refers to a ‘tension between her own instincts and decorum…
between impulse and propriety’ which is manifest in Recollections and the
Second Tour and which De Quincey observed a ‘continual restraint of severe
good sense’.81 However, the tension is not in the Dorothy of her writing, since
her writing is revised and reflected upon, and there is time and reflective
space in which to adjust and redraft those tensions to create a self in her text
of her choosing. The act of writing provides her with agency over those
tensions and hesitations which, in her speech, De Quincey identified as ‘selfbaffled utterance’.
The Dorothy in Recollections and the Second Tour is not hesitant in her
condemnations of what she perceives to be domestic laziness, and lack of
female georgic virtue – those classical characteristics of civic duty to family
and public life performed in private. Indeed, when she seeks to complement a
woman, such as Mrs Otto whom she encountered on her first tour at Leadhills
and whom she recalls on her second tour, the word ‘discretion’ is the one she
chooses for description, and the one in which she takes pride when it is used
to describe herself. For example, the old woman at their lodgings in Jedburgh
is recorded by Dorothy as having told her that she ‘had behaved very
discreetly’. 82 Such is Dorothy’s pride in having been described in such a way
that she italicizes the words. That she should appear to be ‘discreet’ is of great
importance to her. However, there are many occasions when she displays no
hesitation in not being discreet. For example, Dorothy and Joanna shelter
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from the rain in a house where Joanna tells her, ‘There is a corpse within’.
Dorothy’s gaze, as usual, takes in all she sees.
‘A chearful fire was in the centre of the small black apartment,
and at one end lay the body of a child covered with a clean linen
cloth. The mother of the child (the mistress’s sister) seated at
the head of the bier. The house was very small, yet another
woman, nursing her child, was of the family, and there were at
least four belonging to the mistress herself. Cakes were baking
on a girdle – a little bare-footed girl came and cowered over
the smoke and flame; and the sorrowing mother, seeing no one
else at liberty, suspends her last duties to the dead to turn the
cakes, and goes back to her place’.83
Dorothy’s focus is on the woman’s domestic duty: her duty to her dead
child, and also ‘to turn the cakes’ which signifies the woman’s duty to the
provision of food for everyone within her household, including Dorothy and
Joanna. Dorothy shows little respect for the circumstances, and, although she
recalls being ‘seated by this humble fire-side, musing on poverty and peace,
on death and the grave’, she records, ‘I begged some of her warm bread and
would fain have kept my seat; but the smoke was not to be endured… I asked
for a spoon, and… as if to give her spoons and extra cleaning, brought me
two’. Discretion would have called for the women not to have intruded on the
privacy and sorrow of the family, but instead, Dorothy takes the opportunity
to take food from her, to ask how the child had died, and to provide the detail
of this intimate scene to her readers as a romantic insight into social
conditions. The extent of her reflection is to remark,
‘these poor people in lonely places have a few simple
remedies, which they resort to, and when they fail are
spared much of the anxiety and perplexity which we are
tormented with, who know more of the various diseases
that beset all periods of life, and can call in medical help at
our pleasure’.84
Dorothy describes the most personal and intimate moments of a
mother’s life with very little consideration for the woman’s privacy. Ketcham
argues that ‘Dorothy’s dispassionate tone sometimes makes it difficult to
assess her real attitude’, and that her ‘apparent detachment can be quite
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damning’.85 However, Dorothy’s writing gives her dominion over all domestic
space and all interiors, and she is able to retain her own privacy, and distance,
within her writing. She does not expose her own interiority and, although she
shows her reader what might be seen, what might be felt, and what might be
heard, she does not explain her feelings or provide detailed analysis or
explanation of how those feelings have been reached. She states what is. Her
writing is direct and is not discrete. It exposes not only social conditions, but
also Dorothy’s condemnation of those conditions and her distancing of her
self from those people and conditions, which she provides in that separation
of ‘we’ the observers, from whom and from what she observes. Alexander
argues that there are ‘no lines drawn between the inner and outer realms’ in
Dorothy’s writing and, although she provides her readers with descriptions of
internal landscapes and external ones, she separates herself, she distinguishes
between the observed and the observer, and establishes a hierarchy of her
self, ‘who know[s] more’ and ‘these poor people’.86
The performance by Dorothy of a self ‘who know[s] more’ illustrates
other tensions in her character. Dorothy did not have the benefit of a classical
or university education, as did her brothers. Indeed, William’s college at
Cambridge did not admit women until the 1980s.87 Women without formal or
classical education had the uncertainties and tensions of what they should
know, for example, to be able to be accepted into society and to participate in
social conversation, and what they should seem to know, or not to know. For
women writers, this created particular tensions. While male writers could
confidently draw on their knowledge and education and incorporate their
ideologies and philosophical thinking in their writing, as Elizabeth Fay argues,
‘Literary women were forced to face the fear that if their art were to be
considered artful rather than natural (that is, philosophical rather than
imaginative) they would be marked as unnatural, and as available to public
censure and critical attack’.88 Fay argues that the fears had the effect of a self
limiting of personal narrative, but also encouraged women to seek other
literary routes and to experiment. Fay observes that ‘Even their personal
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writings reveal a consciousness of how they should appear as women,
reflecting their family preoccupations, the more fragmentary thought rhythms
of domestic life, or the belief that they should not participate in the
philosophical debate even in their own journals.’ Dorothy’s focus on the
domestic, on the detail of her observations, and her omission of philosophical
analysis supports this view. However, Dorothy’s writing has great depth of
insight which she offers the reader to ‘conceive’ in her spaces, her dashes, and
her omissions. The simplicity of her imagery and her use of poetic language
were taken by her brother and used in his own poetry. And yet, her writing is
poetic in its own right.
Anne Mellor has argued for recognition of Dorothy as a writer whose
works are independent of William and Susan Levin’s studies have been
especially successful in raising awareness of her body of poetic work.89 On the
other hand, Lucy Newlyn focuses on the unity of William and Dorothy in their
lives and works.90 Pamela Woof’s extensive studies of William Wordsworth,
Dorothy Wordsworth, and Coleridge support the argument that there is
intertextuality between the works of the three writers. But it is more than
intertextuality. It is a dialogue. The dialogicality in their writing asserts
Dorothy’s self, presence and influence. Dorothy’s voice is not confined to her
own writing, it extends into the work of William and beyond. Bakhtin
considers that in any text there is ‘hidden dialogicality’.91 ‘Imagine,’ he
directs, ‘a dialogue of two persons in which the statements of the second
speaker are omitted, but in such a way that the general sense is not at all
violated. The second is presently invisible, his words are not there, but the
deep traces left by these words have determining influence on all the present
visible words of the first speaker.’ Dorothy writes independently but her gaze
and her words which evolve from that gaze reflect her unceasing
conversations with those around her – William, Coleridge, and Mary – and,
importantly, her conversation with her self in her journals through her writing.
Dorothy writes that she began journal writing not only to record her
observations, but, as ‘a kind of substitute for the larger conversation’.92
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Dorothy’s influence on the writing of others is well documented and is
extensive and, although hers is frequently the voice in the dialogue which is
unidentified, ‘the deep traces left by [her] words have determining influence
on all the present visible words’.93 Indeed, Dorothy writes that sometimes
William ‘could not escape from those very words’.94 Pamela Woof highlights
that it was William Wordsworth ‘who wrote (or only wrote down) the initial
four sentences’ of the Alfoxden Journal, suggesting early intersections of the
words and the writing.95 Dorothy ‘resolved to write a journal’ because she
would ‘give William pleasure by it’, and Dorothy’s conversations with William,
and her consciousness of him as her primary reader is evident throughout her
journals.96
Richard Matlak argues that the dialogicality and intertextual nature of
Dorothy’s, William’s and Coleridge’s works is not simply poetic influence or
intellectual development.97 Matlak sees the intertextuality very much as
dialogical and as argumentative responses to each other, a means of a public
conversation. Such dialogicality, therefore, leads to an understanding that,
although William’s and Coleridge’s work was public through its publication,
and Dorothy’s was not, the dialogical and triangular nature of their works
means that Dorothy’s words are published as part of the public dialogue.
Dorothy had developed the habit of writing and of keeping a journal,
which she first began when living at Alfoxden, and she had also kept journals
of other journeys, for example, her Hamburgh Journal, however, she did not
keep a journal of her first tour of Scotland. Dorothy records that she
regretted not having kept notes during the tour of Scotland 1803, but for her
not to have kept a journal at all was unusual, and out of character.
Dorothy’s journals were written, as she writes, for her brother as her
main reader. Dorothy’s personal emotions are expressed in her
correspondence and not in her journals. In her journals, she asks her readers
to ‘conceive’ the feelings she suggests: she does not prescribe them. In her
correspondence she explains her feelings: in her journals those explanations
are not there. There is a difference between the self performed in the
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Scottish journals and the self performed in her personal correspondence. The
person in her journals is the one writing about her encounters with nature,
and is the one writing for her brother as part of their continuing discourse.
The person in her personal correspondence refers to friends, family, and the
people around her and is the one writing about and for other relationships. It
has been observed by critics that Dorothy’s journals frequently demonstrated
a lack of sympathy for others.98 In Recollections her lack of expression of
personal emotion is evident. One example of this can be seen in her
correspondence with Lady Beaumont about her brother John’s death and
Dorothy’s management of writing Recollections. Recollections of a Tour
Made in Scotland was written in three parts. The first part of the journal was
written before the end of 1803, the second was resumed in February 1804,
and she began the third part of the journal in April 1805, and finished, as she
records, on 31 May, 1805. In a letter of 11 June 1805 to Lady Beaumont,
Dorothy writes,
‘I have been engaged in finishing a copy of a journal of our tour in
Scotland – this was at the first beginning a very painful office. I
had written it for the sake of Friends who could not be with us at
the time, and my brother John had been always in my thoughts,
for we wished him to know everything that befell us. The task of
re-copying this journal, which at first when it was proposed to me
after his death, I thought I could never do, I performed at last, and
found it a tranquillizing employment’.99

Dorothy’s brother, Captain John Wordsworth, to whom she refers in
the letter, was drowned in his ship, the Abergavenny, on 5th February 1805,
and his loss not only affected her emotions as someone deeply connected to
family, but also it must also have had an effect on her sense of audience for
her Recollections, as John had been in her mind as one of her readers. In the
closing pages of Recollections Dorothy records a conversation with the
landlady of the inn at Jedburgh who was from Cumberland.100 She records
‘they knew Captain and Mrs Wordsworth, who had frequently been at
Jedburgh, Mrs Wordsworth’s sister having married a gentleman of that
neighbourhood. They spoke of them with great pleasure.’ This section of the
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Recollections was written only weeks after John’s death and yet her
recollection shows no indication of emotion or of loss. Only his presence as
someone remembered is recorded.
Dorothy’s personal feelings are expressed in her correspondence but
they are not in her Recollections. She alludes to feelings which are her inner
solitude, however. In Recollections she makes the position clear and she
explains that as she, Coleridge, and William Wordsworth walked the moors to
Crawfordjohn, they were ‘each of us alone’. Each finds their own peace of
mind in the solitary landscape, but yet in the company of each other, and
further, she expands, ‘we had always one feeling’. This expression of an inner
self which experiences and which is at one with surroundings is essentially
Romantic. It is the inner eye, or ‘I’ which perceives and the emotions remain
internal. Dorothy reflects that she, Coleridge, and William each shared the
same thoughts and responses to what they encountered. But later, she
writes, ‘I can impart little of what we felt’.101 As Susan Wolfson argues, the ‘I’
in Dorothy’s work ‘represents a plural’.102 It is the ‘we’ of Dorothy and
William, but also the ‘we’ of community, and her circle of readers. Dorothy’s
writing is not an exploration of personal self in which she attempts to address
the exigencies of her life. The self of Dorothy is in the relational being in
dialogue, but more especially the dialogue relational to William and Coleridge.
Moreover, there is an inner self who is not explained, and who does not
require to explain herself to those she knows will read her journal, but whose
own understanding of her engagement with nature is secure.
Anne Mellor argues that ‘masculine Romanticism has traditionally
been identified with the assertion of a self that is unified, unique, enduring,
capable of initiating activity, and above all aware of itself as a self’.103 In
contrast the female Romantic struggles to overcome ideologies, such as those
of Rousseau which defined the place of women. 104 The domestic location of
women, outside of the public domain, suggested their gaze and their
experience, and therefore the subjectivity in their writing should be domestic.
Mellor argues that Dorothy conforms to that norm and that she
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‘systematically domesticates the sublime’ by naming places she visited
frequently in the Lakes.105 But in Recollections and Second Tour, she turns the
gaze away from her self and towards all the detail, the objects which she
names, and, to what have been described as ‘trivialities’ that her eye can see
in order to deflect attention from herself as subject.106 The hyperbole of the
detail and naming of the objects takes the reader’s gaze and attention, not
always to a clear focus, but always away from Dorothy as subject.
However, Mellor’s arguments, like those of many critics of Dorothy
Wordsworth, are based on her correspondence and her journals of home, the
Alfoxden and Grasmere Journals. My study of her relational self is drawn from
Recollections and her Journal of My Second Tour in Scotland, when Dorothy
was not at home and when she was not her every day domestic self. The self
in Scottish texts is not dependent on the virtuous self of domestic duty, those
daily and seasonal labours of the female georgic in the home. In the Scottish
texts Dorothy’s self is relational to the women and the domestic settings she
observes and on which her gaze is focused in order to perform a self which is
culturally different, socially different, and domestically virtuous and distanced
from the poor she encounters. Dorothy does not ‘domesticate the sublime’ in
the Scottish texts, rather she makes the domestic sublime. Dorothy’s sublime
is that which is terrifying, and is not beautiful. The extent of what she sees
that is horrific compared with her own domestic experience, also contributes
to the sense of the sublime. For example, her description of the Inn at
Tarbert.
‘Though standing in a field that slopes to the water, and
commands a beautiful prospect, it is a melancholy place buried
in larch plantations. Looking about the spot, I detected
Cambridge students by mathematical papers that had been
thrown out of the window; and the servant, when I enquired,
told me they had had six Cambridge gentleman in the summer.
Probably the papers will remain till winter’s rains and snows
have decayed every scrap; for nothing is redded away
belonging to the Inn at Tarbert. I entered this desolate house;
for the doors wide open, though no one was there. Bedrooms
on the ground floor, beds unmade, bare plastered walls, damp,
dirt, dust. They sweep the stairs, parlours and passages at
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Tarbert with little hearth brush. After breakfast the Waiter
blew the dust off the table with it with his breath’. 107

Not only does she make the domestic sublime, she uses features of the
gothic to describe the desolation and decay, isolation and abandonment,
strangers unseen, bleakness of climate. The Scottish domestic is, for
Dorothy, frequently unheimlich. The domestic domain, which to Dorothy
is familiar and feminine, becomes, through the differences she perceives,
uncanny, strange, disturbing. This is exaggerated further for her at the inn
at Tarbert where the family are identified as having duties, but which also
has servants to perform domestic duties.

Her description of the inn

keepers and the staff paints a picture of an interior domestic scene
without order, despite the many staff:
‘The Father has been lamed, the Mother is a whisky drinker.
Everything is disorder, and children ill-managed. The eldest
daughter a dawdling girl, not above 16 years old waited on us
last night, and she seems to have the management of the
house – too young for her work! Two or three black, big-faced
servant maids trail, or slash about without caps, one barefoot,
another too lazy, or too careless, to tye up her stockings –
ceilings fallen down – windows that endanger the fingers, and
only to be kept open by props – and what crowds in the
kitchen! all in another’s way’.108
Here, Dorothy uses lists to hyperbolise the extent of her horror of the
scene before her. The people are physically damaged, they are lame, and
damaged by their own choice of drinking whisky; the ‘servants’ are slaves; and
the accumulation of her lists creates a scene in which the people lack care of
domestic duty, care of the people on whom it is their duty to wait, care for
their own appearance, and care for their own safety.109
There are many more examples in both Recollections and the Second
Tour, indeed the domestic in both texts is rarely a scene of comfort and there
is little that Dorothy finds familiar. The domestic is unheimlich and sublime, a
place of extreme difference, and horror. But the unheimlich nature of the
domestic, serves to distance Dorothy and to elevate Dorothy’s own sense of
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self worth, as she may cast judgement on the lack of work and familial duty of
women she encounters in Scotland in order to objectify them and make
herself the virtuous subject. Bohls argues that Dorothy’s ‘metaphors of
artifice, distance, and dirt [convey] a sense of self-division or alienation’.110
Dorothy’s conception of self emerges from her perspective that writing was a
duty in as much as she also believed it was her duty to manage the household.
Cooking, cleaning, sewing, mending shirts, writing out William’s poetry and
maintaining her own journal all feature equally in Dorothy’s life. However,
Dorothy’s two journals of her tours in Scotland present a different self from
the one in the Alfoxden and Grasmere journals, where Dorothy was at home
and in her domain of duty and virtue. That she focuses on the duties and
virtuous nature of the women she meets and observes is a relational
performance of her identity in alterity to the women encountered. Her
hyperbole of the dirt, and what she perceives as laziness, lack of care and duty
of the women whom she describes serves to reduce their worth and to
increase Dorothy’s self worth relational to them.
Frugality is a feature of Dorothy’s character which she performs as a
virtue. For example, in the Second Tour, Dorothy writes, ‘We seated ourselves
under some bushes, and … ate some bread and cheese (our frugal dinner with
which we had provided ourselves at Glasgow)’. 111 In Recollections, the theme
is also taken up. She writes, ‘We neither ate nor drank, for we had, with our
usual foresight and frugality in travelling, saved the cheese-cakes and
sandwiches which had been given us by our country women at Jedburgh the
day before’. 112 Her frugality in keeping back some of the food from meals at
inns and lodgings the night before gives Dorothy comfort in her own virtue.
The frugality is performed in locations where no performance of public
persona is required. However, when Walter Scott is to dine with them in
Melrose, Dorothy is concerned about appearances and writes, ‘We had our
dinner sent from the inn, and a bottle of wine, that we might not disgrace the
Sheriff, who supped with us in the evening’.113 Away from her own
environment, Dorothy does not find the domestic a place of comfort. She is
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out of place, out of her own home. The domestic in Scotland is a place of
anxiety, of insecurity of how to behave, of the sublime, and of the unheimlich.
On the other hand, her frugality in keeping back some of the food from meals,
inns and lodgings the night before gives Dorothy comfort in her own virtue.
The frugality is the performance of financial and domestic management in
place of dislocation.
Susan Levin suggests that ‘in the first tour Dorothy generally defers to
the male members of the party [whereas] in the second she is the dominant
member of the party, totally in control of the journey’.114 Dorothy records
William dealing with the ostlers and she seeks his intervention to help the
woman being harassed by her landlord and employer, but Samuel Rogers,
who met with the party at New Lanark, records,
‘During our excursion we fell in with Wordsworth, Miss
Wordsworth, and Coleridge, who were at the same time,
making a tour in a vehicle that looked very like a cart.
Wordsworth and Coleridge were entirely occupied in talking
about Poetry; and the whole care of looking out for cottages
where they might get refreshment and pass the night, as well
as seeing their poor horse fared and littered, devolved upon
Miss Wordsworth. She was a most delightful person, – so full
of talent, so simple-minded and so modest!’ 115

Dorothy’s record is that William did the work: an observer’s record differs.
Coleridge’s Notebook, records his impatience with William for not being
organised and for not asserting himself. There are different perspectives on
who managed matters on the first tour, and, given Dorothy’s bias in favour of
her brother, it is unlikely she would complain that she had to manage
arrangements, or even remark that William was not doing what was likely to
have been considered his duty to the party of travellers as the initiator of the
journey, and it may be argued, host. The Second Tour presents a Dorothy
who, although she manages the accommodation and the travel arrangements,
is frequently indecisive and frequently assumes the emotions expressed by
Joanna. For example, walking at New Lanark, they come across ‘a young man
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leaning over a pitchfork’ and Joanna ‘whispered, “if he should murder us!”’ 116
Dorothy empathises, expressing, ‘I (being prepared by anxiety on her account
for something amiss) really felt a momentary alarm; but the sight of a little
child beside the young man at once set me at ease and she was encouraged
by it’. There is a further lengthy account of their fears on the road to and at
the Toll-bar between Elvanfoot and Moffat. Dorothy asks a man on the road
directions, but she immediately checks herself as having been ‘imprudent’
which is echoed by Joanna. At the Toll-bar they believe men there are those
from the encounter on the road and both women have a sleepless night
reflecting, ‘what if they settle upon murdering us!’117 In a consideration of the
events at Elvanfoot, Elizabeth Hagglund discusses a difference in Dorothy’s
sense of security in the two tours. She argues that with William, Dorothy ‘she
felt in perfect safety’ and that Dorothy responded to ‘William's curiosity about
other people’, but that Dorothy ‘allows Joanna's anxiety to invade her
mind’.118 There is indecision about how to make the next leg of the journey
from Edinburgh to Stirling. They ‘Set off with a Porter…intending to go by
Steam to Stirling. Perplexed and undecided we turn back – repaired to the
Newhaven Coach. Then determined not to venture upon the voyage, inquired
about Glasgow coaches, yet after all went by Coach to Newhaven’. 119
The fears, the uncertainties, the indecision in the Second Tour are
interwoven with reflections on how she perceived on the first tour the
locations she visits on the second. Levin argues that Dorothy ‘is
understandably ambivalent about sharing with another woman places she
had visited with William’, however, she often expresses impatience, verging
on resentment of Joanna’s presence and of Joanna’s illness.120 Dorothy
revisits places journeyed to with William and Coleridge and, as an older
woman and one who is financially more secure, she reflects on the changes in
the land and the people, as if on the changes in her own life. The ‘we’ of the
first tour is different from the ‘we’ of the second, and, in her reflections and
comparisons of the first and second experiences, she provides the explanation
‘the road which we (William and I) had pursued’.121 The conversation with
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William which has been present in her journals and in her daily life has been
interrupted, and the reader of her journal seems uncertain, and unusually she
has to explain who the subject is in her text.
Dorothy is reticent to be the subject of her Recollections and through
her use of the first person plural, not singular, deflects herself as the writing
subject away from the singular ‘I’ to the conversation and the shared subject
with William. Sarah Zimmermann suggests that this characterises a
‘debilitating internalization of contemporary strictures on women’s
writing’.122 The uncertainties of herself as an independent writer are
expressed in that use of the first person plural. Margaret Homans argues that
Dorothy stayed faithful to journal and prose writing rather than write poetry
which would determine her to be the Romantic subject in lyric poetry and
would have meant assuming a literary identity.123 On the other hand, Homans
suggests that Dorothy acquires agency in a subordinate position, and that she
‘speaks for the literal nature that is often most silent within [William’s]
texts’.124 Meena Alexander takes the position that Dorothy’s refusal to take
up the masculine Romantic subject in her writing exemplifies ‘the female
response to the call of Romanticism’.125 Dorothy’s subject is plural
throughout Recollections, and there is a consciousness of that plural self in the
Second Tour, in which she has to specify the ‘we’.

Even when she reflects on

her own individual condition, she places it in the context of the first person
plural and the continuing conversation. The self is relational. For example,
‘When we parted from this family, they going down the lake,
and we up it, I could not but think of the difference in our
condition to that poor woman, who, with her husband, had
been driven from her home by want of work, and was now
going on a long journey to seek it elsewhere: every step was
painful toil, for she had either her child to bear or a heavy
burthen. I walked as she did, but pleasure was my object, and
if toil came along with it, even that was pleasure, - pleasure,
at least, it would be in the remembrance’.126
Dorothy begins with the first person plural as the subject of action, but
in her reflection, she draws on her self as woman contrasting her individual
self with another woman. She compares her walk as having the purpose of
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‘pleasure’, not ‘toil’, but then returns to the plural subject who ‘in the
remembrance’ would have the conversation and ‘that’, further ‘pleasure’,
emphasised by her use of italics, which continued with William. The
juxtaposition of self and other, the defining of self relational to other, and the
self reflection on the writer’s subjectivity relational to others perceived, is a
characteristic feature of women’s Romantic writing which differs from the
masculine singular ‘I’. Dorothy’s writing exemplifies female Romantic
subjectivity.
Dorothy’s performs a relational self - relational to others, as well as to
place. An effect of suturing her self to others in different subject positions in
discourses is that there are no conclusions to her observations. Sarah
Zimmerman argues that ‘the fragmentary form of the genre’, of journal
writing, enables a structure in her writing which does not require
conclusions.127 The selection of genre enables a deflection from conclusions
of the singular self. However, the journal is structured by chronology and is
written over changing time, which offers the writer the opportunity to
perform a changing self in the new locations of time and place. Recollections
is a reflection on a self in the past, and the final part of the text was written at
the time of the death of Dorothy’s brother, John. There is therefore a change
in Dorothy, but little is shown of those changes. The chronological form
structures the text into a narrative of daily experience which she juxtaposes
with her relational life with William. The Second Tour, is a journal recorded as
they travel, but it is also a reflection on a self – a plural self with William – in
Dorothy’s past, and in her present. There is, however, in the Second Tour a
reflection on the individual self, as well as on the plural self which arises from
the difference in the subject ‘we’ of the narrative.
The first tour of Scotland lasted six weeks from 12th August to 25
September, 1803. Coleridge travelled with them until 29th August as far as
Arrochar when he turned back. The relationship between William, Dorothy,
and Coleridge had been under strain for some time, and his letters draw a
picture of a man envious of Wordsworth’s support and adoration from Mary
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and from Dorothy, but who also finds Wordsworth ‘feckless in an inn… with
no want of Courage wants Kindness & stateliness & gentlemanly dignity.’
Coleridge describes Wordsworth as ‘crude and inept’ at giving instructions,
which Coleridge found tiring.128 There were further difficulties presented by
the designer of the jaunting car which they had obtained for the journey. Its
design was such that drivers sat at the front – William – and behind, one on
the left and one on the right, were bench seats each facing outwards to the
sides. This meant that each of the passengers had a different aspect: there
was no shared perspective of the journey. Each traveller was solitary in his or
her aspect: each had their back to the others. For a journey, part of whose
aims was to reunite their literary companionship of the three corresponding
poets, this physical arrangement of separation, isolation of perspective and
mind, may be considered a poor choice as the effect would be to limit
discourse and to divide perspective.
Dorothy makes no mention of any difficulties, however, but rather
refers to Coleridge being ‘always good-natured enough to enter into
conversation with anybody he meets in his way’ and it is Coleridge’s
conversations with the boys on their education at Wanlockhead, and with a
man on the language of the sublime, at New Lanark, which Dorothy
records.129 Notably none of William’s conversations is explored. However,
there are references to ‘Coleridge was not well, and slept upon the carriage
cushions’ or that ‘Coleridge was weary’ and each time this is in the same
sentence as ‘William and I’. For example, ‘William and I walked out after
dinner; Coleridge was not well’; and ‘Coleridge was weary; but William and I
walked out after tea’. There is also a separation of unity evident, and,
although the ‘we’ is often inclusive of all three travellers, and, in places the
pronoun is missing altogether, so generalising the perspective to be all
inclusive, there are also places where the language excludes Coleridge. For
example, the use of ‘both’ – ‘both William and I were tired’ identifies unity
between William and Dorothy and an exclusion from that unity of
Coleridge.130
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There are further examples of differentiation between the combined
perspective of Dorothy and William, and that of Coleridge and its effect on
Dorothy’s relational performance of identity. At Dumbarton, for example, the
‘we’ means only Dorothy and William, ‘we went early to bed; but poor
Coleridge…’. The differentiation is emphasised by the difference of opinion in
the size of a rock in a comparison made by ‘Coleridge [who] thought one of
them was as large as Bowder-Stone’ but ‘William and I did not’ and, although
she hedges the assertion of difference with ‘but it is impossible to judge
accurately’, she emphasises the unity of perspective between herself and
William by continuing with ‘we’, meaning only Dorothy and William and
excluding Coleridge.131 The rest of the sentence further illustrates the
strength of unity and the relational identity. Dorothy writes, ‘we probably,
without knowing it, compared them with the whole mass from which they
had fallen, which, from its situation, we consider as one rock or stone, and
there is no object of the kind for comparison with the Bowder-Stone.’
Dorothy is not simply speaking of a rock in nature on which she looks from a
distance, she is identifying her life with William. She writes, ‘we consider as
one rock’. The opinion and perspective of William and Dorothy is singular, and
solid. The comparison is of ‘two very large fragments, which had fallen from
the main rock’ and only one of the two separated fragments is of significant
scale. The size is great, but the comparison of rock in a foreign land, which
Dorothy describes as ‘dirt’ or ‘dirty’ no fewer than forty-one times, and for
which she makes sixty-nine negative comparisons between Scotland and
England - the ‘Scotch’ and the English, would seem to be a comparison she
could not make. Her own Lake District of Westmorland and Cumberland is
held in such high opinion as her home. It is the place she lost as a child and to
which she was brought back safely by her brother, and where she is able to
walk freely, and to write. It is a place of security and of comfort and is beyond
compare. The many negative comparisons between England and Scotland
serve to foreignize and to distance Scotland and her experiences there from
those of the familiar English locations of self and place, and so there is no
comparison which Dorothy would wish to make.
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There are several references to Coleridge and Dorothy eating heartily
and to being hungry, but not to William’s physical condition, despite him
being said by Coleridge to be ‘hypochondriacal’. For example, ‘C. and I ate
heartily’ or ‘Coleridge and I were faint with hunger’.132 Dorothy also refers to
Coleridge’s physical condition ‘Coleridge was afraid of the cold in the boat, so
he determined to walk’, but in contrast she does not explain that William was
cold, but instead gives the description that ‘William wrapped himself in the
boatman’s plaid and lay at the bottom of the boat’.133 She present William as
the subject, concerned with his own physical needs which are asserted above
those of others and above a personal encounter with the landscape. Dorothy
bears the cold and the conditions, but, on finally landing at the ferry house,
Dorothy writes she ‘was sick with cold’, and sat beside the fire to drink coffee
of which ‘Coleridge has been there long enough to have pan… boiling for
us’.134 There is the sense underlying Dorothy’s words that William prioritises
his own needs over those of others, with little reflective thought or
consideration. On the journey on the boat, Dorothy is William’s eyes while he
lies and sleeps in the bottom of the boat as they sail on the loch. But on
waking, Dorothy writes, ‘he hoped I had not let him pass by anything that was
so beautiful as this; and I was glad to tell him that it was but the beginning of
a new land’.135 William is the subject of his own life but he is also the subject
of the lives of his companions and, while Dorothy accepted these conditions
and understood them, Coleridge had recognised the divergence of habits and
attitudes and was no longer able to tolerate them, and the unnecessary
hardships which were imposed on them by William’s choices.136
Dorothy’s observations of place are shown in her descriptions of the
receptions at the ferryman’s hut on Loch Katrine where, it is recorded,
William, Coleridge and Dorothy stayed on the night of 27 August after leaving
the house of the Macfarlanes. They warmed by the fire in what Dorothy
refers to as ‘the first genuine Highland hut’ they had been in. 137 returning to
the hut, and ‘finding a better fire than we had found in the morning,’ Dorothy
remarks, ‘I thought I had never been more comfortable in my life’. 138 She
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explains that they ‘could not prevail upon the man of the house to draw near
the fire, though he was cold and wet, or to suffer his wife to get him dry
clothes till she had served us, which she did, though most willingly, not very
expeditiously’.139 Dorothy makes a comparison of the man with ‘a
Cumberland man of the same rank’ who, she argues, ‘would not have had
such a notion of what was fit and right in his own house, or if he had, one
would have accused him of servility’.140 In Dorothy’s opinion, therefore it was
not right for a man to give up his place in his own house and to station his
needs below those of his guests. This contrasts with her regard for William as
the one in charge of the domain of the travel group, and who makes no
adjustments of his own needs and preferences for those of others. Dorothy
attributes the Highlander’s manner to social position and to ‘politeness,
however erroneous and painful to us, naturally growing out of the
dependence of the inferiors of the clan upon their laird’. And yet, their
evening at the ferry house, she describes as one of childish joy.141 ‘We
carouse our cups of coffee, laughing like children at the strange atmosphere in
which we were: the smoke came in gusts, and spread along the walls and
above our heads in the chimney, where the hens were roosting like light
clouds in the sky. We laughed and laughed again’ and she continues ‘I think I
had never felt so deeply the blessing of a hospitable welcome and warm fire’.
Dorothy Wordsworth’s identity in her Recollections of a Tour of
Scotland, 1803 and Journal of My Second Tour of Scotland is primarily
relational. In both Recollections and Second Tour, her performance of identity
is relational to William. In Recollections the subject is the first person plural
and requires no explanation: it is Dorothy and William who are the ‘we’, and
it is they who are the travelling and life companions. In Second Tour, the
subject is again plural, but it requires explanation as the travelling companion
is Joanna, not William. In Second Tour and Recollections, however, there is
also the inner eye, and ‘I’, of Dorothy which appears in her imagery and her
use of aphorism to express the truths she finds in her subjectivity to nature
and the landscape.
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The performance of self is relational to the social and cultural
expectations of women of the period. Dorothy places herself and her work
hierarchically lower than her brother. She defers to his choices and to his
actions, but she also defers to his interpretation of her ideas and her
experiences in his writing which she cites. However, her deference to her
brother’s gender hierarchical position and as a writer is not always performed
from a location of approval for her lesser location, but from one of acceptance
of the social norms of the period. She incorporates his writing into hers
because to separate herself entirely from the work and life of her brother
would be to place herself outside social norms and to be without location. As
a single woman, she had few choices in the nineteenth century, but a
performance of deference locating her brother’s words in hers aligns her own
writing not only in a familial and domestic location, but also in the location of
writer.
Dorothy’s sketches of experience also perform a woman conforming to
the social strictures confining the extent of and depth of expression of
woman’s experience in women’s writing. The effects on the emotions of
landscape and nature are suggested and offered to the reader by means of
sketches from which they are invited to conceive their own engagement. But
Dorothy also provides detail in her descriptions of those locations which are
gender appropriate, such as domestic scenes, kitchens, women’s labour.
When those locations which by gender association would be familiar become
unheimlich, Dorothy exaggerates the extent of the unfamiliar which bewilders
her and makes the domestic sublime.
Throughout Recollections and her Second Journal, Dorothy includes
William’s poems, and she alludes to her influence on his work. William wrote
of his indebtedness to Dorothy.142 In The Prelude, William reflects that he was
a ‘Poet only to myself’, but that through Dorothy he had found himself as a
poet by name to all.143 It was Dorothy, William asserts, who was able to
assure him of his purpose. Rzepka argues that ‘It was Dorothy who kept
Wordsworth in touch with the real world, making it once more habitable for
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the true self’. 144 It was Dorothy, therefore, who helped William to find
himself as a poet. And it was William, from the evidence of his hand in the
opening of the Alfoxden Journal, who encouraged Dorothy to write, but her
position as a writer from William’s perspective is not so certain. Her
observations are valued, and she is encouraged to write those observations in
her journals, but her work is part of a discourse relational to and dependent
on her place in William’s life, and her identity as a member of his household.
Dorothy’s identity as writer can never be fully asserted while her location as a
woman is socially and culturally hierarchically relational.
Dorothy does not construct an identity for herself and she is not self
aware, however, there is an identity Dorothy creates throughout her writing
about Scotland which, like all human identity is relational to the people in her
life and to her surroundings, and which is one which shows she is very much
aware of her self and the social and cultural location she retains.145 She is
aware of how her gender and her social location create her subjectivity, but
she does not reject it. Susan Levin argues that Dorothy’s ‘writing exists as a
positive articulation of a negative situation’, but the analysis of her situation
being a negative one is not Dorothy’s.146 There is an inner eye which is
rational, but which also perceives the soul of nature, and a writer’s craft,
which can provide the lightest image of the passions experienced for the
reader to share her engagement. Although Brownstein argues that ‘we learn
everything and nothing’, to learn nothing from Dorothy’s writing suggests a
reader unable to ‘conceive’ as Dorothy directs.147 Dorothy’s presence, her
self, her eye, is present everywhere in her work.
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Chapter 5. Sarah Stoddart Hazlitt

This chapter is concerned with Sarah Stoddart Hazlitt (1774-1843),
wife of the essayist and former painter, William Hazlitt. In this chapter I look
at the creation and performance of self in Sarah’s Journal of My Trip to
Scotland which is the journal of a three-month residence in Scotland taken
between April and July 1822 to meet the forty-day residency requirement in
Scotland to file for a divorce from her husband. The divorce had been
requested by her husband, William, who wanted to marry his landlady’s
young daughter, Sarah Walker. Sarah Stoddart Hazlitt’s Journal, records her
life and her journeys during this period. The main tours she took were to the
Trossachs, Loch Katrine, and Loch Lomond, Glasgow, and the Falls of Clyde
between 13 and 20 May; to Perth, Dunkeld, Crieff, and Dunblane from 31 May
to 4 June; and to Glasgow, Belfast, and Dublin between 18 and 28 June. Her
journal has only ever been published in the context of the life and work of
William Hazlitt. This chapter considers the Journal as a text in which Sarah is
the subject of her own narrative, in which she gives an insight into the life and
character of Sarah Stoddart Hazlitt. It discusses the self which is created and
performed in that text and draws on wider research. 1 Along with some of her
correspondence, the Journal is Sarah’s only published work.
Journal of My Trip to Scotland was published in extracts, with
intertextual commentary and critique, in 1867 in Memoirs of William Hazlitt
written by Sarah’s grandson, William Carew Hazlitt.2 It was first published
with Sarah as sole author, and without intertextual references to William
Hazlitt, by Le Gallienne in 1893, and then in full in 1894 in limited edition,
however, it was published in the context of William Hazlitt, and was an
appendix to William’s text, Liber Amoris, a text which focuses on his obsession
with Sarah Walker. 3 In 1959 Willard Hallam Bonner published a fuller edition
of Sarah’s journal in The Journals of William and Sarah Hazlitt.4 The
manuscript is held at the Lockwood Memorial Library of the University of
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Buffalo, USA. Little of Sarah’s correspondence has survived in spite of the
approbation of her writing by Mary Lamb.5 All references in this chapter are
to the Bonner edition, although one of the 400 limited edition copies of the Le
Gallienne text published in 1894 for the British market was drawn on in
primary research. 100 copies of the Le Gallienne edition were also produced
for America. Reference is also made to Sarah’s correspondence.
The critical study of Sarah Stoddart Hazlitt’s life and work is not
extensive. The location of Sarah’s journal as an appendix to Liber Amoris has
meant that her life and writing have generally been discussed in the context
of William’s. As Bonner reflects,

‘Sarah Hazlitt’s writings have been given the same deprecating
glance that nineteenth-century editors and biographers cast at
Mrs Hazlitt herself. It has been difficult to forget that Sarah
Hazlitt, wife of English essayist and critic William Hazlitt, was
once the shockingly unconventional Sarah Stoddart. Little
effort has been made to see her as she was, still less to see her
from the inevitably changed point of view of this century. She
has been regarded as a regrettable spouse, a cold wife linked
to a passionate man of letters, someone to be explained away.
These concepts should now be modified’. 6
Sonia Hofkosh comments, ‘Sarah Hazlitt’s journal has been read only
as a footnote in the chronicle of William’s experience, as a marginal gloss to
his agony or his ecstasy rather than a record or a revelation of her own. It
has in this way been read only partially, when it has been read at all, deployed
to explain or justify [William’s] character and career’. 7

In his biography of William Hazlitt, Grayling suggests that Liber Amoris,
the outpourings of William Hazlitt’s amorous attentions on Sarah Walker, was
‘intended to be a psychological study’ and suggests that together the two
texts, William’s Liber Amoris and Sarah’s Journal of My Trip to Scotland, form
‘a cautionary tale’ of their affairs of the heart of Sarah and William Hazlitt8.
Bonnie Lee Woodbery’s unpublished dissertation discusses Sarah’s journal
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and life in the context of a study of the unusual nature, for the nineteenth
century, of Sarah’s marriage to William.9 Catherine Macdonald Maclean also
discusses Sarah Hazlitt in the context of the life of William, but her description
and characterisation of her is one of the few which provides a depiction of the
woman herself, and not one of her as having a place and identity only
relational to her husband and his profession. 10 Her informality, independent
mind, and disregard for social and gender expectations of women of the
period, have led to descriptions of her as vulgar. For example, W.C. Hazlitt,
Sarah Hazlitt’s grandson, described her as ‘that sort of woman’, a description
which was derived from her tale of accepting her father’s inappropriate offer
to her of grog as a child. 11 She was also considered by W.C Hazlitt and by R.L
Stoddard to be less than socially inept for having, in a letter, addressed her
friend by his first name, and not by his new title in the peerage. 12 W.C Hazlitt
writes, ‘Her letter beginning “My dear H——” had to be intercepted by a
judicious friend’, citing approval of the nineteenth-century censorship of
women’s writing by their male relatives or ‘judicious friends’. Katherine
Anthony reflects on Anne Gilchrist’s study of the life of Mary Lamb in which
Mary Lamb and Sarah, then Sarah Stoddart, are described as drinking brandy
and water by the fire together with their feet up on the fender.13 Anthony
argues Sarah was one of the last Georgians and that the Victorian era sought
to censor and bowdlerise her life for the impropriety which some critics
perceived in such behaviour by women.
Elizabeth Hagglund, on the other hand, examines Sarah’s journal with
Sarah as the subject of her own text in the context of a study of women’s
travel writing about Scotland. 14 However, Sarah’s journal has, otherwise, not
been valued as autonomous romantic writing, but rather as a supplementary
text whose purpose was to offer justification for William Hazlitt’s actions in his
life and for the critical discussion of his work, Liber Amoris. Hofkosh calls into
question the canonistic traditions of judgement and standards in literary
history which she argues are ‘informed by …a sexual politics that is embedded
in critical history as it is in contemporary discussions of authorship and
136

audience and in other overlapping cultural institutions’. 15 She argues that the
traditions serve the interests ‘of the continuity of existing power relations,
real and symbolic, the status of the woman and her conversation as the
husband’s private possession’. The arguments for the recognition of Sarah as
the subject of her own writing have begun to be raised, however. 16
Sarah Stoddart Hazlitt was a member of a military and legal family.
Her brother was Sir John Stoddart, who was former editor of The Times and
The New Times, the King's and the Admiralty Advocate at Malta from 1803 to
1807, and from 1826, onwards was Chief Justice of Malta. John Stoddart’s
legal knowledge enabled Sarah to inherit property on the death of her father
and to have financial security and independence. Sarah and her brother had
very different personalities. John Stoddart once lectured Sarah for being
‘deficient in those minutiae of taste and conduct which constitute elegance of
manners and mental refinement’. 17 She, on the other hand, thought him to
be ‘like an old-fashioned dancing-master’.18 Sarah lived with her brother and
mother, for periods before her marriage on Malta, where she also spent time
with Coleridge, who was a family friend, and, who, from 1804, worked as a
lawyer with John Stoddart on Malta.19 There is evidence to suggest she read
and knew Coleridge’s literary work well, and it is possible that she acted as his
copyist during this period. 20 Before her marriage, Sarah also transcribed
William’s work.21 Following the divorce, Sarah remained involved in his
writing and its publication, and corresponded with her son about William
Hazlitt’s work.22 It was she who wrote his death notice for The Times and it
was Sarah who had his tombstone raised and wrote the encomium, which
closed with the words, ‘This stone is raised by one whose heart is with him, in
his grave’.23
W.C. Hazlitt refers to Sarah’s ‘astonishing memory’ and ‘extraordinary
reading’, and Bonner asserts she could recite Scott, Byron and Wordsworth.
W.C. Hazlitt also notes Sarah’s ‘excellent disposition’ and that she was
‘endowed with no ordinary intelligence and information’. Mary Lamb
describes Sarah’s letters as those which are ‘very, very precious … the kindest,
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best, most natural ones I ever received’.24 As a member of the circle which
encompassed many of the great professional writers and thinkers of the
nineteenth century, her intelligence, knowledge and consciousness cannot be
doubted. She read avidly. Sarah read everything William Hazlitt wrote and
kept cuttings of his work.25 It is likely that there would have been little
opportunity to have avoided being a participant in his writing, since, as W.C.
Hazlitt writes of the house in York Street, ‘the mantelpiece was an oldfashioned high piece of architecture, which [his] grandfather had made a
note-book of by covering with hieroglyphical memoranda for future essays’.26

One of her first actions on arrival in Edinburgh was to join the library.
Her expenditure, for example, indicates that within two days of arriving in
Edinburgh she had ‘subscribed to Sutherland’s Library for one month, 4s 6d,’
highlighting her need to read and to have intellectual stimulation. 27 Long into
her old age she frequently visited Charles and Mary Lamb and her family to
borrow books.28 One of the texts she read on arrival in Edinburgh was
Elizabeth Hamilton’s 1808 novel, The Cottagers of Glenburnie. The book was
brought to her by her friend Mrs Bancks with whom she sometimes walked
and went to church during her stay in Edinburgh. 29 Hamilton’s novel features
Mrs MacClarty, a character whose lack of concern for domestic duties, was
encompassed in the expression in the novel ‘coud’na be fashed’. Sarah’s
grandson, W.C. Hazlitt describes Sarah as ‘one of the least domestic of her
sex’, and ‘for household economy she had not the slightest turn’ so she is
likely to have been amused by the characterisation.30 Sarah was
‘unconventional, a well-read, intelligent, independent woman’ and in her
journal, she creates the persona of a self which illustrates that unconventional
nature and which corresponds with both how she behaved and how she was
viewed by her circle.31 Her knowledge of art was also extensive. Sarah
records that Alexander Henderson, who accompanied William on excursions
to visit collections of paintings in Scotland, had taken her for an artist because
of her knowledge of, and ability to discuss, the paintings at Dalkeith House. 32
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Contrary to critical opinion of Sarah as Hazlitt’s wife, she was a goodlooking woman.33 In her Journal, Sarah reports that Ritchie, the editor of the
Scotsman, remarked on her looks and, from a patriarchal position, and
drawing on the social norms of the day, ‘said that with [her] appearance it
was highly probable that [she] might marry again’. 34 Sarah rejects the idea
outright. In a conversation with Ritchie after the divorce, he tells her he
considers her to be ‘a great fool to have conceded to [Hazlitt’s] wish for a
divorce…and that she had better get some old rich Scots lord and marry
[t]here’. Sarah’s response is direct and in rejection of social norms. She tells
him, ‘No, I had no intention of marrying, and should not do what he talked of’.
Ritchie asserts that she ‘must needs marry’: Sarah sees ‘no such necessity’. 35
She is independent of mind and character, and with financial independence
she has no need to conform to familial and social expectations of women.
She actively presents herself as a frank and open character. Following
the divorce hearing on Wednesday 17 July 1822, Sarah went to Hazlitt and,
during their long and very frank discussion, they compared the physical
appearances of Sarah Stoddart Hazlitt and Sarah Walker with a painting they
both saw at Dalkeith House.36 Sarah comments that Hazlitt used to admire
‘plump’ women, but that Hazlitt’s paramour, Sarah Walker, was ‘as thin and
bony as the scrag-end of a neck of mutton’.37 Drawing on contemporary
discussions of taste, she suggests that the woman in the portrait is ‘more to
his taste’. Sarah records, ‘he fancied it was like her. I said it was much nearer
my form in the thighs, the fall of the back, and the contour of the whole
figure; he said, I was very well made.’ In her contrast of her own body with
that of Sarah Walker, Sarah uses the imagery of meat and bodies to
emphasise not only the physical nature of her relationship with William, but
also his with Sarah Walker. There is an accumulation of the parts of the body
leading to the whole, strengthened in the assonance of ‘fancied’, ‘form’, ‘fall’
and ‘figures’. The language and the reference to the scrag-end of mutton are
significant and allude to a love letter from William to Sarah. In a letter dated
January 1808, William wrote to Sarah, ‘I am always writing to you about “lips
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and noses”’ and continues, ‘I never love you so well as when I think of sitting
down with you to dinner on a scrag-end of mutton, and hot potatoes. You
please my fancy more than when I think of you in-- ’.38 The language of
synecdoche of the parts of the body, and of ‘fancy’, and ‘mutton’ demonstrate
Sarah’s keen memory, and her knowledge of William’s tastes for food and for
women. Although describing another woman in the simile of ‘as the scragend of mutton’ may, on the surface, seem to be a shallow insult, it is instead a
reflection of her depth of understanding of William Hazlitt’s use of the
sensations and taste in his writing. For example, the letter, which is the only
known surviving letter from William to Sarah, also refers to women in terms
of food, as ‘delicious’. Sarah is expressing his desires in his own words. The
conversation she records in the Journal illustrates the intimacy that remained
between Hazlitt and Sarah, in spite of the divorce proceedings, but, moreover,
it provides a sketch of Sarah’s intellect.39
Sarah was a very keen walker. Mary Lamb’s letters refer to the lengths
of Sarah’s walks being longer than those which Mary, and most others, could
match. From the distances covered and recorded in her Journal of My Trip to
Scotland, it is evident that she was not only physically strong as a walker, but
also independent and confident in her own company. Bonner describes her
as ‘hoydenish’, which has connotations of being independent, physically
active, and lively, but which has strong overtones that she did not conform to
gender expectations.40 She walked hundreds of miles and in her Journal,
records the miles she walked and that she wore out all her shoes. Even a
Sunday stroll in Edinburgh was frequently fifteen to twenty miles long. She
records on Saturday 13th July walking ‘twice to the Mound, and once to Mr
Scott’s in Parliament Close, up eight pair of stairs’ and, after bumping into
Hazlitt in Edinburgh, and discussing with him the Duke of Buccleuch’s art
collection at Dalkeith House, in the afternoon she walked to Gilmerton,
Musselburgh, Portobello and Leith. She writes, ‘I think this walk was about
fifteen miles, which I enjoyed very much, although I wore a pair of light shoes
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which nearly crippled me. But I have worn out all the rest, and do not like to
buy more here’. 41
Sarah conformed to few of the social expectations of a woman of the
period and was renowned for her outspokenness. Grayling remarks that she
‘to the distress of her stiff brother … enjoyed fun and paid little heed to
etiquette’,42 which she also expresses in her expressions and word choice in
her Journal. For example, she refers to the judge at her divorce hearing as ‘a
prodigious grave Ass’.43 She had extra-marital affairs and Sarah herself
provides evidence of them in the journal by reporting Hazlitt’s remarks that
she ‘had [her] intrigues too, and was quite as bad [as William for having
affairs], and that [she] was no maid when he married [her]’.44 She cited an
affair with a Mr Thomas and commented on Hazlitt’s jealousies of her affairs.
Her non-conformity, her frankness, and her intellectual qualities were
attractive to Hazlitt.
Sarah Stoddart and William Hazlitt married in 1808, but her brother,
John Stoddart, did not condone the match. William Hazlitt had a reputation
for his poor behaviour towards women, even in the context of the gender
norms of the period. In 1803, Coleridge described Hazlitt as ‘addicted to
women, as objects of sexual Indulgence’ and, on a visit to Keswick in 1803,
Hazlitt had to be hidden and protected after he sexually attacked a woman. 45
Henry Crabb Robinson records:
‘It appears that Hazlitt, when at Keswick, narrowly escaped
being ducked by the populace, and probably sent to prison for
some gross attacks on women. (He even whipped one woman,
more puerorum, for not yielding to his wishes.) The populace
were incensed against him and pursued him, but he escaped to
Wordsworth, who took him into his house at midnight, gave
him clothes and money (from three to five pounds)’. 46
Duncan Wu considers the testimonies of the event to be a ‘poisonous
cocktail of half-recollected hearsay, axe-grinding, and outright lies’ and argues
that the incident was not one of rape, and, therefore, Hazlitt should not be
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pilloried. 47 He suggests that had it been, ‘arguments might be expected’ from
‘feminists such as Germaine Greer’. Wu takes issue with Sonia Hofkosh, who
considers that ‘at stake in current readings of the Keswick episode are
questions about the place of a writer such as Hazlitt in a romantic tradition
described primarily in terms of a Wordsworthian paradigm’. 48 Wu argues
against the ‘Marginalization of a principal writer of the period as retrospective
punishment’. 49 However, Wu is evidently not without bias in the expression
of his opinion of Hazlitt. For example, he asserts, ‘Among writers his
judgment was second to none’; ‘no one else had the ability to see the age
whole’; he had ‘an almost godlike perspective which he was alone in
possessing’.50 Hazlitt’s literary production continues to be received well by
critics, however, his character is not amiable, for example, he was described
even by his admirers as having an ‘unamiable personality’.51 Even his
biographer and friend, P.G. Patmore, wrote of his encounters with, and
assumptions about, women and that, to the embarrassment of his friends and
family, ‘he was always in love with somebody or other’. 52
He had little consideration for propriety, and, in the February of 1808,
before his marriage to Sarah, Hazlitt had arrived uninvited and unannounced
at Sarah’s house, Middleton Cottage, Winterslow, Wiltshire and had stayed
for two weeks.53 The impropriety of such a residency in the early years of the
nineteenth century would not have gone unnoticed in the community and
Sarah’s reputation would have been publicly damaged. Hazlitt’s father was
outraged and even the Lambs considered the stay incautious. 54 Nonetheless,
Sarah Stoddart was unconventional, and, it is evident from Mary Lamb’s
correspondence, and from Sarah’s Journal, that Sarah herself paid little heed
to social norms in her approach to personal relationships, as well as to many
other social norms of the period. Indeed, her ‘Lovers’ were remarked upon by
Mary Lamb, who wrote, ‘You surprise and please me with the frank and
generous way in which you deal with your Lovers, taking a refusal from their
so prudential hearts with a better grace and more good humour than other
women accept a suitor’s service’.55 The comments indicate that there were
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several men with whom she had sought relations before marriage. After the
divorce this position changed, however, and Sarah expresses her stance to
Ritchie in conversation at Mr and Mrs Bell’s house. The conversation
acknowledges her vulnerable position as a single and financially independent
woman, but moreover, she demonstrates an understanding of the subjectivity
of divorce for a woman, which affected her place and standing. She records
that she told him, ‘as Mrs Bell was not visible I must go’ and when he presses
to visit her later, she insists,

‘I told him, to say the honest truth I would rather
he did not. Why? I have several reasons. In the first
place, I am now rather peculiarly situated, and do not
wish to receive any men at all’. 56
Before the marriage of William Hazlitt to Sarah Stoddart, their friends
thought them an odd couple; nonetheless, Charles Lamb considered that
there was ‘love o’ both sides’. 57 They married in May 1808. During their
marriage, Sarah had five pregnancies, two of which were miscarriages, and
two sons died in infancy. Her son, William Hazlitt was born in 1813 and
survived, but a first son died in 1809, aged six months, and a second, died in
1816 of measles at the age of seven months. William had no means of
supporting a wife – a gendered role, and one which would have been
expected of a man in the nineteenth century. Sarah, on the other hand, had
an independent income and, following the death of her father, had two
properties in Salisbury, a cottage in Winterslow, and an annual income of
£80.58 On marriage, her brother made an annual settlement of £100, rising to
£150 after five years.59 It was Sarah, therefore, who supported them both
financially and provided a home until he began to earn an income from his
writing and lectures. Although William frequently urged Sarah to sell her
property to raise money, the trust settlement ensured Sarah’s financial
independence and security for life before, during, and after her marriage.
William felt little need to meet expectations to provide for his family. In her
Journal, Sarah records William’s wish that he expressed after the divorce that
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‘he could marry some woman with a good fortune, that he might not be
under the necessity of writing another line…he thought there was a chance
for it’. 60
William and Sarah lived in London in a property they rented from
Jeremy Bentham on York Street. By 1819, Hazlitt was earning a considerable
income, and had achieved fame as a writer. Patmore remarked he ‘had only
to lift his pen to coin money’. 61 But he was not careful with his money and, on
Christmas Day of 1819, he and Sarah were evicted from the property on nonpayment of rent. By 1817, Sarah had begun to spend more time at
Winterslow caring for their son, but the eviction brought speed to the end of
the marriage. At London lodgings, Hazlitt saw and became infatuated with
Sarah Walker, the daughter of his landlady. Hazlitt’s infatuation was regarded
by those who knew him as an ‘insane passion’ with which he ‘fatigued every
person whom he met by expressions of his love’. 62 When Hazlitt asked Sarah
for a divorce, she was pragmatic and agreed. In her Journal she expresses her
pragmatism to Ritchie and states, ‘my situation in my own opinion was pretty
much the same as it had long been’. 63 Divorce brought no change to her
situation. She would remain living in her own property, on her own income,
caring for her own child, with infrequent visits from William Hazlitt who would
continue to have his public love affairs.
Sarah was not submissive; evidence of her character suggests she was
intelligent, independent and assertive.64 It is likely that Sarah would have
sworn obedience to her husband in her nineteenth-century marriage vows
and the laws governing the status of women in marriage would also have
meant the she became the legal property of her husband. Sarah was,
therefore, subject to the coercions of nineteenth-century law in her
performance as wife. However, like many women of her social class, her legal
position was counterbalanced by her property ownership and some financial
independence. She did not have to grant Hazlitt a divorce. Yet, she showed
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few regrets; indeed, she commented to Ritchie that she and Hazlitt ‘had
certainly been in a very uncomfortable state for a long time’. 65
In spite of her unconventional manner, she shows in her Journal that
she managed her finances and organised her legal affairs efficiently. In her
Journal, Sarah records in her entry for Friday 24th May that she had ‘Received
a letter from Coulson to know whether I got my stamped paper and marriage
certificate’, and that she ‘Answered it’.66 There was no delay in her response
and no prevarication. Sarah took responsibility for her son. She was not
irresponsible as a parent, but she considers that William is and she confronts
William about his parenting, recording that William took their son ‘to the fives
courts and such places, and carr[ied] him out with him when he went picking
up the girls on the town’. 67 In her Journal, she records that she Sarah ‘fretted’
that the child had not been taken to Winterslow for the start of his holidays,
which had begun on 17th May. She had arrived in Edinburgh later than
agreed because she had been spending time with her son, William, in London
during his spring holiday.68 She was careful with her finances and she put her
son’s interests first. She had drawn up a will, a ‘stamped paper’, in which
everything she had was to be transferred to her son. The will documentation
was submitted to the lawyers for the divorce, and, in addition, the divorce
was drafted so that it would be, as she explained to William, ‘no advantage’ to
herself and that she would not ‘get a halfpenny of it’. 69 The divorce
settlement was written to that, although monies were to be paid to her, the
settlement was for the benefit of her son. She was rational, a characteristic
which was in stark contrast to Hazlitt’s irrationality and emotional outbursts.
Following the divorce, in a conversation with Hazlitt about Sarah Walker, she
explained that she had suspected his infidelity with Walker, but she had only
ever asked for what she wanted. 70 There was feminine subordination in
granting Hazlitt’s request for a divorce. However, there was also a
performance of pragmatism, perhaps reflecting her own non-conformity
within marriage and her social location in a group which actively questioned
traditional forms of marriage.
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In England, until the Divorce Act of 1857, divorce was only available by
a prohibitively expensive act of parliament. In Shanley’s discussion of Caroline
Norton’s personal, and very public, battle in the courts for divorce in 1836 and
for custody of her children, she argues that there was a ‘legal fiction that
married women [were] “non-existent”, and man and wife were still “one”’.71
Norton published pamphlets in which she condemned the English marriage
laws, which had the effect of erasing a woman’s legal personality when she
married. The consequence of such a status was that she could not hold
property in her own name and, in effect became the property of her husband.
Because a married woman had no legal personality, she could not act
independently and divorce her husband. A man, on the other hand, might
divorce his wife for adultery by charging the other man with ‘criminal
conversation’ with his wife, and, if successful, the husband could make a claim
for ‘damages’ to his property, that property being his wife. For William and
Sarah Hazlitt, therefore, in England, a criminal conversation suit was the
prerequisite for the only means of divorce at the time: a parliamentary
divorce.
In Scotland, however, the laws of marriage and divorce, influenced by
Calvin, had adopted an approach of equality in sexual fidelity in marriage,
which meant a woman could divorce an adulterous husband through the civil
courts.72 For a divorce to be heard in the Scottish courts, however, a forty-day
residency qualification was required for both William and Sarah. Hazlitt and
Stoddart agreed to travel to Scotland where, it was arranged, Hazlitt would be
found with another woman and Sarah would sue for divorce, citing adultery as
the grounds. The divorce was heard in June 1822. The divorce was granted
prior to the Married Women’s Property Act, but Sarah retained her property
and her original independent income, which had been left in trust for her and
which William had been unable to secure for himself. She retained her two
cottages and her income and she was able to remain financially independent
for the rest of her life.
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William and Sarah travelled separately to Scotland to take up the
required residency. It was as he embarked on his journey to Scotland that he
began to write Liber Amoris.73 Hazlitt arrived in Edinburgh on 4 February
1822, and began arrangements for a divorce. He wrote to Sarah Walker, ‘I do
ten pages a day, which mounts up to thirty guineas’ worth a week, so that you
see I should grow rich at this rate’.74 Sarah Hazlitt arrived in Edinburgh on
Sunday 21 April 1822 and began her journal. During her three-month stay in
Scotland, she was dependent on Hazlitt to support her and he had agreed to
meet her expenses during the required residency and the costs of the divorce.
However, Sarah’s Journal frequently records his complaints that he is unable
to work and has no income, or that she ‘seemed to love money’. 75
William and Sarah planned together the arrangements for the divorce,
which were made in secret. However, Sarah had been advised by friends that
if she and Hazlitt were found to have colluded in the evidence for the divorce,
the penalty would be imprisonment or penal transportation. Sarah was
rightly deeply concerned. She records in the Journal her fears about signing
an oath of calumny which she had discussed with Cranstoun, the barrister, on
Monday 22 April, the first business day after she arrived in Edinburgh. She
obtained two versions of the oath: one she obtained herself from a law
stationers and another she was given by Gray, her solicitor. 76 Stoddart copied
out both versions in her journal. As I have discussed in an earlier chapter,
copying out text is a feature of women’s writing of the period, and, in Sarah’s
Journal, it appears to have the function of reflection and understanding. She
compares the texts as if to understand them more fully. She ‘certainly had
scruples about taking the oath,’ which she aired to William Ritchie, the editor
of the Scotsman, and to Adam Bell, the go-between and witness for Sarah and
William. 77
Sarah’s frankness in her journal about her grave concerns for signing
the oath is confessional in nature, but the expression of them is not literary in
the language choices. They are private and personal reflections, and not
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obviously intended for another reader, but they are pragmatic in nature and
perform a self who seeks knowledge and understanding of the legal
procedure she is undertaking. In her Journal she creates a self who reflects on
her actions and considers the consequences. She expresses her concern to
herself in private thoughts in the Journal, but she records also her discussions
with the barrister, the solicitor, the agent and the editor of the Scotsman,
each of which she records in reported speech. The repetition to herself in
writing of her concerns emphasise the gravity of her situation and the weight
placed on her thoughts by the oath of calumny and the contrived actions
required for the divorce. The written performance affirms her fears, but it
also serves as an objectification of a self in text with which to distance herself
from the actions, and also with which to rationalise those actions.
Sarah’s text is an accurate and detailed record of her time in Scotland
and her trip to Dublin. She provides a range of information and detail, which
have come to be associated with women’s writing. For example, she provides
the cost of joining the library; the amounts of money owed to her by William,
and how those amounts are paid. However, Sarah discusses her human body
which feels and expresses sensations. She washes her hair, her body has
sickness, but she equally analyses and evaluates her circumstances and
reflects on her present, and her future, as an independent female self. Her
writing therefore suggests those features of women’s Romantic identity
identified by Mellor and Neuman. Shirley Neuman argues that the masculine
Romantic self arises from Platonic and Christian traditions. She argues that
the masculine self is identified in ‘the soul and hence the spiritual as opposed
to the sensual, together with an Enlightenment definition of “man” as the
Cartesian ego which has only to think in order to be’. 78 Neuman argues that
the masculine Romantic identity is performed in the act of thinking whereas
the female Romantic identity is performed in both the mind and the body. In
my discussion of Dorothy Wordsworth, I drew on the arguments of Anne
Mellor that ‘masculine Romanticism has traditionally been identified with the
assertion of a self that is unified, unique, enduring, capable of initiating
148

activity, and above all aware of itself as a self’. 79 Sarah Hazlitt asserts a self
that has the unity of reflection and consciousness of mind and body.
Sarah’s text is also a travel journal. Travel writing is an idealist and
ideological discourse whose essential theme is the nature of self
representation in places of difference. As discussed in Chapters 1 and 2, the
writer’s gaze is not only a record of what is observed, but is also a
performance of values, of class, gender and the human condition. 80 Journal of
My Trip to Scotland is also confessional, a genre which grew in popularity from
the end of the eighteenth century, and which, following Rousseau’s
Confessions, was adopted by many writers of the Romantic period. 81
Confessional genre writing may be said to be produced in response to change
and to encounters with difference. The period of the journey encompassed
many changes for the writer, not only those arising from physical travel itself,
but also from the journeying self from married woman, to a condition rare in
the nineteenth century, a divorced woman. Sarah Hazlitt’s travel writing was
produced as she walked and as she travelled. It is a record of her days, of her
thoughts and reflections. It is in the moment and captures the journeying
self. It is also Romantic, but Hofkosh asserts that it goes further and argues,
Sarah Hazlitt’s text,… relegated to the outer edge of his story,
does not signify in such coherent, if contested, narrative [as
William’s]. It is off the map. Beyond the borders of romantic
discourse, her text is testimony to the dislocations that
constitute romanticism’s progress and its persistent power. 82
Sarah Hazlitt was the subject of her own narrative. The Journal is
Romantic and conforms to the ‘paradigms of romanticism’. 83 For example, it
has a walking tour as an organising framework and, through it, the journal
reproduced Sarah’s engagement with the landscape, the social conditions of
those she encountered and highlighted her concern for social reform. René
Wellek suggests three criteria for Romantic literature: ‘imagination for the
view of poetry, nature for the view of the world, and symbol and myth for
poetic style’. 84 Sarah’s journal engages the reader’s imagination in her view
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of the world and her performance in it. She created landscapes with the
language of poetics, of verbal and visual imagery, and the symbol and myth of
Scotland.

Eagleton contends that from a Romantic perspective, the purpose of
creative writing was ‘gloriously useless, an end in itself, loftily removed from
any sordid social purpose.’ 85 He argues that any text can have an aesthetic
function if the reader’s purpose is its aesthetic use.86 However, it could
equally be argued that the Journal does have a ‘sordid social purpose’: the
Journal is a record of where Sarah travelled. It is a record of her journeys, the
literal journey of walking and the metaphorical journey from married woman
to divorced and single woman. Furthermore, the details of her financial
situation, of her income and her expenditure, the records of conversations
with lawyers and others connected with the divorce have the air in places of
being recorded as evidence, which might be drawn upon should she have
difficulties securing the divorce and a financial settlement. Such entries were
not aesthetically distanced from the subject, nor literary in their function, and
may be seen to have a ‘social purpose’. On the other hand, they also have a
creative function in their establishment of Sarah’s identity in the subjective
and contrasting locations in which she tours. Sarah’s journal is her
performance as a Romantic writer; as an independent traveller; as a woman.

As a travel writer, Sarah observes, reflects and records from a
preconceived position of herself and from that position, she performs the
subjective selves which emerge in the physical and social locations in which
she travelled. She establishes difference between herself and the other in
those locations and that difference creates and performs a self which she
idealises in those locations. For example, she emphasises the social
differences she observed between the English and the Scottish rural poor.
Such comparisons not only perform her social and national identity, they also
suggest ideologies of social reform which connote the ‘paradigms of
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romanticism’.87 For example, her description of the highlander provides detail
of the social conditions and provides a well-sketched image of housing.
An old highlander whom I met near the town, seeing me
fatigued, carried my basket for me and went out of his way
through the town, to show me the inn I had been
recommended to. Indeed I found them much more civil and
attentive than people in the same station in England, though
they are much worse fed, and the cottages or huts in which
they live are wretched in the extreme, mostly composed of
loose stones without any cement or mortar, and a hole in the
roof instead of a chimney to let the smoke out. 88
The description of social conditions becomes a paradigm of
romanticism and has the effect of locating her as a romantic writer. Her use of
figurative language is particularly notable. She uses hyperbole and the
comparative – ‘much more civil’, ‘much worse fed’, ‘a hole … instead of a
chimney’. This technique exaggerates her observations to emphasise the
extent and original nature of her experience.

In her discussion of the travel writer’s anxiety not to repeat what other
travel writers have written, Chard argues that ‘intense responses endorse the
traveller’s status as an eye-witness; expressions of “private sentiments”
emphasise very strongly that the traveller has actually gone in person to
observe the object described.’ 89 In the example above, Sarah gives her own
opinion with ‘I found’ and emphasises it with ‘Indeed’. She asserts her unique
experience and her writing as personal and original and in this way performs
herself as travel writer. However, hyperbole in travel writing exaggerates not
only the personal experience, but also the sublime.90 The sublime and the
beautiful operate in binary opposition: the sublime is associated with
ruggedness, vast scale and fear and the beautiful is associated with the small,
smooth, and gently rounded. The use of landscapes contrasting the sublime
and the beautiful emphasise the travel writer’s establishment of self through
difference and subjectivity. Sarah uses the sublime to perform a self
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subjected and diminished by the scale of the landscape, but equally a self
which is strengthened by it. For example, on 1st June on the Carse of Gowry:

‘You enter by degrees on the Highlands; at first merely naked
hills and downs, they rise slowly into importance, and after a
time assume a very picturesque and variegated form, though
never the grandeur of Loch Katrine; but the road winds for
miles through woods of lofty trees, with detached parcels of
cultivated grounds, interspersed with gentlemen’s houses and
cottages beneath you, which, as the evening began to close in,
had an awful and somewhat terrific effect.’91
In this example, Sarah builds from diminished descriptions of ‘at first’,
‘merely’, ‘naked’ and the female binary oppositional position of softness of
‘downs’, to the masculine sublime. She uses the adverbial forms of ‘rise
slowly’ and ‘after a time assume’ to increase the sublime height to ‘lofty’. She
places both herself and the reader in the highest and most sublime position in
the landscape and performs herself above and looking down on the social and
the familiar of ‘cultivated’ and the ‘gentlemen’s houses and cottages’, which
are ‘beneath’ her and the reader ‘you’. Thus Sarah performs herself in an
hierarchical position in the landscape, distanced from the signs of society. She
performs herself located in the sublime, masculine, location which she rose to
by her progress through the landscape. She expresses fear of this location in
‘awful’ and ‘terrific’ and, moreover, introduced a sense of the uncanny in
making the cultivated and the familiar the objects of her fear. 92 However, the
emotion is hedged by ‘somewhat’ and is limited by only occurring ‘as the
evening began’. Fear was therefore reduced and restricted and her
performance is one of an assured and assertive self. Furthermore, the
familiar, the social and the everyday are given connotations of oppression in
the writing by their rising ‘importance’ and Sarah’s need to have the
‘cultivated’ described as ‘detached’. Chard argues that travel offers an escape
from the familiar and that travel writing displays the writer’s ‘sense of
liberation from the oppressive limitations of the familiar’.93 Sarah’s ‘sense of
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liberation’ is evident in her treatment of the familiar and the social, over
which she asserts her hierarchical position.

The Journal itself creates a unification of different selves performed by
Sarah in contrasting locations. Sarah performs different selves in the city and
the countryside. The city was a place of people, where she was not alone, and,
although this should suggest a place of familiarity, of safety in society, the city
is rather a place of social relations which are built on power and exclusion.94
The city is the location of the courts and the lawyers who have control over
the negotiations of the divorce. The agents for the divorce only take their
instructions from Hazlitt. Although Sarah had independent financial means,
Hazlitt had agreed to fund Sarah’s expenses during the forty-day residency
required for the divorce and she determined to ensure that he kept to that
agreement. For Sarah, the power is vested in the courts dealing with her
divorce, in Hazlitt who controls her financial position, and in their agents in
the divorce, who take their instructions from Hazlitt. There is for Sarah,
therefore, greater isolation in the city than there is in the country. The city is
not a familiar place to her, but one which imposes an authority to which, as
can be seen from her unconventional character, she would not have wished to
conform.

McDowell argues, ‘places are made through power relations which
construct the rules which define boundaries. These boundaries are both
social and spatial – they define who belongs to a place and who may be
excluded, as well as the location or the site of the experience.’ 95 But, as
Judith Okely asserts, ‘different groups inhabiting the same spaces can create
and shift boundaries by subtle means.’96 The boundaries are not shifted by
subtle means for Sarah, however. The city is the space of divorce. She is
confined to private and discreet conversations, with Hazlitt and his agents, in
the internal spaces of their private homes where she was regarded, not as an
independent person, but as a possession of a man who considered her
disposable. There was no shifting of boundaries; in fact, boundaries to which
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Sarah was unaccustomed were enforced. The space and the people with
whom she shared it, enforced her exclusion from public space, not only by
means of the social mores and binary distinctions of the nineteenth century,
but also by excluding her from contact with Hazlitt during the divorce
proceedings. In the city, she was confined to private, internal spaces, to
dependence, and to powerlessness.

Judith Butler proposes that ‘the body is not a “being” but a variable
boundary, a surface whose permeability is politically regulated, a signifying
practice within a cultural field of gender hierarchy and compulsory
heterosexuality’.97 There are several examples recorded by Sarah in the
journal which highlight the gender hierarchy and her subjectivity to the
gender performance imposed on her in the city where she was known to be
awaiting divorce. Her dealings with the agent, Adam Bell, for example,
illustrate his disregard for her as a woman and act as a signifier of his assumed
masculine hierarchical position. Her encounters with him reveal her
justifiable dislike and mistrust of the man, but also display a notable tolerance
and patience when he first cursed her, then entered her bedroom and
demanded a kiss. 98 His behaviour is, by any standards of time or place,
sexually aggressive, but Sarah’s response to and rejection of him also illustrate
the social and cultural norms from which such presumptions of a man’s rights
over a woman’s body arise. Bell’s actions can also be seen to reflect a further
extension of a presumed right over Sarah Hazlitt who, as a divorcing woman,
was seen to have a diminished moral character and also to be available for
masculine possession, once she was no longer the possession, or under the
protection of, her husband. The changed relational status was taken to
denote her availability and left her vulnerable to sexual assault.99 The
perception as the norm of the changed relational status of Sarah Hazlitt and
the resulting change of behaviour towards her can also be seen in the actions
of Bell’s wife and his son, neither of whom indicate opposition to Bell’s
actions and contempt for Sarah, which indicates a wider disregard for her
social position. It was not a disregard which was applied to her husband, as a
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divorcing man. As I have discussed, the attitude toward Sarah demonstrated
by William Ritchie, the editor of the Scotsman, also illustrates norms of
gender hierarchy. Ritchie considers that she should ‘marry again’ and asserts
that she could not remain a single woman and that she ‘must needs marry’. 100
Sarah’s recording of the attitudes, however, asserts her opinion and contrasts
it with the prevalent views of women’s status and value. Indeed, she records
her opinions of such ideologies, thus performing her difference and her
contrasting radical thinking.101

Her performance of self in the city contrasts with her performance of
self in the countryside. In the countryside, Sarah is not known. She was
travelling at the time of year when the Scottish rural practice of exchanging
servants and of hiring female itinerant labour was taking place. 102 This
allowed her to move freely in the countryside. Furthermore, in contrast to
her locations in the city, in the countryside, she was outside. And yet, being
outside, in public, she was in a public space usually associated with the
masculine. Her location of herself in the countryside, and by her own
assertions and exertions, give her agency. The countryside acts as a locator
of independence, power and authority.103 It is also a place of familiarity to
her. Although Scotland was not familiar, the countryside certainly was a
place familiar to Sarah Stoddart Hazlitt who, as I have discussed, was a very
able walker and who walked long distances in the countryside around her
home in Wiltshire alone. Her understanding of the countryside and her
comfort in it is also evidenced by an earlier relationship. Before her
relationship with Hazlitt, she had been engaged to be married to a farmer. 104
During her marriage to William, her preferred home was in the countryside
and not in the city of London, and she returned to the countryside after her
divorce. As I have discussed with regard to Dorothy Wordsworth, nature
itself was gendered feminine and was a subject appropriate for women’s
writing, but in Sarah’s writing it is not the subject, but the object of her
attention. She herself is the subject.
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The city was a closed social space and, in this way, may be read not
only as a safer place for a woman, but also as an internal space, a confined
space, and therefore a space associated with the feminine and with female
authority. Yet, it held less authority for Sarah than the external, open, public
space and, in binary opposition, masculine space of the countryside. The
masculine, public space of the countryside became the location of self
autonomy for Sarah. The feminine, internal spaces of the city diminished her
authority. Her performance of self in the countryside was the performance
of an independent woman. Her performance in the city was one of
dependence on the courts and her husband; a space in which her husband’s
character and performance of identity subjugated her.

The city was also a location which created a self of a subjective
position from which she sought distance – both cognitive and physical, but
the divorce was to be secured by Hazlitt’s adultery and so Sarah was
required to accept her subjective position. For example, the solicitor, Mr
Gray, sought witness statements about Hazlitt and commented the people
were ‘the lowest, abandoned blackguards’. Sarah replied that ‘many people
had been surprised that he preferred such society to mine; but so it was’. 105
Her concluding statement indicates her pragmatic acceptance of her role.
The city might also be said to have been a dangerous and masculine place for
Sarah due to its association with prostitution. Her establishment of distance,
achieved by travelling to the countryside, may be seen therefore to have
held a liberation from the subjectivity that the city enforced. 106 Her health in
the city is poor and for two days in June she is very ill, requiring the need of a
doctor and laudanum. The oppression of the city and its legal constraints
have consequential effects on her body.

The contrast between her self walking in the countryside and her self
confronted with legal constraints are evident in her record of 11th July.107 On
that day she met William in a chance encounter on her return from a long
walk. She reports what was said, but reflects, ‘I was rather flurried at
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meeting him, and totally forgot many things I wished to have said, which
vexed me afterwards.’ Her first question to him had been in relation to the
payment of the divorce expenses and she is clearly anxious. In the reported
exchange William asserts she ‘had nothing to do with it’ and the Ritchie ‘had
nothing to do with it’. William had sent Ritchie with messages for Sarah but
now denied the information Ritchie had passed on. There is a contrast in her
day which affects her emotions. She had walked to Corstorphine Hill and
had seen ‘the Pentland hills, with cottages and gentlemen’s seats; from
thence through fields to the village of Corstorphine; then round to the
beautiful and richly wooded village of Colinton…the evening too was
delicious, with a few heat drops that increased the fragrance of the hay and
fields of beans, &c.; the crops are everywhere most abundant.’ The day is
the juxtaposition of those two selves she had performed as her means of
dealing with the enclosing and confining business of the city: the self as
object in the city and the self as subject in the countryside as she walked; the
object of legal proceedings, but the subject of her own walking, distancegathering, and self-creational narrative. On this day, she had walked and
distanced herself from the divorce and from William, only to be confronted
by him both in his physical presence as well as in the verbal exchange, in
which he contradicts her information and her position, asserting she had
‘nothing to do with it’, further demeaning her self autonomy, and reminding
her of her dependence on him. The encounter is not only with William, but
with her other self and she is left ‘flurried’ by the clash of ideological self
locations.

Sarah walks to change her perspective and her focus and to create
distance from a divorce she did not seek. The walks are long but often she
refers to them lightly as if they had no direction, particularly those which link
to Edinburgh. For example, the day before the court hearing she records
‘having sauntered about twenty-four miles’108 and returning from a long
tour on 20th May, she refers to a sixteen-mile walk as ‘my jaunt’. 109. The
language suggests she does not plan, however, that it evidently not the case,
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and she is very organised. For example, on her trip to Ireland, on arrival in
Belfast, her first action is to book her coach to Dublin and her overnight
accommodation. Her planning and organisation are remarked upon by the
women she had travelled with. Her walking routes are also planned so she
may experience landscapes of her choosing. For example, she arrives at New
Lanark and the Falls of Clyde on Sunday 19th May and entrance to the paths
has been closed by the proprietor. Sarah considers the woman to be ‘so
much a religious devotee of the old school, that she esteems it a profanation
that the magnificent and beautiful works of the Creator should be admired
and contemplated on the Sabbath.’ To gain entrance means a detour of four
miles. Sarah writes, ‘this extra walk I, of course, took’. 110 Her use of ‘of
course’ indicates her self-consciousness of her own independence and
determination, and her lack of conformity to rules without question. There
is a determination to see the landscapes, to experience them and to walk
through them. Even though she diminishes the lengths of her walks, and her
own sense of purpose and direction achieved by the walks with her language
of ‘jaunts’ and ‘sauntered’, her strength of mind and body in the countryside
are striking.

Sarah is content in her own company when she is walking and
travelling. As she journeyed to Belfast women suggested that they ‘should
join company, take the same coach, have the same inn, sleep and eat
together, as it was very dull to travel alone.’ 111 Sarah’s response was to
disagree and she asserted, ‘I told them I did not find it so at all’. The women
‘seemed affronted’ and later when they found she had made all her
reservations in good time ‘seemed mortified’. She simply ‘wished them
good-morning’. She is self-assured and confident in her own abilities and
personal space, while ever she walks and travels away from the city of
Edinburgh. However, on returning to Edinburgh from New Lanark on 21st
May, when she finds William has gone to London for two weeks and that she
has been left to deal with the divorce proceedings, she reflects, without any
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comment on William’s absence breaking the forty-day residency
requirement for the divorce,

So here I am, lonely, in a strange place, my quarter’s money and
the four pounds all gone, and obliged to borrow; instead
of…money in my pocket…as Mr Hazlitt repeatedly promised:
and can neither see or hear my boy, who is my dearest comfort!
112

Sarah’s assertion of independent self in the country and subjugated
self in the city can also be seen in her performance of herself as either subject
or agent in discourse. Sarah asserted herself as the agent of discourse in the
country, but as its subject in the city. This is evidenced by her use of different
methods of recording speech and conversations in the city and in the country.
In the city, her conversations are in reported, indirect speech, whereas, in the
country, her conversations are recorded in direct speech. For the
conversations in the countryside, she uses inverted commas and reproduces
the dialect speech quite accurately. For example, she reproduces
conversations in which she was referred to by her conversant as English and
therefore different.

‘” I walked 170 miles three weeks ago.” “Gude sauf us! Ye’re
no a Crieff woman?” “No, I am English.” “Aye, an what part o’
England?” “London.” “Ou aye, I thocht ye war no a
Scotswoman. That’s a lang way aff”.’113
The Scots, and local languages, the distinctiveness of individual
speech, and the patterns of language which might indicate culture, social
order, and geographic location, functioned to perform signs of otherness and
to establish Sarah’s social and élite identity in the text. Although English was
the language of Sarah’s text and was her own language, on her travels it was
variants of English that she heard and recorded and she was able to
reproduce the language she heard very accurately. Her recordings of what
she heard act as her evidence of close interaction with the other, not in an
emotional, hyperbolic, sense, as Chard might argue, but as a linguistic
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encounter and a linguistic performance of her engagement.114 Whereas
Chard argues that it is the language of the writer which is used by the traveller
to prove their experience, Sarah proves her experience by importing into her
text the words and language of the local people she encounters. She
reproduces their words in her writing, producing palimpsestic layers of
language and perception which create a performance of engagement – not
merely a hyperbolic description of encounter. Sarah’s direct engagement
with the language and her ability to reproduce it accurately in her text
perform a self outside of the city. At the same time, the rendition of Scots in
its colloquial form also reinforces difference through demarcating class and
regional variations, that within the context of the period, reinforce her social
and class position as a member of the élite, and, of course, her difference as
English.

The incorporation of the language of the other into a travel text is a
performance of another self in another place. It is an accommodation with
the other and is evidence of shifting identity.115 Sarah’s own performance of
her identities in different locations is indicated by use of indirect and direct
speech. When she used direct speech to record the voices of those in the
countryside, the inverted commas separate the language of the other from
the language of her self, reinforcing difference and separation; whereas, when
she repeats Hazlitt’s words, for example, they are incorporated into her own
text and thus became her own. Richard Sha’s discussion of verbal sketching is
useful here.116 As I discussed with regard to Dorothy Wordsworth, he argues
that nineteenth-century women sketched and copied the visual and the
verbal to subvert the gender boundaries of artful expression which imposed
limitations on the extent and depth of women’s expression. By sketching,
that is producing or copying, their visual and verbal observations in part and
not in whole, they were able to explore masculine gendered spaces. This was
a technique, it may be argued, which Sarah employed when she repeated the
curses of others and of Hazlitt. She took parts of what others said and
reproduced them as her own work, but yet kept them incomplete,
160

fragmented. They were also framed in a context which made them
permissible. 117 Sarah placed Hazlitt’s curses in the field or framework of a
discussion of Hazlitt’s friend, P.G. Patmore, and their agent, Adam Bell, for
example, but introduced the topic of Hazlitt’s paramour, Walker, in
juxtaposition and in such close proximity to their names that she was able to
curse Walker as a ‘lying son of a bitch,’ through repeating Hazlitt’s words in
which he curses Bell. By situating the cursing in the context of the speech of
another and in the context of a discussion with another, it becomes
permissible as if it were a performance of the other, but not a shifting into the
language of the other. Another example, again in reference to Sarah Walker,
was her repetition of Hazlitt’s words to which she then added her own remark
for which Hazlitt’s provided justification and contextualization. She reported,
‘he thinks Patmore has had her … I myself think it by no means unlikely.’118
Sarah’s uses of ‘flaming’ illustrate the pragmatics of linguistic proximity, the
contextualizing importance of intertextuality and the non-linear nature of
journal writing.119

Sarah Hazlitt sketches the people she encounters in the countryside
and provides accurate character sketches of local people and their social and
cultural knowledge, which she achieves by enabling them to speak their own
words. For example, in her conversation with the woman at Crieff, Sarah’s
writing gives agency to the woman by providing her with direct speech and
her dialect to talk about the law, to question Sarah’s ability to participate in
legal proceedings without her ‘gude mon’, and to raise the question of
‘travelling this way without making some bawbees’. 120 Sarah also explains
how she had frequently been taken for a maid seeking work. In the home she
then takes rest in, she engages in conversation with the woman and her
daughter and learns about flax and spinning, and describes not only the
process in her Journal, but gives the girl speech to give a personal opinion on
the work. Sarah’s engagement with the people, the customs, the culture is
close, and her acknowledgement of social and cultural difference is never
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patronising or hierarchical, but instead shows a respect for difference. She
writes,

‘Although the generality of the people of the Highlands speak
only Gaelic among themselves; yet almost all of them
understood me and spoke the Lowland Scotch when they found
I did not comprehend them. You may walk all through the
country without molestation or insult. I found them universally
civil and obliging, and, as far as they had the means,
hospitable.’ 121
Sarah performed her identity by means of her self determination in
the landscape. She established liminal positions in which she was able to
perform her self of difference. In her encounter at Crieff, for example, she was
able to perform herself as an English woman, different from the working Scots
men and women and thus performed her cultural and social position. By
creating physical distance between her business in the city and her pleasure in
the countryside she was able to perform her different selves in those
locations: a subjective self, encountering change from married to divorced
woman, and a reflective self engaged in her observations of the land and its
people. In her records of expenditure and of her discussions with Ritchie, Bell
and Hazlitt, she recorded the difference in attitudes of the men she
encountered and herself towards her right to financial support. Ritchie urged
her to remarry, Bell considered her undeserving and Hazlitt directed her to
her brother for loans. The difference in attitudes she showed in the
conversations enabled a performance of her as assertive and determined and
not to be coerced. Her language choices in describing people, such as the
judge at her divorce, show her to have been outspoken in her opinions and
blunt and yet she showed a different woman, a woman with respect for the
law, in her concerns about the oath of calumny. The positions of difference
that Sarah created enabled her performance of an independent,
unconventional woman to be established and identified clearly in contrast
with places of culture, gender, and ideology.
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The perception of Sarah Hazlitt’s identity is dependent on cultural and
historical interpretations of being a woman. Her creation and performance of
her identity pays little heed to the cultural norms of her period for the
sensibilities of being a woman. She was not silent, chaste, dependent,
domestic or confined. She did not accept the subjectivity of her gender in
nineteenth-century culture. She did not dress according to the norms; did not
address people in deference to their social station; she did not hide or temper
her thoughts but spoke her mind. She had lovers; she smoked and drank
brandy and gin; and she spent her time walking, reading, learning about
places and people. She was not invisible. She had independent means,
property, and a circle of family and friends of the intellectual élite. She had
the social confidence of security of self which, for her, did not necessitate a
performance of subjugation or of historical and cultural gender norms.

Judith Butler argues that to be a woman is ‘to compel the body to
conform to an historical idea of 'woman,' to induce the body to become a
cultural sign, to materialize oneself in obedience to an historically delimited
possibility, and to do this as a sustained and repeated corporeal project.’ 122
Butler goes on, however, to qualify the word, ‘project’, which connotes the
presence of ‘radical will’ and suggests instead that to be a woman is a
‘strategy’ since gender is performed under duress and is a ‘a strategy of
survival…with clearly punitive consequences’. Gender delineation, and the
performance of those ‘discrete genders’ are, she argues, part of what
humanise individuals. However, the idea of gender itself is not discrete; it
has no central unifying core to its being, nor does it have ‘an objective ideal’.
Gender exists only through its performance and through a cultural and social
agreement ‘to perform, produce, and sustain discrete and polar genders as
cultural fictions’. The continued performance of those genders obscures the
fiction of gender itself, and denies individuation. The performances construct
a narrative of gender which create a discourse of cultural norms that
necessitate the perpetuation of the performances. Sarah Stoddart Hazlitt did
not perform gender in the cultural and historic norms of her time. She did not
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observe the cultural signs of femininity of chastity, silence and domestic
virtue.

Sarah Stoddart Hazlitt produced a travel journal which conformed to
the paradigms of Romantic literature, combining the exploration of the
external space of the landscapes and the internal space of self in the process
of change of identity from a married to a divorced woman. Her Journal was a
private record of experience in public spaces. She recorded the verbal and the
visual of the scenes and the people she encountered and she commented
unreservedly. In her walking, she imprinted her physical self through her
footprint placed on the landscapes of town and country and performed and
discovered her different selves in the changing locations. She illustrated the
boundaries of social, geographic and gendered space through her language,
her observations and her journey. Sarah’s Journal, by its published location as
an appendix to Hazlitt’s text, has diminished the text and the woman to
caricatures performing William Hazlitt’s masculine identity. A
recontextualization of the text as her own narrative with her as the subject
establishes the Journal as an autonomous Romantic text, which created a
performance of the independent self of a woman of strength and
determination.
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Notes to Chapter 5. Sarah Stoddart Hazlitt
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Chapter 6
Elizabeth Grant, a daughter

Elizabeth Grant was a nineteenth century travel writer, a short-story
writer, a member of the Scottish landed gentry, a commentator on, and a
recorder of, Scottish and Highland life. She wrote about life in Scotland,
England and Ireland, as well as France and India, but her identity was created
by means of her place in Scotland and she became known as the ‘Highland
Lady’, providing allusions to her gender, to her social status and cultural
heritage. Elizabeth’s father was a Scottish laird, whom Blackwood’s
Magazine recorded as ‘one of those brilliant men who are not born to
succeed’.1 This chapter considers her identity created relational to her
father and focuses on the identity performed in Memoirs of a Highland
Lady.2

Andrew Tod refers to her as ‘an inveterate writer. 3 Elizabeth Grant
wrote sketches from Scottish and Irish life which were sold and published
during her lifetime. Writing, for Grant, was a lifetime pursuit and she
produced a considerable body of work. She wrote for the purpose of raising
money for her father’s Highland estate, Rothiemurchus, and later for her
husband’s estate, Baltiboys in County Wicklow, Ireland. Her publishers
included Chambers’ Edinburgh Journal, The Inspector and National
Magazine, Frasers Magazine, Ackerman’s Forget Me Not and Howitt’s
Journal. Chamber’s Edinburgh Journal published her short stories of the
Highlands, and her ten Irish narratives told in the persona of Hannah White.
The Inspector and National Magazine published the eight short stories in the
series, ‘The Painter’s Progress’. Other articles, sketches, reflections and her
travel writing about her time spent in France between 1843 and 1845, were
published widely. Her journals are extensive and have yet to be published in
their entirety. She began writing a journal in 1814 while a girl at
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Rothiemurchus, and, although she did not take it up as a daily record until
1840, she kept a journal until her death in 1885.

Her Memoirs of a Highland Lady relates the narratives of the people
and life in the Highlands in the first quarter of the nineteenth century, before
her family’s move to India in 1827 and her marriage to Irish Lieutenant
Colonel Henry Smith in 1829. After her marriage, she was also known as Mrs
Smith, with the addition of a locational address of ‘of Baltiboys’, the name of
the estate inherited by her husband in County Wicklow, Ireland. In
references to her writing about Ireland, critics more frequently refer to her
as Elizabeth Smith, using her husband’s name.

The text for which she is best known is Memoirs of a Highland Lady.4
An abridged version of her journals was produced and privately printed in
Edinburgh in 1897 by Elizabeth’s niece, Lady Jane Strachey, under the title,
Memoirs of a Highland Lady. The autobiography of Elizabeth Grant of
Rochiemurchus, afterwards Mrs Smith of Baltiboys, 1797-1830. The edition
was published by John Murray in 1898, but, as Peter Butter notes, Lady
Strachey ‘the Victorian lady imposes some censorship on the Georgian one.’ 5
Murray’s 1911 edition further reduced the text by omitting much of the
record of the time in The Netherlands and India, and the Albemarle Library
edition of 1950, edited by Angus Davidson, also places an emphasis on her
writing about Scotland, reducing the content of her travels abroad. In 1988,
Andrew Tod’s comprehensive edition of Memoirs was published by
Canongate.

There are three members of the family of Elizabeth Grant who have
been involved in the editing of her work. Such retention of editorial control
of her work illustrates a continuance of the features of women’s writing as
personal, private, and familial, and of women’s writing about their lives
remaining the property of the family. Working in association with Patricia
Pelly, the great-great-grand-daughter of Elizabeth Grant, Andrew Tod has
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edited Elizabeth’s journals of Ireland and France. 6 Her Irish journals were
first edited by David Thomson and Moyra McGusty, the great granddaughter of Elizabeth in 1980 and were published under Elizabeth’s married
name, Elizabeth Smith.7 Another edition of the Smith diaries appeared as
The Wicklow world of Elizabeth Smith, 1840-1850, edited by Dermot James
and Seamus Ó Maitiú.8 In 2005, Birlinn published Tod’s edition of her
journals from 1851-1856 of her time in Dublin, using her Scottish name of
Grant, and her Highland Lady title.9 Tod’s editions consistently identify
Elizabeth with Scotland, and with the Grant’s Highland estate of
Rothiemurchus. It is Tod’s Canongate edition of Memoirs on which I draw, as
well as on manuscripts from the Grant family records.

David Daiches regards Elizabeth’s Memoirs ‘as vivid’ and argues she
depicts Highland life as it was with people ‘living between two worlds’ but
who would be ‘weaned away by their new interests’, such as those of
Elizabeth’s father in India, and her own new life in Ireland. 10 But Daiches
considers it to be ‘one of the lesser Scottish diaries of the second rank’.
Nonetheless, as an historical record of her times, her journals have been
compared with those of Henry Cockburn.11 It is the Irish journals, however,
which have received the greater attention for their historic content. In her
consideration of Elizabeth’s Irish journals, Janet TeBrake emphasises ‘the
historical value of the journal.’12 However, she suggests caution is needed in
interpreting personal narratives. TeBrake argues, ‘Her journal is not only a
personal view of her times, it also offers interpretations of events, people
and the world around her that reflect her élite status. She speaks for
those who cannot speak for themselves, but we will never know the
exact feelings or opinions of those for whom she spoke.’ TeBrake also
observes the difficulties of gender with regard to women’s historical records,
and reflects, ‘Like other journals and diaries compiled by women, it has
been primarily read for pleasure or its literary value and has not yet
received the scholarly attention from historians that it deserves.’
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The record, however, is becoming adjusted and Elizabeth’s work is
cited frequently as an historical source. For example, in his study of 'The
geography and implications of post-Famine population decline in Baltiboys,
County Wicklow', Matthew Stout examines changes in tenancies on the on
the Baltiboys estate which was the home of Elizabeth, Mrs Smith, and her
family.13 Stout draws on her very detailed record of the Irish famine and
suggests that the estate used it to precipitate the eviction of tenants. As a
result of the Poor Law of Ireland, landowners whose tenants were on land
which was valued at under £4 were to pay the rates of their tenants, and the
change in legislation affected thousands of tenants. On one estate alone, for
example, there were over 3000 tenants on land valued at under £5. 14

Eviction and transport to America were seen to be the solution for
landowners. Elizabeth wrote, ‘The beggars are the small holders, entitled to
no relief, and so we shall gradually get rid of them; they must give up their
patches and take to labour…It will bear very hard upon us who do our duty
but we must make the best of it. Some will be ruined; we shall rise again, it
is to be hoped in a year or two.’ 15 Elizabeth, then Mrs Smith of Baltiboys,
encouraged the tenant farmers to emigrate, either to mainland Britain or to
America and gave little thought for the conditions on the boats or of the
opportunities for work at their destinations. Patrick J. Duffy cites her record
when he refers to ‘Many smaller properties [who] were also involved in
migrating groups of tenants, like Elizabeth Smith who migrated a small
number of tenants from her Baltiboys property in Wicklow.’ 16 Elizabeth and
her husband did, however, ensure that each of the tenant farmers who left
had money with them, and in some instances, such as those heading for
Scotland, she found them work.

In a review of the first edition of Memoirs, it is described as having
‘charm…not in literary style or in the relation of stirring events,
for the Peninsular War and the Battle of Waterloo make as little
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impression on her as the Great Plague did upon Pepys, but in
the absolute lack of pose, and the candour with which she
states her opinions.’17
Tebrake has identified Elizabeth as ‘a very opinionated woman who
was also a member of the land-owning élite’. 18 Elizabeth has opinions which
she expresses in her journals. Her journal writing is personal narrative with
the purpose of educating her children in their genealogical, social and cultural
heritage, therefore, not to express her opinions on people and places would
evade her writing aims. Elizabeth Grant was not an uneducated woman and
the understanding and knowledge of politics, both in Scotland and in Ireland,
are shown to be deep and extensive. She does not evade offering opinion on
political, as well as social conditions wherever she travels.

Margaret Elphinstone considers ‘The Indian section of Elizabeth
Grant’s Memoirs of a Highland Lady (1850s, describing 1828–29) explicitly
conforms with the ideology of contemporary imperialism. However, the
subtext reveals a fascination with wild India, and with the fragility of the
boundary between the ordered social world, and the chaos which lies outside
it.’ 19 She argues that although travel writing is a ‘conflation of geographical
exploration and discovery of identity…adventurous travel by women is a
challenge to a hierarchy which is constructed out of gendered, as well as
imperialist, oppositions’ and that Elizabeth’s writing not only ‘reflect[s] the
colonialism that has always informed western travel writing … , but at the
same time subvert[s] it’, and, moreover, it ‘transgress[es] a hierarchy of
gender that imposes silence upon women’s excursions into a psychic space
unknown to patriarchy.’

Elizabeth Grant writes in an informal manner which, through its
similarity to conversation, is engaging. Daiches argues the ‘we become
familiar with the diarist’s personal voice, so that it is almost as if we were
hearing…her speak.’20 However, the effect of that informality and familiarity
may reduce the seriousness with which her views may be considered. As ‘a
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member of the land-owning élite at the time of the Irish famine, tenancy
evictions, and transportations to America, a reader may approach her journals
with expectations of what her opinions were likely to be. Surprisingly, for her
status as an Irish landowner, she is evidently not a monarchist and remarks of
Queen Victoria’s reign, ‘When we are fit for further equality this magnificent
remnant of barbarism will be laid aside like other worn out institutions.’ 21

Elizabeth Grant’s Memoirs of a Highland Lady was originally written for
her children and her niece and not for general readership but her sketches
and short stories were written for publication with the purpose of
supplementing the family income. Peter Butter believes that her personal
narrative writing written for her family has ‘a spontaneity and sparkle lacking
in the works written for publication.’ Butter considers that ‘Memoirs is much
her best work’ and it ‘has the advantage of dealing with her times of most
intense experience in youth and of that experience having been matured over
the years without losing its freshness.’22 In The Highland Lady in Ireland, she
comments, ‘What a pleasure this occupation will then be,--interesting in a
high degree and useful where a large heart has but a scanty purse to back its
inclinations’, providing evidence of her two purposes in writing: for pleasure
and for profit.23 She wrote short stories and articles for publication, but for
her own record and for private family circulation, she wrote a Journal and her
Memoirs.

The writing of women of the period was often written for private
circulation, and frequently retained in manuscript form. Elizabeth’s Journals
and Memoirs remained in manuscript form throughout her life and there is no
evidence that she intended to publish her private writing for a readership
beyond her own family. Indeed, two manuscripts in Grant’s handwriting have
only recently been lodged in the National Library of Scotland, having been
retained in the Grant family.24 In spite of several editions of her Memoirs, her
private writing and the original handwritten texts of much of her writing for
publication in her lifetime remain outside of public view. As I have already
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highlighted, even recent editions of Grant’s work have been produced in
association with members of the family. The involvement of her family in
the editing of her Journals also confines her public image to a familial
context.25 Conforming to writerly norms for women of the period, Elizabeth
asserts that her Memoirs and her early journal were specifically for family
circulation, for her own children, and for generations to come. This aspect of
a woman’s identity relational to family is taken up by the Personal Narratives
Group, who argue that ‘the interpersonal context revealed in women’s
personal narratives suggests how women’s lives are shaped through and
evolve within relationships with others.’ 26 They suggest that women’s
reliance on ‘networks of family and kin…may well be a function of women’s
relative powerlessness, their lack of access to more formal and institutional
routes to influence, and as such a survival strategy shared with other
relatively powerless groups.’ However, the ‘networks of family and kin’ for
those of élite status can prove to be empowering, rather than confining and
reductionist, as may be seen from the publication of Elizabeth Grant’s writing
in her lifetime and the survival of her manuscripts and journals. The networks
offering opportunities for publication are accessible through social
connections for those of élite status. Elizabeth Grant was not without social
connection and the need for them and her reliance on them is emphasised in
her work through her many and frequent references to ‘connexions’.

Elizabeth Grant’s personal narrative writing in the form of her Journals
and Memoirs was retained in the family for private circulation. Rachael
Scarborough King considers Elizabeth’s choice of retaining her work in
manuscript for private circulation and argues that it drew on ‘the model of the
pre-Victorian letter, [which] conceptualized her manuscript as having a
number of non-dichotomous public and personal functions and she
anticipated an external, if not extensive, audience.’ 27 She argues that by the
time the manuscript was published ‘stricter divisions between manuscript and
print—and stronger linkages of manuscript with femininity, amateurism, and
privacy, and of print with masculinity, professionalism, and publicity—meant
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that the work was misread as solely a domestic document, a trend that has
continued in contemporary analysis.’ Elizabeth made choices between writing
for publication, for the public, and for money, and writing in manuscript for
private readers. The circulation of her writing in manuscript conformed
closely to the social norms for women, but her writing for publication, under
an assumed name and not her own, also retained female privacy and distance
and did not cross those gender boundaries into display of a public self. Those
divisions of self for the public and self for her private readers are reflected in
her style and the treatment of her subject matter.

Elizabeth Grant recounts her reasons for first personal narrative
writing. She began writing a journal while still a girl, in 1814, and living at the
Rothiemurchus estate.28 It was intended as ‘a regular history of our doings,
great and small.’29 She sent her work to her father’s sister, her Aunt Lissy, of
whom she was very fond, and who had lived with the Grant family after her
brother had married, and until her own marriage. Although Aunt Lissy had
inherited her own property and income it would have been unusual for a
woman to have lived alone, and so, conforming to the social norms for
women of the period, she came under what would have been considered the
protection of her brother. On her own marriage, Aunt Lissy, Lissy Frere, lived
with her husband in Hertfordshire, however, Elizabeth Grant records that she
remembered and preferred the Highlands of Scotland,

‘as she had known them – primitive, when nobody spoke
English, when all young men wore the kilt, when printed
calicoes had never been seen, when there was no wheaten
bread to be got and the Laird worshipped as a divinity by every
human being in the place.’ 30
Elizabeth kept a journal, which she sent to Lissy Frere ‘to convince her of her
errour’ of her preference for the Highlands of the past.31 Although Aunt Lissy
considered the difference, the changes, ‘the increase of comfort and the
gradual enlightenment’ to be ‘all very correct, …it was not the highlands.’ She
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felt that ‘old feudal affection would die out with the old customs and the old
prejudices, and that picturesque district would just become as prosaic as her
meadows in Hertfordshire.’ 32 Elizabeth wrote ‘To prove to her that life could
still be happier among the mountains than elsewhere, progress
notwithstanding.’33

Aunt Lissy’s comments are recorded by Elizabeth, not simply to
illustrate the passage of time and its effects on the Highlands and its people,
but also to illustrate the importance Grant attaches to the recording of place –
geographical place, historical, genealogical, cultural and social. Elizabeth is
assertive about her reasons for writing. She contends that it was a pleasure:

‘We of this sort of temperament cannot help noting down our
sensations; it is meat and drink to our busy minds, a safety valve
to the brain, I really believe, essential to its well being.’ 34
Reflecting on her writing and its reception by her readers, she
considers ‘Our descendants can very easily put our observations in the fire
should they be too dull to comprehend the value of them.’ 35 Elizabeth’s
consideration of the likelihood that her work might not survive, reflects the
values of the time. As I have discussed in Chapters 2 and 5, in contrast with
the diaries and journals of men of the period, the private narratives of women
were often destroyed or lost, and were considered to have little value.

The early journals were addressed to her aunt to persuade her of the
importance of change in the Highlands, but also to reassure her that Highland
culture and society still continued, and some aspects of place were still as she
remembered them. The purpose of reassurance that cultural heritage survives
is achieved in her writing by extensive descriptions which, at times, are
hyperbolic in their emphasis. This addressivity, achieved through the shared
understanding of cultural, geographical, historical, and social allusions was an
early feature of Elizabeth’s writing, which she recognised her aunt would
value from the reception of her journals by her aunt, and later from
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conversations about the Highlands which ensued with her aunt’s husband and
his brother. The value of the journals for Elizabeth was not just in the record
of moments, but was in the conversation with the reader using allusions to
Highland life which were shared and understood and which formed a personal
and private bond with the reader, consolidating family and social ties. The
journals and the memoirs, the private writing of Grant, while originally written
for her aunt, her children, and her niece, were also written for her unnamed
‘descendants’ and, as such, form part of a discourse with an unknown and not
yet living readership.

The effect of the first person narrative stance is to draw the reader
into the personal moral framework of the author. This feature unifies the
writer, the text, and the reader and together they become a philosophical
medium of reason. 36 The relationship can be seen to be established through
Bakhtin’s considerations of addressivity and Mead’s considerations of
attitude, for example. For Bakhtin, words and utterances are contextual and
are coloured by the addressivity of those strings of words or utterances. 37
Words are addressed to someone with the aim of generating or anticipating a
response. Discourse, which here is the author’s addressivity of the text to her
children, her readers, is thus fundamentally dialogic. The text, the utterances
in the personal narrative, is historically contingent. The content of the text is
located within, and is inseparable from, the family, the society, the history
and the place which it addresses and which is its content. Mead argues that
attitude is ‘the beginning of the act; it is a part of the act.’ 38 In a discourse
with another, attitudes to the other are displayed in the subject matter and
the structure of the discourse. For readers to be able to take on the attitude
of the writer, the writer’s attitude must be available in the text. The personal
moral framework of the writer which suggests the writer’s identity is
therefore dialogically, palimpsestically, and linearly created. The identity
which emerges does not emerge only from the structure of a narrative in the
text, but from the many layers and dimensions of place and space.
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The discourse addresses social change in Scotland, and change is a
constant, thus the addressivity is enduring. As I have discussed, Elizabeth
Grant’s Memoirs, as a personal narrative, originally addressed to her children,
and the direction of the discourse elicits and creates an intimacy in the
addressivity. The language is personal, intimate, and familial. The nature of
this addressivity exaggerates the intimate relationship between author and
reader, and moreover, the intimacy, directed at her children, which also
carries over to her new readers in the public space of publication. What Mead
refers to as ‘taking the role of the other’ and ‘taking the attitude of the other’
strengthens the identification of the reader with the author and the text.39
The reader takes on the author’s attitude to the self and incorporates that self
into the readers’ addressivity in the act of reading. The dialogic nature of her
writing is persuasive, therefore, which has a culturally locative effect on its
public and private readers.

As discussed, as a young girl, from 1814, Elizabeth wrote for family. As
a woman of thirty, in 1827, however, she wrote collaboratively with her sister,
Mary, for income but, later, in 1840, when she was married and living in
Ireland, she returned to the intimacy of the familial discourse of writing and
began keeping a journal, which she maintained until her death in 1885.
Between 1843 to 1845, to reduce expenditure on the Irish estate, Elizabeth
Grant moved to France. In France, she wrote travel articles, including ‘A
Month in the Pyrenees’; ‘A Few Weeks at Cauterets among the Pyrenees’; and
five articles entitled, ‘Wintering in Pau’. The articles followed the identity
already established in Chambers’ Edinburgh Journal and were published as by
‘a Lady’. It was while resident in France that, in 1845, she began Memoirs as
part of the familial discourse with her sister and her children. She began
writing Memoirs on 7 May 1845. The entry to her Journal for 8 June 1845
reads,

‘After breakfast and my little walk I write the recollections of
my life, which I began to do on my birthday to please the girls,
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who eagerly listen to the story of their mother’s youth, now as a
pleasing tale, by and bye it will be out of a wish to feel acquainted
with people and places I shall not be at hand to introduce them
to….the pleasure of talking over these bygone times with my
children attaches us the more to one another. As we become
more confidential in our intercourse, we make the tale profitable
too by the comments we engraft upon it, and the best of all it
encreases my content with the present, the contrast between
my maiden days and married life being to all rational feelings so
much in favour of the latter.’40
From the extract it can be seen that there is a performance of self as enduring
and she suggests a discontent, and yet, looking back on her youth the
locations and people she holds dear, she suggests she finds solace. Her
attitude towards marriage is not altogether positive and she harks back to the
days when she was unmarried. Her marriage features in her Irish journal,
where she makes a comparison of her own thoughts on marriage and the
place of woman in marriage. As discussed in Chapters 2 and 5, marriage and
its conditions frequently features as themes in women’s personal narratives.
In her Journal, Elizabeth Grant considers her own marriage in light of that
portrayed in Jane Eyre, which she had just read.41 Her observations are
enlightening and reveal a woman assured in her self, who sees no need to
compromise that self for marriage. She considers the image presented,

‘in parts…sublime. The moral appears to me to be, that a
man prefers for his wife a woman not only content to be
utterly obedient to him, but proud of having him to obey,
full of energy to execute his commands, promptly, wisely.
With a mind to comprehend his, to follow up his lead, if
need be to whet his arguments. Above all to be
uncompromising in morals, honest, upright, truthful, the
letter of the law, no sophisms; and for the rest, beauty,
grace, taste, even delicacy, can be very easily dispensed
with. It is not exactly a picture to my mind, yet it is worth
reflecting on.’42
Lady Strachey published an edited version of Memoirs after Elizabeth’s
death, but her personal narratives were retained in full in manuscript form for
private circulation in her family both during her life and following her death.
182

In my research, I examined manuscripts of her work which remain in private
collections. One of those manuscripts in the handwritings of Elizabeth and
her sisters, Mary and Jane, provides an insight into family relations and
especially into the determination of the three Grant girls not only to write, but
to gain income from their writing. 43 The document is undated, but it can be
established from the contents, the inscribed dates of publication and the date
of a letter which was written in or after February 1827. The texts are
recorded by the dates on which they were submitted for publication and the
earliest of these is 9th February 1827. The document concludes with a partial
transcript of a letter from James Fraser who was in effect the Grant sisters’
literary agent, which provides the publication dates agreed with the editors of
journals.44

The 166 numbered pages of writing are scribed in all three hands and
there is a clear distinction between the handwriting of the sisters. The paper
used is watermarked and folded in the style of a modern school jotter. The
pages are stitched together to form a collection of the sisters’ writings written
and published in 1827 to 1828. The document consists of copied-out texts by
the three sisters. Most of the texts are identified with their date of
submission to James Fraser and these dates appear in some cases to have
been added afterwards. The document contains sketches and stories written
by Mary and Elizabeth which were published in journals and poetry by Jane
Grant.45 The poetry is undoubtedly in Jane’s handwriting, however, Memoirs
places only Mary and Elizabeth in the barrack room where they wrote. 46

The date when the stories were submitted to James Fraser is
transcribed on each text and on some texts, there is also the date of
publication and the name of the publication. James Fraser’s letter also details
the amounts paid by each of the publishers. That the girls collaborated to
produce a record of their first written and published works and include in the
document a transcription of Fraser’s letter evidences not only the pleasure
and pride the girls took in their work, but also the importance of the income it
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provided, and their efficiency in maintaining records. Such a detailed record
keeping of finances and how they were generated contrasts with the poor
financial management of their father and brother. It also shows how the girls
had crossed the gender boundaries into the masculine external domain of the
financial world.

The final two pages of the document are headed ‘Extracts’ and are
copied from a letter of James Fraser, joint editor with William Maginn of
Fraser’s Magazine for Town and Country, who contributed also to
Blackwood’s Edinburgh Magazine. Fraser is identified in Memoirs as a friend
of their neighbours, the Macphersons of Belleville. 47 The extract is in
Elizabeth Grant’s handwriting and identifies several of the titles and the
publishers.

‘from Mr Fraser’s letter after receiving the first packet
containing “The Country Campaign”, “The Gig”, “Sentimental
Story”, “The Walk”, “Early Recollections” & “An old Story” –
…Immediately on your packet reaching my hands I inspected its
contents. This was affected in the following manner. I have
kept 2 for myself “The Walk” & “A Sentimental Story”. Of 2
others I disposed to Ackerman’s Forget me not where they will
be invested next year. Of the remaining 2 I disposed to a new
periodical book called the Inspector & published monthly’. 48
Fraser’s letter not only provides the detail of the publishers
and the prices they paid for the work, it also praises the writing. He
says the works are:
‘the very best things of the kind I have ever read…if these are
the first productions of a Writer what must her future efforts
produce…I only hope she will have one quality…I mean industry
– with that she may in truth achieve any thing & every thing’. 49
The inclusion of this commentary suggests pride in their success, but it was a
shared success as the texts were not published in the sisters’ separate names.
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Fraser refers to ‘a Writer’, in the singular, and not to two or possibly
three. From this it can be seen that the texts were submitted as if by one
writer and, conforming to the social norms for women writers, anonymously.
Fraser comments that the papers he kept for his own publication, which were
‘The Walk’ and ‘A Sentimental Story’, he is certain are by the same author. He
states,
‘She writes precisely in the same manner as the speaker –
the same wit – the same fluency … the same lightness of
expression. At the end of the text, Elizabeth jokes, ‘[Nous
sommes soeurs nous deux] hahaha!!!’50
The joke, of course, is that the sketches are by different writers – ‘The Walk’
was written by Elizabeth, but ‘A Sentimental Journey’ was by Mary. The
sisters have hidden their separate identities. In the same letter, Fraser
comments, ‘I have prevailed on my publisher Mr Pickering to forego the
Lady’s name but some nom de guerre will be chosen’. The identity chosen
was ‘a Highland Lady’. 51

The sketches were sent to Fraser on 9 February 1827 and were the
first works of Elizabeth’s to be published. Of those which Fraser published, or
for which he secured publication, the first appeared the following month,
March 1827, in The Inspector and National Magazine.52 They are the first
manifestation of the identity ‘a Highland Lady’. The first use of Elizabeth
Grant’s writerly identity is therefore not a performance of identity by herself,
but a pseudonym chosen by Fraser’s publisher and, further, it is not a name
given to Elizabeth Grant alone, but to the collaborative authorship of both
Mary and Elizabeth.

The handwritten document provides several forms of evidence. For
example, the different handwritings in the document and the sisters’ initials
signed at the end of each text evidences that it was not only Elizabeth Grant
who wrote, but all of the sisters and it evidences not only the collaboration
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which existed between the sisters in order to generate income for the benefit
of the family, but also highlights the discursive nature of Elizabeth’s writing.

One conflict which is a recurrent theme in women’s literature is that
between artistic and domestic sensibilities and what are perceived to be the
woman’s responsibilities and duties. Elizabeth overcame those sensibilities by
dividing her writing between the anonymous, and pseudonymous published
narratives, reflections and sketches, which provided income but which
protected her familial identity and domestic duty of privacy, and the personal
narratives which were a continuing discourse with her family through the
generations. Elizabeth’s writerly identity was established in the environment
of home and was achieved through collaborative discourse with her sisters. It
was private and her writing was a secret which she shared only with her
family.

Elizabeth Grant’s identity is lodged in her family, her place of origin
and her culture. Published writing for Grant was not the hobby or pastime of a
lady of privilege, but a means of supporting herself and her family in times of
financial hardship. In Memoirs, she records how she turned to her writing for
income during the ‘Irish famine when [she was] sorely pressed for
money…that sad time, a time that set [her] writing again, and with success’. 53
Many women writers of the nineteenth century wrote in secret, anonymously
or under pseudonyms and Elizabeth conformed to this norm. For example,
she records how she sent her first text in secret to Blackwood’s ‘in a fictitious
name’.54 The adoption of a pseudonym may be seen to be a determination to
establish an identity separate to and different from home and family. The
division between the published self in her writing and the private self in her
Journals and Memoirs is achieved by the use of the pseudonym, and although
she is able through her published writing to enter public and masculine place,
she conforms to the social norms of privacy and woman’s place.
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The names by which she is known as author differ. Elizabeth’s
sketches about Ireland centred on the fictional characters of Hannah White
and Mrs Wright. The texts are not attributed to her by the name of Grant or
Mrs Smith, as she was then, nor to ‘a Highland Lady’, but she is identified
using ‘by the Author of My Father the Laird’, thus identifying her as an author
with a place in public space, but not by name. The Irish sketches were
published between 1848 and 1850 in Chambers’ Edinburgh Journal, the
periodical which had also published ‘A Highlander of the Last Age’ and her
three-part study of the changes in Highland life: ‘My Father the Laird’, ‘My
Brother the Laird’ and ‘My Nephew the Laird’. The three-part study of the
Lairds introduces the writer and the texts in a parenthetical paragraph and
states Elizabeth to be ‘a lady advanced in life, the daughter of a Highland
proprietor of ancient name’. 55 Her relational identity to her father is
emphasised by the publishers of her work in her literary identity, even though
at this time, in terms of the social norms of the period, her relational identity
as a woman was to her husband. It is her Highland identity which is
foregrounded, even when she is writing about Ireland.

She was born in 1797 and died, at the age of 87, in 1885. Her life and
writing spanned the Romantic period and extended into the Victorian age and
her identity is also established in the subjectivity of the events and the
ideologies of those periods. The nineteenth century saw many changes in
Scottish, British and European society. For example, at the start of the
century Britain was still heavily reliant on agriculture for its economy, but
changes and developments in industrialization had affected the economy, the
landscape, towns and society. During the eighteenth century, Britain’s
aristocracy had been small and there was little class consciousness and,
although there was a rural gentry, professionals, merchants and rural and
urban workers, the consciousness of a distinction between the classes did not
begin to emerge until the 1830s. Nonetheless, Scottish society was
hierarchical and, despite some movements, the three estates continued to
dominate the thinking of how society was organized. 56 A consciousness of
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difference and notions of rank began to increase, however, and the effects of
these changes in society are evident in Elizabeth’s writing.

The changes in, and expansion of, Britain’s industrial base are also
evident in Elizabeth’s Memoirs. She describes a visit to Arkwright’s mills, for
example, and to the foundry which he had then developed to produce
machinery for other industrial concerns. She remarks, ‘One visit I did enjoy; it
was to the Strutts of Belper and Derby. General Need’s father, his friend Mr
Strutt, and old Arkwright…originated the cotton manufacture of England.’57
Her description of the mill shows the extent of her enthusiasm and the
novelty industry appeared to her to be. She describes it ‘like magick’ and her
use of hyperbole emphasises her impression: ‘Immense rooms full of
countless rows of teetotums twirling away by themselves, or sets of cards in
hundreds of hands tearing away at cotton wool of their own accord’. In 1814
in his Treatise, Patrick Colquhoun recorded it was ‘impossible to contemplate
the progress of manufactures in Great Britain within the last thirty years
without wonder and astonishment. Its rapidity … exceeds all credibility’. 58
Elizabeth’s wonderment at the Arkwright mills echoes sentiments of the age.

Elizabeth Grant considers the period to be an ‘improving age’ but
reflects on the influences of religion and the increasing emphasis on
morality.59 She does not have a high opinion of any religious practices,
neither those in Britain nor those she witnesses when travelling. She makes
observations of the way in which the children of her Uncle Frere are brought
up. She comments their rearing was ‘such an exhausting process…[with] no
nourishment for either body or soul’. 60 She continues that she believed that
‘no mind could expand where there was so little interest felt in all the
improvements of this improving age.’ She asserts that in the family ‘there was
a sort of religious bar which closed the door against all that was bright and
beautiful’, clearly placing the blame for the children’s lack of knowledge and
experience with religious practices. For Elizabeth, knowledge, experience and
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intellect were of the highest importance and she held a low opinion of
religious practices which she considered limited intellectual growth.

She demonstrates her opposition to religious practices once again in
her record of religious devotion in Belgium and describes, ‘The worshippers as
much in earnest as the Hindus with their horrible figures. More so than many
of us who from the heights of our spiritual simplicity pity what we think is a
mockery, and what is certainly a strange remains of barbarity to linger on for
eighteen centuries after the truth was preached’, and goes on to describe the
people as ‘sensitive and ignorant people, whose reasoning powers are the
weakest.’61 The low esteem in which she held religious practices and their
effects is not limited to a single religion or religious practice, but to all. She
considers religious practices are antithetic to ‘the improvements of this
improving age’.

The period saw not only a battle for philosophical thought and
ideologies, but also ones for territory and, from 1793 and 1815, Britain was in
effect at war with France. Elizabeth Grant comments on her father’s
profession at law as a response to the continuing effects of the French
Revolution. She says it was ‘necessary to the usefulness of a country
gentleman’ because the French Revolution ‘had made it a fashion for all men
to provide themselves with some means of earning a future livelihood, should
the torrent of democracy reach to other lands.’62 The Napoleonic Wars were
also a threat and Elizabeth considers both the threat from France and the
British success. She alludes to the wars in ‘A Highlander of the Last Age’ in
which Elizabeth characterizes her protagonist as having ‘served from very
early youth almost by the side of our Great Captain’, a reference to Nelson
and the British success over Napoleon. 63 In Memoirs, she explains the
preparations in Scotland and remarks,

‘we owe Napoleon thanks. It was the terrour of his expected
invasion that roused this patriotick fever amongst our
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mountains, where…the alarm was so great that every
preparation was in train for repelling the enemy.’ 64
Elizabeth Grant uses language which suggests she considered it to be
heroic to do raise private armies to secure the privilege of private ownership
of land, to hold back what she describes in negative terms as a ‘torrent of
democracy’. This is in contrast with her early assurances to her Aunt Lissy
that change was for the good. Juliet Shields argues that the 1707 Act of
Union between the Scottish and English parliaments was met with a literary
response which sought ‘in sentiment, or virtuous feeling, a compensation for
political dispossession…writers explored the potential advantages and
limitations of defining the nation as a community united by sympathy [and]
explored the political implications and uses of feeling.’ 65 Elizabeth Grant uses
that sentiment and virtuous feeling to evoke a sense of sympathy with her life
and of loss for the Scotland of the romanticized past. The national land,
Scotland, its history and traditions are sentimentalized and romanticized and
contextualize Elizabeth’s identity and her performance as the Highland Lady.
For example, she describes the Rothiemurchus Leddy.

‘It was a kilted regiment, and a fine set of smart well set up
men they were, with their plumed bonnets, dirks, and purses,
and their lowheeled buckled shoes. My father became his
trappings well, and…my Mother rode to the ground beside him,
dressed in a tartan petticoat, red jacket gaudily laced, and just
such a bonnet and feathers as he wore himself, with the
addition of a huge Cairngorm on the side of it… the bright sun
seldom shone upon a more exhilarating spectacle. The Laird,
their Colonel, reigning all hearts. After the ‘Dismiss,’ bread and
cheese and whisky…were profusely administered.’ 66
She lists, she alliterates and she hyperbolizes, all to stress the near stereotypical
symbols of the Highlands and to emphasize ‘the persistence of tradition’. These
techniques evoke a sentimental response from the reader enabling a visioning
of the virtues of her father and his men in the protection of the land against the
potential dangers of invasion.
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The effects of social change brought about by the Industrial
Revolution, the revolutions of America and France, and the Napoleonic Wars
impacted on British politics and ‘the torrent of democracy’ led to the Great
Reform Act of 1832, which introduced long-needed political reform into the
British parliamentary system. Elizabeth’s father sat in Parliament as the
Member for the ‘rotten borough’ of Great Grimsby and spoke in favour of the
agronomist, not the labourer in the run up to the 1815 Corn Laws. His
position caused so much resentment that their Edinburgh house was attacked
in a response to his political views and the family had to be given a guard. 67
The attack on the house came the evening of a ball which the Grant family
were holding in their house at 5 Charlotte, Square, Edinburgh. It was British
custom until the end of the first half of the twentieth century for élite families
to hold balls, known as ‘routs’, during the ‘season’. Grant explains, ‘All the
Beaux strove for tickets because all the Belles of the season made their first
appearance there.’68 The season began in January and lasted until Easter and
it was at such social gatherings that marriage matches were made. 69 Of the
attack, Elizabeth writes,

‘Our first intimation of danger was from a volley of stones rattling
through the windows, which had been left without closed
shutters on account of the heat of the crowded rooms. A great
mob had collected unknown to us, as we had musick within, and
much noise from the buzz of the crowd. A score of ladies fainted
by way of improving matters. Lady Matilda Wynyard, who had
always all her senses about her, came up to my mother and told
her she need be under no alarm. The General, who had some
hint of what was preparing, had given the necessary orders, and
one of the Company, a highland Captain Macpherson, had been
despatched some time since for the military. A violent ringing of
the door bell, and the heavy tread of soldiers’ feet announced to
us our guard had come.’70
She dramatizes the situation, but also shows the effects on the women,
and provides a picture of life in an élite family in the New Town of Edinburgh.
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Prior to the 1832 Reform Act, many parliamentary seats could be
bought or gifted as a result of influence and privileges were attached to being
a Member of Parliament. In securing his seat, Elizabeth’s father, John Grant,
had over-spent and, together with other considerable debts, he found himself
in financial difficulties. As a result, he lost his seat, but losing the
parliamentary seat meant privileges were lost and he, and his family, were no
longer safe from creditors and a possible prison sentence. To avoid them, the
family fled to France and then to India. The effects of her father’s bankruptcy
were deeply felt by all the family nonetheless, his social place secured a post
for him in India through his connections to Charles Grant, the eldest son of
the East India Company Director. Elizabeth Grant places great emphasis on
family ‘connections’ in Memoirs, and on those familial ties and social
connections on which women rely. It is evident that without them, her
family’s, and her own, situation would have been far worse. They fared well
as a result of their connections and Elizabeth’s father, John Peter Grant, was
first knighted and then appointed a judge to serve in Bombay during their life
in India.

Elizabeth Grant’s Memoirs reflects on British Imperial life in India, from
1828 when they arrived in Bombay. Her father’s comment on arrival was, ‘If
this be exile…it is splendid exile’ and her mother remarked on ‘those bowing
men’ and their ‘extraordinary deference’. 71 A contemporary reader might
make judgements of the apparent injustice of a British bankrupt being
received with such deference and with ‘light vastness, beauty, regal pomp,
and true affection’ and be struck by the contemporary irony of Elizabeth’s
record that ‘we were such great people’, but in the historical, political and
social context in which she lived, there was no irony, privilege was perceived
to be a right by birth72. Although she supported the acquisition of knowledge
through experience, she did not embrace the ‘torrent’ of political change and,
throughout her life, established herself in an hierarchical position of
difference and privilege.
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For many women of the nineteenth century, travel writing was a way
of recording their experiences. Writing outside Britain enabled a movement
into an ideological space not constrained by those domestic ideologies of
masculine gendered public and female gendered private spaces. Maria
Frawleycontends that for women like Elizabeth Grant, ‘Travel writing…offered
more than an opportunity to participate in a form with great popular appeal;
it also offered women the opportunity to establish or solidify their credibility
in a public arena shared by men.’ 73 For Elizabeth Grant, travel writing gave
her access to public as well as domestic space. Michael Cotsell considers that
women achieved ‘a marginal sagedom’ through travel writing, achieving a
liminal identity between masculine and feminine ideologies. 74 Deirdre David
argues that women who succeeded in establishing a position in the public
sphere did so, not by subverting the private, domestic sphere, but by
employing the dominant masculine culture and adopting and ratifying an
ancillary role in it.75 It is a conservative position which endorses masculine
cultural authority and implies it is a stable phenomenon, however, it is one
which may offer security and protection in a patriarchal state.
An examination of Lady Strachey’s Preface to the 1898 edition
provides evidence of Grant’s combining of domestic and female pursuits with
external, masculine interests. She is described as ‘reading, writing, sewing,
and maintaining her keen interest in the questions of the day…she alludes to
the political situation with all her old vigour and style’.76 Elizabeth Grant was
informed and reflected on the events and changes of the period and did not
confine her interests to domestic pursuits. Lady Strachey also indicates
Elizabeth’s adoption of the ancillary role women adopted and which is argued
by Deidre David. Lady Strachey refers to ‘Colonel Smith’s estate, of which she
was for many years the manager, first for her husband…then for her son’. 77
The identity which Elizabeth Grant performs in her texts and which crosses
the boundaries of gendered roles and spheres is successful in its recognition
by Lady Strachey.
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Anne K. Mellor argues that women writers construct a self in their
writing that is ‘relational, formed in connection with the needs, moods and
actions of other human beings’.78 For Moers, the expression of domestic
features of family life, the poor finances, and the relationships between
brothers and sisters and parents and children from a woman’s point of view is
a key feature of Female Gothic. 79 Moers argues that these features are
suppressed in conventional ideologies of the family but that women writers
use the themes of the genre as a way of representing and understanding
themselves and their personal experience. Elizabeth Grant’s identity can be
seen to be established in relation to her mother and to her children.

Elizabeth characterizes her mother as a woman who separates herself
frequently from the company of others and as a woman who suffers illness,
for example, the ‘resident sick headache’. Given the inconsistency and
unreliability of Elizabeth’s father in the context of nineteenth-century
masculine norms as financial provider and protector of his family from
dangers, such as imprisonment arising from bankruptcy, these personal
characteristics are not surprising; however, Elizabeth employs them as a
means of objectifying her mother’s place, suggesting her mother has less
virtue, and, by distancing, establishes herself in the location of virtue. She
provides several examples in which her mother is characterised as uncaring
and remote. For example, as young children, Elizabeth and her brother,
William, were sent to bed after supper and alone. They were not escorted by
their parents, nor was there any light to guide them up the stairs. Elizabeth
recollects William’s fear, as a small child only just learning to walk, of a hair
trunk on the stairs. William cried loudly and it was her father who came, not,
as might be expected for conventional locations of woman’s place, her
mother. Elizabeth focuses on her father’s kindness ‘with [his] arm around him,
kissing him and encouraging him to proceed’ and she lists her father’s actions
towards ‘his boy’ and explains the difference they had made to her brother’s
comfort. 80 Her mother’s distance is summed up in the alliterative, ‘My
Mother noticed nothing’ with its connotations of abjection. Not only does
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Elizabeth characterize her mother as distant, she also characterizes herself in
contrast to that image as intimate and kind and positions herself with her
father in juxtaposition to the mother/father relationship.

Elizabeth Grant’s accounts and descriptions of her mother differ
greatly from those of her father. ‘Mother’ is in the main written with a
capital, whereas ‘father’ is written with standard punctuation. Andrew Tod
considers the punctuation ‘gives us the authentic voice of the Highland Lady
[which] has its own comment to make [in reference to] her stern mother’. 81
Elizabeth’s characterization of her mother is remarked upon by reviewers of
Memoirs at the time of publication. The unnamed reviewer in Blackwood’s
Edinburgh Magazine lists the different treatments Elizabeth employs when
writing about her mother:

‘Her daughter speaks of her with admiration, resentment, and
compassion by turns; of her perfect manners; her wonderful
memory, her skill in fine needlework, her violent temper and the
‘resident sick headache’ which caused so many miseries.
Undoubtedly she meant well by her children; yet she was
capable of acting with downright cruelty to a daughter who
behaved nobly under the severest possible trial. One must
conclude that she was one of those unfortunate people in whom
physical suffering has produced some curious twist of the moral
nature. She had no tenderness, except for a baby.’ 82
Elizabeth’s Memoirs reflects on her mother’s reactions to childbirth.
She shows the mother’s intimacy, expressed in nursing William and Jane, but
Elizabeth contrasts the image of natural mother by her emphasis on
portraying her mother as remote, choosing her own room rather than the
company of her children and distancing herself at frequent opportunities from
them.83 Elizabeth’s characterization of her mother performs abjection.
Kristeva argues that the child’s identity is formed through abjection and only
by being juxtaposed to what it rejects does it have an identity. 84 In Memoirs,
Elizabeth establishes her identity as separate and independent of her mother
by means of the liminal space of difference she draws between her mother
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and herself. Siskin argues that in the context of the nineteenth century, it was
necessary for a child to resist maternal connections and to assert itself instead
as a self-made subject which was ‘capable of the limitless self-improvement
valorizing and valorized by an “open” society and a “free” economy’. 85 Siskin
argues that if the child failed to resist possession, rather than becoming a
subject in its own right, it became positioned as an object, and was not only a
possession in the economic, or commercial and mercurial sense, but also a
possessed being in the Gothic sense. Henderson draws on this image,
suggesting, like Kristeva, that without the separation, the child becomes ‘an
empty castle, haunted by unappealing ghosts’.86 Elizabeth ascertains her own
location in her narrative as subject by means of objectifying her mother, but
there is a greater distancing, which suggests abjection.

Elizabeth Grant was unmarried at the age of thirty which, in
nineteenth century Britain, was unconventional. She would not have had the
means to live independently and would therefore have been economically
reliant on either her parents or a husband. Until her marriage, she was in
effect an economic possession of her parents. She was, however, expected to
marry and her attendance of balls during the ‘season’ was intended to
produce a husband for her. However, Elizabeth remarks that while her
mother slept in the mornings, she was intent on other adventures. Elizabeth
had entered into a relationship which her parents had ordered her to break
off. Her father had argued with the boy’s father and refused permission for
the match. Elizabeth resolved ‘to wound [her] Mother where she was most
vulnerable, to tantalise her with the hope of what she most wished for, and
then to disappoint her’.87 Elizabeth Grant was indeed ‘haunted’ and ‘an
empty castle’, however, her writing which contributed to the family income at
a very difficult time appears to have been the beginning of her ‘selfimprovement’ which was ‘valorizing and valorized by…society’.

Elizabeth uses her writing as a means of representing herself,
relational to her mother, she also performs a self relational to her children
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and, furthermore, employs the text as a means of representing and
contextualizing her own children. The children are characterized by the
connotations of culture and genealogy which establish them as subjective
identities in the text. The effect of Elizabeth’s performance as mother
determine the identities of the children as products of her labours. The
children are commodities produced by her labours. However, because
Elizabeth has produced a family she becomes identified as familially virtuous.
There is, perhaps, an interesting extension of Moers’ concept of domestic
relations in the Female Gothic being exploited in the representation and
establishment of Grant’s female identity as mother. 88 The relationship exists
outside of the text in the dialogic relationship between mother and child.
Kristeva also considers this aspect of the child as a possession and considers
that the child suffers ‘a possession previous to [its] advent’ because the
mother is the creator and the possessor of the means of production of their
creation. The mother becomes not only another person with whom the child
identifies, but an Other who has preceded the child and who has possessed it
in its creation. 89

However, in the context of Memoirs and its address to her children, I
take Kristeva’s position that ‘The child [has] serve[d] its mother as token of
her own authentication’ and in the text ‘there is hardly any reason for
[Elizabeth] to serve as go-between for [the child] to become autonomous and
authentic in its turn’. Elizabeth, by addressing her Memoirs to her children,
contextualizes herself not only as mother, but, moreover, as a mother
virtuous and worthy of their attention. In this way, her children are employed
as a technique to valorize and authenticate Elizabeth’s identity as mother,
who is virtuous because of her status as mother, and who is rewarded for
those virtues she performs in the text. The authentication is performed on
three levels: by Elizabeth’s direct address to her children in the text; by
means of her children’s dialogue with the text; and by means of the aesthetic
distancing of Elizabeth in the text.
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Elizabeth Grant’s self construction can be considered in terms of its
subjectivity, that is whether she is conceived as an agent or, on the other
hand, whether she is subjected, that is, a subject in the meaning, for example,
of a subject of the crown. There are models of subjectivity which can be
considered in the construction of Romantic identities, the foremost of which
is the ‘depth’ model which is found in Wordsworth’s The Prelude.
Wordsworth claims the writer’s role is to reveal ‘the depth’ of the human
soul; to characterize self in terms of one’s own psychological depth, but
Harold Bloom believes that this model loses sight of what a text is about and
that there is the danger that its application reveals no ‘subject but
subjectivity’.90 Henderson examines what she considers are ‘non-canonical
models’ of Romantic subjectivity in the construction of identity. 91 In different
models of subjectivity, the woman is a mechanistic form, a part of the
industrial revolution, who produces children as units of labour and
production, or as cannon fodder for the forces against Napoleon. The
production of children as social commodities also establish a woman’s place
as the perpetuator of genealogy and social place. In another model, as high
Romantic art defines her, woman is a part of nature. But parallel to this
Romantic model of the genesis of the self is the emphasis on the child’s role in
its own development. This model is evident in Memoirs. Elizabeth’s
childhood and her development into adulthood are recalled and she depicts
the Grant children as not only being determined by their circumstances and
contexts, but also as being self determined. Elizabeth recounts how the
children were left to their own devices and encouraged to find their own way
when young, for example, being left to go to bed alone and without light,
their escapades at the Doune and, of course, the secret writing of the three
girls which determined Elizabeth’s ability to provide an income.

As I have argued, Elizabeth Grant places great emphasis on genealogy.
A woman’s genealogical subjectivity affected her place in society and, without
marriage, affected her Romantic identity of mother linked to nature, and
produced connotations of unnatural exclusion. Marriage is discussed
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frequently in Memoirs and has considerable genealogical value attached to it.
Elizabeth Grant explains the marriages of her forefathers and her relatives and
supports each with the economic worth of the genealogy and the marriages,
explaining that her grandfather and brother, ‘and a set of half Uncles much
about their own age, were all shoved off about the world to scramble through
it as best they could with little but their own good blood to help them’ and
concludes ‘and then married an heiress of the name of Raper of a very
respectable and highly talented family.’92 However, marriage also has
mercurial value, and it is also a recurring feature of identity and subjectivity in
the nineteenth century. ‘Mercurial value’ is a notion explored, for example,
by Jean-Christophe Agnew. The concept is derived from Hobbes’ notion that
a person’s value may be determined in the same way as a commodity’s value,
that is, in a competitive social and cultural market. Agnew argues that ‘the
maneuvers of class and faction…encouraged some thinkers, at least, to
reconsider the notion – first broached by Hobbes – of a commodity self: a
mercurial exchange value or ‘bubble’ floating on the tides of what attention
others were disposed to invest.’ 93 The value of a person’s self fluctuates and
floats, riding on the value and extent of the attention placed on the person by
another. Marriage carries relational identity value, and, for women, prior to
and in the early part of the nineteenth century, marriage also determined a
woman’s identity both through subjectivity and by her mercurial value, either
by dowry or by family and inherited property which, until the Married
Women’s Property Act 1882, passed to their husbands. Luce Irigary argues,
‘As commodities, women are thus two things at once: utilitarian objects and
bearers of value.’94 As is demonstrated by the social gatherings, one of which
was planned by Grant’s mother, for sons and daughters, marriages were
frequently arranged within social circles whose members were of parallel
social and economic standing. A woman’s mercurial value in marriage was
derived both from her genealogy which gave her entry to the social group,
and from her labour, her skills and knowledge of life in those circles, and her
productive capacity to produce family and continue the genealogical line. For
example, her knowledge of running a Highland estate, or a large household.
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I have discussed in earlier chapters the subject position in discourse
and the locus of ‘competition’ is in discourse where subject and object
positions are negotiated, accepted, rejected and determined. In Hobbes’
model, it is the value of the attention on the person which increases their
value and it is the person not the other who values the commodity self. The
subject position therefore is a factor in determining mercurial value. In
contrast, Marx considers alienation, and the possession by the self of the
commodity of labour, which may be sold to another for a price. 95 The
mercurial exchange value of the self is divided in Marx, and part of the self is
transferred to the possession of another to whom labour, or the results of
labour, are sold. The concepts of social personality founded on commerce
and the commodity of self are explored further by John G.A. Pocock and Diane
Rothbard Margolis.96 The concept of the mercurial value of a person,
developed from the seventeenth century, is one which Agnew regrets. In the
case of the life of Elizabeth Grant, her life and her writing have, in the twentyfirst century, the commercial value of a tourist attraction at the
Rothiemurchus estate known as ‘The Highland Lady Safari Tour’, which
illustrates both the mercurial value of a person and the perpetuation of the
literary tour. 97

Elizabeth Grant employs genealogy as a means of establishing a liminal
position for her identity. However, there are instances in which Elizabeth
provides characterizations of women and marriage which contrast with social
expectations of women of the period. Against those images, she juxtaposes
her own character, directing the reader to interpret Elizabeth’s identity
performance as the proper lady, but further, as a woman of greater value.
One example is Elizabeth’s performance of wife in which she is the subject
objectifying the performance of a Mrs Churchill, a member of their circle in
India. She begins by providing the detail of Mrs Churchill’s genealogy to
establish her moral context and records, ‘Her father…had to divorce her
mother on account of his own nephew…and…would never acknowledge Mrs
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Churchill, who was born after the separation and brought up under this
cloud.’98 The social diminishing of Mrs Churchill’s mother by divorce and the
suggestion of Mrs Churchill as being born illegitimately creates a low
genealogical use value. Elizabeth goes on to reveal that her husband had to
be pressed by her five Irish brothers, who ‘pistol cases in hand, at Colonel
Churchill’s new quarters…begged to ask him whether he had forgot nothing at
his former station…The marriage, thus settled, was soon concluded.’ 99

Having established the genealogical basis on which the reader might
judge Mrs Churchill, Elizabeth Grant then juxtaposes her own identity with
that of Mrs Churchill whom she portrays as pursuing the men on board ship,
listing her actions as ‘the 1st annoyance’, ‘she next tried my colonel’ and then
‘a regular serious flirtation’100. Elizabeth’s opinion of Mrs Churchill is shown in
her literary techniques but she uses her husband’s words to add reason and to
substantiate not only her opinion of Mrs Churchill, but also to assert her role
as a loyal wife and to contrast it with Mrs Churchill’s performance as disloyal
and immoral. Colonel Smith commands Elizabeth, ‘Mrs Smith, you must give
up your walk and stay and guard your husband’ against what is perceived to
be the pursuance of Mrs Churchill. Elizabeth’s response is that of the dutiful
and obedient wife. She remarks, ‘there was no help for it’. 101 By incorporating
her husband’s words and her agreement with him, Elizabeth positions herself
in the masculine domain of reason and ‘establish[es and] solidif[ies her]
credibility in a public arena shared by men’. 102 In consideration of Deidre
David’s arguments, Elizabeth employs the dominant masculine culture,
adopting and ratifying an ancillary role in it. Her obedience to her husband is
not a role she readily accepts, and she returns to the theme frequently in her
Memoirs and her Journal, however, she adopts the role because it secures her
location in society.

Elizabeth Grant also establishes herself in a genealogical and social
hierarchy by land and property ownership coupled with historical lineage
from the start of her Memoirs. She is particular in the opening lines of
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Memoirs to position herself with her father’s genealogy.103 His genealogy
has its use value and she locates herself also with its mercurial value, and his
wealth which is represented by property, its status, its location, its physical
place and how it was obtained. She provides the address of the family’s
Edinburgh home, Charlotte Square, a part of the Edinburgh New Town. The
New Town of Edinburgh was built from the late eighteenth century to
separate, from the decaying and overcrowded Old Town with its increasing
poverty, the merchant, landed and professional classes, in an early
manifestation of social division. The address provides a semiotic of social
place in Edinburgh and of having access to capital, evidenced by the purchase
of a ‘lately built house’ and her father ‘having been provided for handsomely
in the way of property’. The wealth is shown to be established by ‘having
been provided for’, connoting inheritance and, by association – suggested by
the personal pronoun and the family locator in ‘my father’ – Grant locates
herself in the genealogy. It functions as a semiotic of use- and mercurial
exchange-value.

Elizabeth performs a self by means of her parentage, using models of
subjectivity which draw on use- and mercurial exchange-value. She informs
the reader that her ‘father was descended not very remotely from the Chief of
the Clan Grant and that these cadets of that great House having been
provided for handsomely in the way of property and having also been
generally men of abilities in their rude times, had connected themselves well
in marriage, and held rather a high position among the lesser Barons of their
wild country.’104 Her genealogical record is a possession and is a commodity
with social and mercurial value. Elizabeth explains that the extent of the
wealth meant planning a future was unnecessary as there was ‘the certain
future of wealth and station.’105

Elizabeth’s father is also characterized as talented and intelligent by
genealogical association with his father who was a professional doctor with
published works. That he had married ‘an heiress of the name of Raper and a
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very respectable and highly talented family’, characterizes her paternal
grandmother as important for what she could bring to the sanguinary union:
her money, her respectability and her talents.106 Her mother’s genealogy is
also provided as evidence of Elizabeth’s value. She describes her mother as a
descendant of the first Norman kings and she is characterized as having moral
subjectivity relational to the coat of arms, evidenced by, ‘the cross they wear
for arms having been won in the holy wars’.107 The moral value of the mother
is further evidenced by her father’s position as a clergyman – ‘rector of one
parish and curate of another.’108

The value of Elizabeth Grant’s mother’s genealogy is heavily gendered
and is suggested by references to the size of the family as ‘a multitude’, to
connote her value as a potential mother, and to the religious establishment to
connotes her moral value. 109 The genealogical use-value of her mother’s
sister is also provided. Her marriage to a Glasgow merchant ‘opened the
world to the family and my Mother’s engagement to my father was the first
result.’110 The ‘world’ here means access to marriage opportunities. The
mercurial value of genealogy is also used by Elizabeth Grant to emphasize the
extent of the family’s wealth and she lists the details of the inherited property
of the estate in Hertfordshire, such as ‘A fine library, some good pictures,
portfolios and prints, and all sorts of philosophical instruments formed part of
it…’ and she emphasis the value of the property, explaining, ‘The land was
worth about £1200 a year.’111 Not only does she stress the dynastic heritage
and wealth, but she then links that in a comparison of one estate with the
Rothiemurchus estate. She even explains that father had been left ‘£10,000 in
ready money’ on the death of his father and that his sister, Aunt Frere, had
inherited their mother’s fortune. 112 Dynasty and genealogy are of high
importance in Elizabeth Grant’s performance of identity. What may be
considered in my discussion to be biographical details, are those factors which
are emphasised by Elizabeth Grant as of high importance to her performance
of identity for the audience of her children. The children were raised in
Ireland, but the emphasis on their Scottish heritage in her Memoirs, and her
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focus on her own, not their father’s biographical detail, are an assertion of
social and cultural place, both in terms of social privilege and of cultural
heritage in Scotland. Her identity is created relational to her father, and it this
relationship which she foregrounds in a memoir of a life she seeks to pass on.

The genealogy model of subjectivity carries value on two levels: it has
its value in how it might be applied as a signifier of social worth and, it has an
exchange value, which, commoditized, has mercurial value. Elizabeth Grant
draws heavily on the model and her parents’ identities are clearly drawn from
it. In Memoirs, Elizabeth devotes considerable space to providing the
genealogy of her family and begins by addressing her ‘dear children’ and
contextualizing the details to follow by stating, ‘we must get up a bit of
genealogy, or you would never understand our relationships or our manners
or our connections in the north countrie’.113 Here, it is her father’s genealogy,
not her mother’s, which she records extensively for her children. She applies
a use-value to the genealogy, which she employs as a signifier of family
history, which in turn signifies Highland cultural value. Elizabeth Grant’s
employment of genealogy to contextualize her identity ensures an
understanding of her place in the Scottish social hierarchy; it also
contextualizes the identity of her children, her primary readers, but her
emphasis on genealogy is hyperbolic and suggests a sense of disappointment
that her own financial situation had been strained. There is a longing in her
hyperbole for what might have been and a sense of a lodgement in the past.

At the end of the eighteenth century and at the beginning of the
nineteenth century personal identity, which had formerly been subjected to
social hierarchies was shifting and was becoming influenced by ideas of
nationhood and associations with land. Identity might then be performed in
context and created in the site of physical interactions with environments
external to the domestic world. This determination of identity through
external environmental factors can be seen to be gendered by nineteenthcentury constructions of women’s place and role and proves problematical in
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discussions about the establishment of women’s identity. While ever
women’s place is determined to be rooted in the domestic and internal, an
establishment of identity relational to external place is difficult. However,
there are two factors which enable Elizabeth Grant’s identity to be discussed
in terms of environmental subjectivity. Elizabeth positions herself in the
Highlands both by her title and by physical space. Placing her in the genre of
travel literature also provides a context in which to discuss identity relational
to place. By doing so, however, it serves to highlight the gendered nature of
Romantic subjectivity as a means of tracing identity.

In a Romantic establishment of contextualized identity, the inner self is
constructed in a resistance to external influences in order not to be
subjugated by them. I suggest, therefore, that a re-contextualization of the
Romantic focus on external landscape is necessary and I propose the context
of Georgics, the literary genre originating from Virgil’s text and influential in
Romantic ideology, to provide a broader perspective of environmental
subjectivity. Wilkinson for example, focuses on the ideology underlying
Georgics which he sums up in ‘sweat in the path of virtue; idleness is a vice;
work brings property, and property wins self-respect and respect from
others.’ 114 He looks at ‘The idea of addressing a small independent farmer
who works for himself …[and] the insistence on the moral value of hard work.’
Elizabeth Grant has taken these georgic themes as philosophies by which to
live her life and indicates them in her Memoirs. She emphasises how hard life
was, but yet how she, the subject, overcame hardship by virtuous labour.
Although such features may endear readers to her, the readers are her
children and there is some technique of persuasion being employed. The
identity in her Journals is less laboured.

In her Highlander series, Grant portrays her women characters also as
hardworking. In ‘A Highlander of the Last Age’, for example, she
characterizes the mother of her protagonist, Lieutenant-General Sir Hector
Macneil, as virtuous and hard-working by means of labour. She sketches,
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‘a small bureau near the window sufficed for the keeping of the
goodman’s accounts; while a great display of clews of yearn,
fixed on nails over the green chest, a small table with her
knitting, and a little wheel in the corner, provided the industry
of the goodwife.’115
The ‘small bureau’ which ‘sufficed’ connotes their small income and
denotes a gendered delineation of work: the man’s work is associated with
intellect and reason and the outside world of finances, the woman’s work is
domestic and physical. In contrast, the descriptions of the woman’s work
connote scale. For example, she has ‘great clews of yarn’, and yet there are
obstacles hindering her labour which are connoted by the contrasting size of
her tools in ‘a small table’ and ‘a little wheel’ and the only place to store her
yarn being on ‘nails’. The listed tools and associated work are summed up as
providing ‘the industry of the goodwife’.

Grant delineates the gendered environments of work, explaining that
‘All without was supposed to be under the direction of the goodman, while
the goodwife reigned supreme within’. The man is shown to address the
external duties, and the woman, the internal. Grant goes on to emphasise the
extent of the woman’s work, but suggests that she ‘occasionally extend[ed]
her watchful eye beyond her own particular limits’. Grant justifies the
limitation of her control over her environment, but emphasises that ‘matters
not especially under her control might not have gone on quite so prosperously
without her.’ But, by her use of ‘supposed to be’ contrasted with ‘reigned
supreme’, and the unrestricted ‘not especially under her control’, links to an
evaluation of prosperity by ‘might not have gone quite so prosperously’.
Grant suggests not only that the woman’s role extends beyond gender
delineated domains, but that unless it does so, the family would not prosper.
Elizabeth Grant’s characterization of Mrs Macneil is of a woman with broad
authority in the home and on the farm, who focuses on hard work leading to
moral virtue and prosperity. Her language suggests a subversion of the
gendering of internal and external environments, which restrict female
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authority. It also suggests a performance of Elizabeth Grant herself, who
indicates that without the woman’s work, the estates she managed would not
have survived.

Anne Wallace considers that Georgics ‘celebrate agricultural labor as a
great mediating force in Roman culture, the source of Roman stability and
prosperity’.116 Elizabeth Grant suggests ‘labor as a great mediating force’ and
illustrates how both the man and the woman work together to allow them to
live ‘so prosperously’. 117 She also draws parallels between the man’s work on
the land as seasonal and the effects of the seasons on the woman’s work,
suggesting seasonal labour as a mediating force which locates the woman in
both external and internal place. Grant relates,
‘every season had its appointed task. In the winter, the
spinning and the knitting went briskly on…In the spring, the
yarn was dyed…In summer, she had the yearly clearing of her
napery’. 118
This use of the seasons links domestic work with the external
environment and with the georgic idea of cultivation in its broadest sense. In
her writing, Elizabeth suggests the cultivation of the family, of friends, of
intellect and, here, the cultivation of domestic environments in the
production of virtue. They are all achieved by means of labour, of industrious
application to achievement of worth and value. Grant also foregrounds the
aesthetic values of domestic environments by connecting them with the
seasons, natural cycles and rhythms.

Her use of ‘Highland’ as part of her title can be seen to be a signifier of
external physical, cultural, ideological and social environments. ‘Lady’ has the
suggestion of a woman who is respected and who has respect for others. The
linking of ‘Highland’, as an external locator, and ‘Lady’, a gender locator
illustrates David’s position that women of the period who succeeded in the
public sphere did so by endorsing masculine cultural authority and adopting
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and ratifying an ancillary role in it while at the same time crossing ideological
boundaries of gender. 119

Ruth Perry argues that ‘Narrative is a universal human response to
dilemmas about the metaphysics of existence. Both readers and writers…use
stories to face the exigencies of their lives…in the anxieties and pleasures
pictured [in the text] one can trace the configuration of forces operating on
people.’ 120 Grant writes about her life in her Memoirs in order understand
herself and her own life, as well as to provide her intended reader, her
children, with a means of contextualizing their own lives with hers. From the
perspective of the unintended reader of Elizabeth Grant’s Memoirs, the text
provides a guide on ‘how to manoeuvre materially and morally in the
world’121 by means of her own focus on home and family and suggests
domestic space as a contextualizing space for making progress through life
and through the text, not as a delineating or confining space of gender.

Elizabeth Grant’s Memoirs ends with a marriage as a signifier of
improvement, and possibly of nineteenth-century redemption. However, in
the closing passages of her Memoirs, Elizabeth refers to the loss of her former
identity and to the onset of a new one. She writes, ‘and then indeed I felt I
was gone out from among my own kindred, and had set up independently – a
husband – a baby – an end indeed of Eliza Grant.’ 122 Although a novel can
provide its readers with literary escapism from repetition, the text worlds of
autobiographical texts are not fictional and thus Elizabeth Grant highlights the
exigencies of her life and of the reader’s own. 123 However, those exigencies
serve to create a relational identity of Elizabeth Grant to her familial,
genealogical, and social locations. She performs her identity in the text as a
moral tale and a model for her readers to follow. For Elizabeth Grant, her
Memoirs is also an orientation to death. Its address to her children is an
acknowledgement of her own mortality and her desire to be immortalised in
the evidence of the text. Her orientation is of herself in her known world.
She provides images of other people and other places, but they are used in
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objective opposition in an assertion of her subjective locus in family, culture
and society and her ‘proper’ place as a woman in terms of nineteenth-century
social norms.
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Chapter 7. Conclusions

The discourse situated in the personal narratives of Dorothy
Wordsworth, Sarah Hazlitt, and Elizabeth Grant have been examined in this
study in an exploration of ways in which the women’s identities were created
and performed relational to their locations. Elizabeth Grant’s identity is
performed in her Journals and in her Memoirs. The Journals constitute her
private diary, but her Memoirs were constructed through discourse with her
children on the subject of her own past life, in an aim to direct the children to
the text, produced as a signifier of her identity and of a formative discourse
against which their own identities are directed by the text to be performed.
Dorothy Wordsworth’s Journals and Recollections of her two tours of
Scotland are discursive and performative of levels of identity of gender
relational performativity. Dorothy’s discourse on nature, on the domestic,
other women, and her inclusion of her brother’s writing in the context of her
own, construct, through her discursive practices, an identity gendered by its
social appearance and its cultural construct. Her identity is constructed
through its performativity acts of gender relational to the practices of the
nineteenth century. Butler argues that gender identity is taken up in ‘a
regulated process of repetition’ which, for Dorothy Wordsworth, lies in the
gender hierarchical life with her brother of domestic work interwoven with
transcription of his work, walking, and creating her own work. 1 Gender
identity can only be taken up if the tools which reveal the identity are
available and are themselves taken up.2 Dorothy Wordsworth’s identity in
her Journal and Recollections is constructed through the tools she takes up
and in the discursive practices she engages in which employ those tools.
Sarah Hazlitt’s Journal, which I discussed in Chapter 5, narrates two
journeys: the physical tours of Scotland and Ireland, and the metaphorical
journey to divorced woman. Judith Butler argues that ‘to qualify as a
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substantive identity is an arduous task, for such appearances are rulegenerated identities, ones which rely on the consistent and repeated
invocation of rules that condition and restrict culturally intelligible practices of
identity’. 3 Sarah Hazlitt’s Journal is a personal discourse produced in isolation.
On the other hand, Elizabeth Grant’s Memoirs, which I discussed in Chapter 6,
is in part produced through discourse with her children and her sister.
Dorothy Wordsworth’s Journal and Recollections, which I discussed in Chapter
4, are created through discourse with her brother, and in the self conscious
act of performing writing which she acknowledged her brother would read
and incorporate or draw from for his own writing. 4
There is a consciousness of an underlying discourse in Dorothy’s
Journal and Recollections, and suggestions of gender parody in her use of
hedging and in her deprecation of her own writing style. It is also evident in
the contextual and hierarchical location in which she positions her brother’s
poetry within her writing. And yet, she asserts herself and her writing as the
source of his inspiration. Sarah Hazlitt incorporates discourse into her text in
direct speech for conversation out of the city and in indirect dislocated speech
in the city. Alone and travelling, conversations are active, but confined by the
divorce preparation, she distances their relation to herself. Sarah Hazlitt’s
performativity is constructed out of those ‘perlocutionary acts’ which are not
performative in themselves, but which report a performance.5 However,
Hazlitt’s difference in reporting the performances provide her with agency on
her own planned walks, and connote objectivity in those performances ‘within
the compulsory frames set by the various forces that police the social
appearance of gender’ in the context of the agora of the nineteenth-century
divorce in law. 6
Each performance of identity by the three writers in their Memoirs,
Journals, and Recollections constructs gender relational to the tools of cultural
significance to their own lives. For Dorothy Wordsworth, it is a performance
relational to the tools of writer and family. For Sarah Hazlitt, she is confined
by the tools of the divorce, but seeks the tools for autonomous identity
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performance in her walks across Scotland. For Elizabeth Grant, her identity is
performed through the subjectivities of genealogy in social and cultural
hierarchy. Her identity is a construction established through models of
subjectivity she delineates.
In the context of the norms of the nineteenth century, the education
of the three women was not formal, and yet they were well read and
informed in the matters, literature, and philosophies prevailing. Elizabeth
Grant had a tutor who lived at the house, and who educated the children in a
wide range of topics, including languages. Her father taught her mathematics.
Dorothy Wordsworth’s education was limited and she had to work in the
family drapery, but at night she read and corresponded with her friend, Jane
Pollard Marshall. Sarah Hazlitt’s education was equally informal, however, all
accounts describe her as an avid reader and her knowledge of history, art, and
particularly of literature is extensive. Her ability to recite poetry and to report
information is even commented on by William Carew Hazlitt in his Memoirs of
his father7.
The norms of the nineteenth century, as I have discussed, restricted
women’s education. Women’s knowledge and understanding, while
gendered and seated in the familiar and the domestic, were also located in
the emotions, the senses and in sensibility. This afforded women an authority
in such locations. Women’s increasingly acknowledged authority of running
estates, organisation of the domestic, and sensibility, for example, located
their knowledge of those spaces in the public domain. Elizabeth Grant’s
position managing and recording her father’s library, for example, illustrates
her female subject position taken up in deference to a social norm. Her
assertions that her mother was not actively involved in the running of the
Rothiemurchus estate is established in Memoirs as a wanton lack in her
mother of an attendance to the performance of female duty. Occupation was
a requirement for women of the élite. Not having an occupation suggested a
woman was not making a contribution to society. Dorothy Wordsworth’s
focus on the domestic in her writing establishes her identity of self as one
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who is expert on domestic life and one who is able to comment on it, and to
make judgements. The location provides her with a means of performing
authority and knowledge, although her areas of appropriate judgement were
restricted to domestic locations. The range of appropriate expertise for
women is confining.
In Dorothy Wordsworth’s work, there is a consciousness of how she
perceives she should appear to be, how she should perform her identity as a
woman, and of what subject matter might be appropriate for her to explore.
Aspects of her self confinement to personal narrative and to some poetry
arise from a consciousness of the confines of her education and lead to her
self doubt of being good enough to be a published writer. Sarah Hazlitt’s
broad education and knowledge is evident to all who encounter her, but it is
seized upon by her husband’s agents in the divorce proceedings as something
she might employ to gain an income as a tutor, and her intellect is turned
against her in an effort to undermine and reduce her claims for financial
support after the divorce. Elizabeth Grant’s education was evidently gained in
her father’s library. She rarely performs any insecurity of the worth of her
education, nor does she appear to limit her performance of knowledge in her
writing. For example, Elizabeth provides critiques of Walter Scott’s writing, of
Macpherson’s Ossian, and demonstrates her prodigious memory in her
recollections of her family lineage.
In Chapter 4, I discussed Dorothy’s ability to sketch and to direct her
readers to ‘conceive’ of the outlines she drew, but also highlighted her eye for
detail in domestic settings. In criticisms of Dorothy’s work it is often
commented that she does not analyse what she sketches, and that she does
not emphasise the figurative connotations of what she observes. However,
this is part of her performance of propriety appropriate to the period. The
connections, the associations which arise from her illustrations are left to
others to make. The detail of the meaning that may be drawn would be a
performance of understanding and perspective which would be inappropriate
for a woman – although she may sketch the scenes, outline what may be, to
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use her word ‘conceived’. She does not explain and provide hyperbole, she
sketches and shows through outlines for her readers, who, she indicates in
her performance of distancing from making her own judgements, will be more
knowledgeable, have deeper understanding, and be able to make judgements
far better, because she is a woman. It is a performance of the proper lady, of
propriety.
There is also a consciousness in Dorothy Wordsworth’s writing of her
place as a writer being a gift from her writer brother. But there is also a
relational consciousness. As I have discussed in Chapters 2 and 3, the copying
out and inclusion of other writers’ words has been seen to be a feature of
women’s writing to locate their writing with that of other writers to establish
a relational performance of author. Dorothy’s inclusion of William’s writing
appears to serve not only that function, but also the function of illustrating
the virtue of her writing in her brother’s opinion, by his use of her words in his
work. The intertextuality serves as a reminder of the bond between them; of
the ‘fondness’ in which she is held; and her acceptance of her subjectivity
established by her brother’s public identity as author.
The character of Dorothy described by her biographers and her critics
is frequently that of a woman content with her lot and devoted to William.
That selfless devotion is identified as a positive trait. Catherine Macdonald
Maclean, writing in 1927, for example, suggests that Dorothy ‘was content to
paint, and did not desire to preach’8. Helen Darbishire, writing in 1958,
asserts ‘She understood him as no one else did. She knew his vital needs.
Though her supreme happiness was in ministering to him in their shared
solitude.’ 9. Darbishire’s introduction concludes, ‘we can be grateful for this
glimpse of the true, loving Dorothy, faithful as she always was in confronting
her lot, alive and outgoing in her sympathy for others.’ The characterisation is
of woman who is not the subject of her own life but who is rather the object
in the relational identity to her brother.
Lucy Newlyn’s portrait of Dorothy also emphasises the characteristics
deemed appropriate for women, without critical distance or contextualisation
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of such propriety being of the eighteenth/nineteenth century, and not
contemporary. She writes, ‘Dorothy was his muse, the first reader for his
poetry, his co-writer, editor, and amanuensis, his most attentive critic, and his
dearest friend’ and characterises Dorothy through her ‘hesitant, loving
relationship with the natural world’10. Dorothy’s performance of the proper
lady, who is not a single subject, but who exists only in relation to others, has
frequently been transposed into another century without critical distance by
literary critics. That women’s subjectivity continues to be relationally
described by critics serves to reinforce standards of judgement which reduce
the value of women’s writing.
Decaires Narain argues against assumptions that ‘all women are
similarly oppressed by patriarchal structures and therefore share a gendered
agenda’.11 The subject positions offered and taken up by women in their
discourses are at variance with an assumption that all women respond in the
same way to the structures which exist. The social, cultural, historic, and
familial structures in women’s lives are gender related, and, although
patriarchal structures exist, women’s responses to the contexts created in the
structures differ. The subject positions taken up in the discourses are unique
to each woman. Equally the factors which create the contexts which offer or
deny identities are unique. Women’s performances of self are relational to
patriarchal structures, masculine hierarchies, and Cartesian binaries, but the
responses to opportunities for identity creation and the factors of their denial
may be arbitrarily or differentially performed.
Cynthia Huff argues that the narratives of women’s lives in their
written discourses offer opportunities to others to understand the
‘placedness’ of those lives.12 This perspective is also suggested by Gregory
Brown and Christopher Raymond who refer to the ‘collective nature of
relationships between people, identities and their environment’. 13 Huff
argues that ‘only by hearing their voices can we rightfully evaluate our own
past and their place within it’.14 The lives of women writers discussed here
form part of the framework of understanding and knowledge about ourselves.
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The value of women’s writing has been restricted by many factors, but they
are factors which arise from the cultural norms of gender hierarchy. Men’s
work continues to dominate the canon, and masculine perspectives
predominate in literary criticism. Women writers negotiate those cultural
norms in order to enter the public domain of publication.
Each of the texts discussed is a personal narrative. The identities
performed and created by the writers are made available in the discourses of
the first person narratives, and in the language that navigates and negotiates
the social and cultural codes. The writers’ observations of self in places of
difference, and of other relational to self, provide, through first person subject
positions, identities in the text. One of the features which is also raised as
being in common with, but which also shows differences in the texts, is
whether they are what Huff refers to as ‘outer-directed’ diaries.15 ‘Outerdirected’ diaries, she argues, are those which ‘concentrate not so much on the
writer’s reaction to events, but on the events themselves, and the diarist’s
comments about physical possessions are ordinarily rendered without any
indication of how these relate to her life. Outer-directed diaries focus on the
accoutrements of the writer, whether her collection of objects takes the form
of places visited or the acquisition of goods.’16
Sarah Hazlitt’s diary is ‘outer-directed’. She records lists, facts, data,
prices of things purchased. The details are recorded and it is left to the reader
to consider why the writer found it significant to record such matters and
objects, and to interpret what such objects and details might reveal of the
personality, character, and identity of the woman. In Sarah Hazlitt’s Journal,
she records the cost of joining the library on arrival in Edinburgh which
connotes the importance of reading to her, for example. Indeed, family
records reveal that books remained important to her throughout her life and
were exchanged on visits to her son in her later life.17
Elizabeth Grant’s Memoirs, for example, recalls and records events,
which are described in such a way as to indicate not only their relationship to
Elizabeth and their effect on her, but also indicate their significance to her
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children. For example, the recording of social gatherings and balls at which
élite men and women gathered to reaffirm social communities and to
encourage marriage between the families of the circles. The events and their
descriptions are recorded as signifiers of the social location and the cultural
and familial heritage.
Cynthia Huff argues that a recurring theme in women’s diaries is
marriage.18 Its presence in women’s personal narrative arises from women’s
limited authority in public space. Authority is conferred on women in
domestic spaces through marriage, but the role of wife also confines the
woman to be the other in the construction of the man’s identity. The desire
to be male is also identified by Huff as a recurring theme. It is a desire to have
authority, or at least for the woman to have authority over her own body. An
example can be found in Sarah Hazlitt’s diary. In a conversation with Mr Bell
after the divorce hearing, Sarah Hazlitt explains her wish not to be in his
company because, as she writes, ‘I am not a man’. 19 She alludes to his
gendered attitudes to men and women and to his inappropriate behaviour
towards women, which she would not have to tolerate if she were a man.
Differences in gender treatment are not discussed at length by Elizabeth
Grant or Dorothy Wordsworth, although, particularly in Grant’s Irish Journals,
she remarks on having to defer to her husband for decisions with which she
does not agree. Marriage is referred to at the close of Elizabeth Grant’s
account of her youth as the ‘end indeed of Eliza Grant’, but neither marriage
nor gender surface in the Journals of Dorothy Wordsworth.20 The treatment,
or lack of, of topics common to women’s personal narratives by these writers
reveals their attitudes towards their relational performances of self towards
their male relatives’ roles of father, husband, brother as the providers and
protectors of their women and families. The study considers these
relationships in greater detail in the chapters which focus on the individual
writers and their texts.
As I have discussed, women’s travel writing is not a genre. There are
many factors which differentiate between women’s writing, such as their
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experiences, and their perspectives, and, not least their cultural affiliations
and their social class, but there are other differentiating factors in women’s
travel, such as the purpose of the journey, and the means of travel. In the
journeys of the three women discussed here, Wordsworth travelled by a small
carriage, a jaunting car, and on foot beside it; Hazlitt travelled in Scotland on
foot; Grant travelled only in a carriage. The purposes of their journeys also
differed: Grant’s many journeys were for various reasons such as visiting
family, fleeing from her father’s creditors, journeying to and from her father’s
and her husband’s countries of work – India and Ireland. The women’s
abilities to travel also differed.
Hazlitt had an independent income which had been arranged by her
brother in the organisation of their father’s estate, but as the purpose of her
journey was to provide her husband with a divorce, her expectations were
that William Hazlitt should meet all her expenses. Grant’s ability to travel
arose from the financial means of her father, but the journey from Scotland
and passage to France were funded by payment by Fraser from the sales of
her writing. Her father’s bankruptcy resulted in the confiscation of the
carriage in which they were travelling to Dover and her brother found some
means, not disclosed, to join them and enable them to travel. Dorothy does
not record the costs of food or accommodation, but occasionally records how
much she gave individual people she met and supports the expenditure with
reason. For example, at Carlisle she gave a ‘debtor’ a shilling, explaining that
he was ‘a friend of the family, a fellow-sailor with my brother John in Captain
Wordsworth’s ship’. 21 No other record of finances is mentioned until a week
into the journey, when Dorothy records the eight pence charge for hay for
their horse, which she evidently begrudges.22 Although it was Dorothy who
planned the travel on both journeys, the infrequency of recording and
keeping accounts is notable and perhaps emphasises the reflective nature of
the journey and its focus on other than daily records.23
Dorothy’s purposes in travelling were several: to accompany her
brother and Coleridge, and to engage with landscape as part of the Romantic
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and literary Home Tour. The financial details which some critics of women’s
writing have argued to be features of women’s genre of writing are not
emphasised by Wordsworth. The focus of attention in the personal narratives
are all different and a generalisation of women’s journals recording many
financial details cannot be supported. Money is not outside the texts, but the
extent of its discussion varies from text to text.
In Chapter 3, I discussed the feature of intertextuality in the travel
writing. I argued that in women’s travel writing the feature served to align
women’s travel writing in the literary production of the tour, and positioned it
outside the gender boundaries of women’s writing. In the texts of the three
women discussed, the production of reported men’s speech serves to blur the
boundaries of gender in discourse. The discourse of men and women is not
distinct. Men’s words are produced by the women writers in the women’s
own words, or they are left silent by the woman writer, who is the subject of
her own discourse. Discourse is palimpsestic. The discourse of both men and
women form the social and cultural structures by which gender is performed.
I have argued that both men and women are aware of the socially structuring
frameworks in which discourse is an event and both negotiate their identity,
gendered, social, cultural, within those frameworks. In travel writing,
however, there are further layers of frameworks to negotiate. Those
discourses of difference which enable identity to be created are increased by
the differences in culture, as well as gender, which women travel writers
encounter.
The creation and performance of identity while moving through, and
relocating self in, space required different negotiations of gender from those
necessitated by the subject positions in their domestic and familial social and
cultural communities, since difference is already established by means of
location and removal from the familiar. Performances of identity in locations
removed from the everyday relational performance were in relation to other
selves in changing and unstable locations. The performance of identities on
the journeys were created relational to changing spaces, places, and subject
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positions of difference. The performance in the text of traveller, however, still
required the language of travel, and of aesthetics, to create the journeying
identity of traveller writer in the discourse of the texts.
Sarah Hazlitt was entirely unknown in her travels in the Scottish
countryside and was able to be at ease in locations encountered and
discourse events. As I discuss in Chapter 5, her discourse reproductions and
descriptions illustrate her close engagement with those encountered through
her ability to record accurately the dialects and intonation of the speakers. In
the city of Edinburgh, in contrast, where she is known and where the purpose
of her journey to secure a divorce is gendered and relational, her performance
of identity is constrained by the socially constructed environment. The effects
of the constraints are evident in the records of her health, and the subject
matter of discourse further limits her freedom of linguistic identity. In the city,
she is a woman departing from a relational identity which defines her social
locus: in the countryside, she is a woman unbounded by that identity. The
social and gendered hierarchical position of the woman affects her reception
and requires a familial relational performance to affect an encounter,
discourse, and acceptance.
The texts considered here are produced by British women: Dorothy
Wordsworth is from the North of England; Sarah Hazlitt from the south; and
Elizabeth Grant from the Highlands of Scotland. Their geographical cultural
identities are drawn upon in their writing, but they are identities which they
initiate and perform either as a performance of difference, as in the cases of
Dorothy Wordsworth and Sarah Hazlitt, or in a performance of self as part of
the social and cultural landscape, as in the case of Elizabeth Grant, who was
born in Edinburgh grew up in the Scottish Highlands. The geographical
landscapes of the countryside and the city have contrasting effects on the
performance of self by Sarah Hazlitt. Elizabeth Grant performs a self which is
socially and culturally located in the Scottish landscape, which she also asserts
as a locus of her ancestral heritage and thus her familial relational self.
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Mikhail Bakhtin argues that ‘in the realm of culture, outsidedness is
the most powerful factor in understanding’. 24 That Dorothy and Sarah are
cultural outsiders may add further weight to the knowledge and
understanding of Scottish society and culture that they describe. Elizabeth
Grant, although she is a cultural insider, situates herself in the position of her
aunt who prefers the old times and Elizabeth establishes distance from her
aunt, arguing that cultural changes are necessary for enlightenment and
knowledge. Further, Elizabeth considers the perspective of her children as
readers of her text, who may in the future not see the value of their cultural
past. In such a way, Elizabeth Grant situates herself outside the temporal
framework of her own life and her text to consider the ‘cultural outsidedness’
that others may perceive, interpret, and understand differently from herself.
Performances of gender relational identity were, at times, created by
women in their writing in deference to patriarchy, for the purposes of social
acceptance and inclusion. The identities performed and created in the texts
considered were not performed or created with a public readership or
publication in mind. Each text was personal, and was written for a readership
of self, family, or close friends. All the personal narratives and travel journals
were not published in full until after the deaths of the women. Although there
is evidence that Dorothy Wordsworth had publication as an end goal, the
journals of Scotland were not published complete during her lifetime. William
Wordsworth, it is argued, considered Dorothy not strong enough to be able to
draft her work for publication or to be able to deal with any resulting success
of her work arising from publication. 25 Dorothy’s works and William’s works
were openly read and shared with each other. 26 Dorothy’s performance and
creation of herself in her journals about Scotland was created with his
readership and their discussion of her work in mind, and, therefore, her self in
her texts is a relational performance of identity. The identity is not one
created for a wider public readership, but for the readership she always had
for her writing, her brother.
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Elizabeth Grant wrote specifically for her children to give them a sense
of place in Scotland. Her children grew up in Ireland, but spent time at the
Rothiemurchus estate and in France where the writing of Memoirs was begun.
But Elizabeth Grant’s sense of Highland identity remained and it was this
identity, and her familial social hierarchical identity as a landowner, which she
asserted for her children to incorporate into their own identities.
Sarah Hazlitt’s Journal remains published only in the context of William
Hazlitt’s work and life. Her identity through this relational published location
continues to affect considerations of her identity as a subject in her own right.
Nonetheless in her writing her negotiations of identity and of self over place
and space are evident, particularly in the direct and indirect speech
productions in her Journal.
The self is a private one in Dorothy’s journals so the relational identity
is not one performed for the strictures of a male hierarchical society and for
the purposes of negotiating a gendered identity to have work published, but is
a familial relational performance in opposition to her brother. However,
Elizabeth Hagglund argues that it was a ‘common rhetorical strategy’ for
women travel writers of the late eighteenth and early nineteenth centuries to
insist that their journal or letters were for ‘private friends’ and that only
‘circumstances’ had led to their publication.27 Such a strategy, Hagglund
argues, enabled the woman writer not to be accused of impropriety or
inappropriateness, particularly the ‘feminine’ inappropriateness of selfconfidence in a literary work. But a further feature of such a strategy is to
strengthen the veracity and authority of the text, since texts which were
assumed to be private were also presumed to contain discourse closer to ‘the
truth’.
Dorothy Wordsworth and Elizabeth Grant both provide detail about
the domestic. Although such a focus may be argued to be a negotiating
strategy of gender performance which so that the work might be perceived
appropriate and publishable, the focus in the travel writing of Grant, Hazlitt
and Wordsworth cannot be said to have been always domestic. There are
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discussions and descriptions of industry, historical sites and events, and
political events. Both Sarah Hazlitt and Dorothy Wordsworth, for example,
describe locations visited and provide historical detail, but the means by
which they situate their writing is notably relational, and, although it may be
argued to be gender relational, that arises from the ‘tools’ which Judith Butler
argues are available to enable the performance of identity, for example the
absence of some cultural ‘tools’ would be notable because of the exclusion of
women from public bodies and authorities of knowledge in the nineteenth
century.28
The literary routes established in Scotland enabled women travel
writers to write their own selves into literary history by their movement
through these routes29. Hélène Cixous asserts that ‘Woman must put herself
into the text – as into the world and into history – by her own movement’30.
Travel writing moves the woman. She is both moving through space and
moving through her own locational identities. Travel and travel writing cross
the boundaries of women’s confines. The woman travel writer is not confined
by location and, moreover, her reflective identity in her writing cannot be
situated. Her movement defies a situational location. This can be seen, for
example, in the Journal of Sarah Hazlitt, who performs and creates in her
Journal different selves: there is a self of movement in the countryside and in
her walking, but there is the self confined in the city by the legal constraints
which are managed by men. Sarah Hazlitt’s differentiation of self in the
locations of the city and the countryside seem at times to echo the Romantic
position expressed by Byron of living not in her self but becoming the ‘portion
of that around’ her where the ‘high mountains are a feeling, but the hum/Of
human cities torture’31. Her discourse in the countryside is all in direct
speech, but her discourse in the city is reported and indirect. The woman out
of the constraints of the divorce proceedings engages directly with those
around her, but in the city she distances and confines conversation, making it
indirect from her self.
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Elizabeth Grant’s identity was formed by her relational identity in the
family. However, as a writer, her identity was concealed in the context of her
other published work and she was identified as ‘author of’ with a title of her
earlier work. Her identity as a writer was relational to her own work. The
nomenclature of Highland Lady was one which was not originally selected by
her or uniquely for her, but it was an identity relational not only to the land
but to the society and culture of that geographical land mass with which she
identified. Elizabeth Grant’s identity was relational to several prevailing
ideologies, therefore. She was not publicly visible as her public identity as an
individual, that is of a published writer, was concealed. Her chastity was
performed by remaining under the protection of her father until her marriage
and, further, by obeying her father’s wishes. For example, Elizabeth had
become engaged to the son of a man with whom her father had a dispute, but
at the insistence of her father, she broke off the engagement. She did not
entirely perform the virtuous daughter relational to her mother, however,
who organised social events at which Elizabeth was expected to make a
marriage match, even though marriage was the expected occupation of
women. Indeed, Elizabeth made her own plans for mornings spent in
company of her own choosing, and at a time when she knew her mother
slept. Elizabeth Grant’s silence is not so apparent. Her opinions are made
known throughout her Memoirs and her Journal, and critics have described
her as ‘opinionated’32. Her opinions are expressed by her in her private
writing and although her perspective is evident in her texts, it is, in the text, a
reflection of the identity Elizabeth perceives and performs, of her self as
subject. For example, by her deference to her father’s choices for her
marriage, she does not assert her own opinions above those of the men to
whom her identity is situated relationally.
In their writing the three women created identities for themselves
which in their imaginings established themselves as women who were the
subjects of their own lives. Each of them performed those identities and
themselves as subjects. Elizabeth Grant asserted an identity of a woman who
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made judgements on others and which has established her in social and
cultural norms as an ‘opinionated’ woman. Dorothy Wordsworth’s
judgements are confined to the feminine fields of nature and the domestic,
however, her identity as writer is asserted. She intertextually layers her
brother’s writing and his interpretation of her words in her own journals,
leaving her reader to ‘conceive’ the author. Sarah Hazlitt separates her self
from the words of those she wishes to distance in her use of direct and
indirect speech, and thus establishes her self as an independent woman and
traveller in her journey to divorce. The texts are imaginings of self performed
for private readerships. The publication of their work and its survival in the
public domain asserts one of the many virtues of their writing. Each crosses
boundaries of masculine and feminine space.
Each performs her identity relational to the prevailing ideologies which
locate women’s writing. In such a performance they perpetuate the
ideologies and the locations. However, Althusser asserts, ‘ideology has no
history’ but is a permanent structure, ‘a system… of representations …
endowed with a historical existence and role within a given society’ 33.
Ideology expresses the ‘unity of the real relation and the imaginary relation
between [men and women] and their real conditions of existence’34.
Underlying the discourses of the women in this study, in their writing is the
unity of their real relations and their imaginary relations with their conditions
of existence. Their performance both reveals and conceals their relational
identities. They explore the differences between a private performativity and
a public one relational to their conditions of existence as well as between a
real relation and an imaginary relation with their conditions of existence.
Illusions and imaginations are necessary to survive the exigencies of life. Into
their journals, memoirs, and travel writing, these three women wrote their
material practices, their ideologies, and their relational performances to the
philosophies by which they are governed and by which arising social and
cultural norms the women writers lived.
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Travel, and writing about travel offered opportunities of distance from
home and from self in the home. It also presented challenges to identity.
Travel meant movement and change, and so the self within those changing
spaces also changed. Although travel offered places of difference, to reflect
on the identity of self, and on the exigencies which worked to create that self,
the spaces, and the woman in the spaces, presented challenges. One
challenge was the re-location of identity, which was changing and which could
not be isolated in the moving space. On the other hand, the mobility of the
woman traveller meant that it posed a challenge to social space and place as
the woman traveller was no longer confined or bound within the social
confines of the home.
Women’s identity in their confessional genre writing – their travel
writing – is a relational performance which is socially, culturally, and spatially
constructed. Women’s travel writing, by its nature of re-locating women in
changing spaces, disrupted the gender relational identity of the home and
challenged the woman’s identity in places of difference. Doreen Massey
argues that ‘social relations always have a spatial form and spatial content.
They exist, necessarily, both in space … and across space’.35 The interaction of
sets of social relations in identifiable locations work to create the social and
cultural place of the interactants. The identity, in those changing locations of
social relations, which women travel writers performed was created either
with or against the space and place. They accepted or rejected the relational
identity offered by the locations. Identity can never be fixed. As discussed in
Chapter 2, identity may be tied, or sutured, to subject places such as a
physical location, or may be positioned in social or cultural relations, but the
effects on identity of even those factors which may appear to be static and
unchanging, such as a physical place, are in themselves dynamic because of
the dynamic nature of social interactions and relations associated with space
and place. The relational, and gendered, identity constructed in women’s
travel writing, therefore, is dynamic and unfixed. It is that unfixedness, that
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unconcretised nature of women’s identity in travel writing that enabled the
text and its production to be a locus for women’s exploration of self.
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Appendix
Sarah Stoddart Hazlitt (1774-1843)
There is no known image of Sarah Stoddart Hazlitt, although her husband’s
early profession as a painter might suggest that one would have been likely to
have existed. Sarah’s journal entry of Wednesday 17th July 1822, records a
conversation with William Hazlitt about a painting they both viewed at
Dalkeith House.
Sarah records the conversation in her journal entry of Wednesday 17th July
1822 in which she and William reflect on her physical appearance. ‘I thought
the female figure… my form in the thighs, the fall of her back, and the contour
of her whole figure; [Hazlitt] said, I was very well made.’
The painting is ‘Truth finding fortune by the sea,’ attributed to Andrea
Bellucci. Number 9 in the series English Miscellany (Edizioni di Storia e
Letteratura, Ed. Mario Paz, Rome 1958), where it is listed as being the work of
Luca Giordano (1634-1705): "Canvas, 68 × 96½ in." The attribution has been
confirmed in discussions with the Buccleuch Living Heritage Trust.
The painting is held in the collection of the Duke of Buccleuch. It was formerly
on display at Dalkeith House, Midlothian, where it was viewed by Sarah and
William Hazlitt. It is now at Drumlanrig Castle, Dumfriesshire. The
photograph of the painting was kindly taken for my use by Gareth Fitzpatrick,
MBE, Collections, Archives and Research Director, Buccleuch Living Heritage
Trust. I am grateful to Sandra Howitt, of Drumlanrig Castle, and to Gareth
Fitzpatrick for their assistance in my research.
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