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A Dynamism of Their Own: 

Reconciliation of Exploration Sub-Genres in English Proto-Novels 

Chapter 1: Introduction 

The literary criticism of English literature from the late 17th and the early 18th centuries 

focuses on one of two main plot structures: a story centered on love affairs and marriages, or an 

exploration narrative focused on the discovery of new lands. Traditionally, texts that emphasize 

personal relationships were viewed as centrally feminine (such as The Princess ofCleves), while 

texts that glorify far-away adventures are categorized as masculine in nature (examples include 

New Atlantis by Francis Bacon, Robinson Crusoe by Daniel Defoe, and Gulliver's Travels by 

Jonathan Swift). Although the specifics differ between the conventional marriage text and the 

traditional exploration narrative, I propose that the underlying premise between the two remains 

the same: an individual is exposed to vastly new situations that challenge or reinforce 

preconceptions and broaden awareness. 

With this in mind, the primary difference between a young woman who enters a new 

circle of society as eligible to be married and a sea voyager who discovers a previously 

uncharted land is the location in which their respective adventures takes place. The female 

heroine who navigates the psychological and social terrain surrounding courtship, love, and 

marriage in an unfamiliar segment of society is, I suggest just as much an explorer as the sailor 

or entrepreneurial merchant who is adjusting to a foreign land. The perspectives of these early 

novel examples vary in scope and intensity. The explorer who treks to a foreign land has a much 

more global perspective than the protagonist who is concemed with surviving in society in her 

own native country. For this reason, the exploration narrative will prompt the reader to draw 



conclusions about entire cultures and all of humankind, while such generalizations are more 

subtle in a text that focuses on a woman steering through the labyrinth of interpersonal and social 

interactions. The focus in the "feminine" narrative is more on the specific heroine, her intimate 

relations (sexual and platonic) with other characters, and the way she is treated and viewed by 

society. Her story could be read as a synecdoche for the social system in her country, but the 

literal focus is much more personal and psychological. Traditional romance texts and 

conventional exploration narratives share the same underlying theme of a broadening of 

awareness. 

Within this late 17' to early 18* century time frame, however, there are works that seem 

more problematic because of their ambiguous loyalty to a specific narrative trajectory. They do 

not easily fit within one sub-genre and require more complex analysis. "Assaulted and Pursued 

Chastity" and "The Blazing World" by Margaret Cavendish, Oroonoko by Aphra Behn, The New 

Atalantis and The Adventures ofRivella by Delarivier Manley, "Fantomina" by Eliza Haywood, 

The Strange Adventures of Count de Vinevil and His Family by Penelope Aubin, and the 

anonymous Love a la Mode: or, the Amours ofFlorella and Phillis, each embodies this 

juxtaposition of two early novel forms that have largely been analyzed as two discrete sub-

genres. These authors' combinations of two plot structures create unique narrative trajectories 

that borrow conventions from more than one source. 

Ian Watt, in his The Rise of the Novel, lays out a widely accepted foundation for the 

development of the novel as a genre. He is more concemed with the traditional canon that 

includes texts by Daniel Defoe, Samuel Richardson, and Henry Fielding, rather than the ones 

that are discussed here. Watt's linear vision of the novel's development seems to highlight these 

canonical texts, while trivializing the lateral struggle within individual texts. As these writers 



w êre producing these texts within their context, it was not with the intention of fitting in nicely 

with an ordained trajectory that will eventually lead to the novel. They were individually 

working witii various ideas and reactions to society and previous literature. What emerged as the 

novel is the product of much experimentation with characters and plot. This can easily be seen 

in that the problematic texts do not easily fit into a clear path that leads to the novel. They 

should be studied as texts that play with narrative expectations and react to society in their own 

right. 

These individual approaches to combining types of narratives give the author much more 

deliberate control over the story, rather than being locked into a formula. Such flexibility 

ultimately translates into more power and authority over the process and outcome of a literary 

journey. The duality of these texts allows the author to spherically explore several themes that 

may not be equally treated in a text from the conventional canon. In her book Scepticism, 

Society and the Eighteenth-Century Novel, Eve Tavor examines the role that skepticism plays in 

the 18' century novel and makes the point that the canonical authors she focuses on have an 

opportunity to debunk stale ideas and set up structures that prove their inconsistency with one 

another (1-6). By challenging assumptions about society, these texts were able to question 

beliefs and customs of a particular society. Although Tavor does not apply this idea to more 

"problematic" texts like those I have identified, it is highly applicable. The substance of the texts 

contains critiques of society, and the very structures of the texts themselves can serve the same 

purpose. By showing how these two exploratory trajectories are similar and can be successfully 

interlaced throughout a narrative challenges the instinct to classify them as inherently different. 

Instead of illustrating the heroine who journeys through society and the adventurer who voyages 



to foreign lands as opposing images of an explorer, these texts demonstrate the fundamental 

similarities that exist whenever any character travels to new levels of awareness. 

In her book Social Protest in the Eighteenth-Century English Novel, Mona Scheuremann 

also notes the discontent with society that IS"' century writers demonstrated, but specifically 

classifies ft as social protest rather than social revolution. Instead of attempting to overthrow the 

very framework of society, 18*-century writers only wished to reexamine the way society 

operates within certain parameters. This idea also seems to be evident in the structure of the 

"problematic" texts. By taking two known and expected narrative trajectories and reinterpreting 

them, the authors are able to create new narratives that still contain familiar elements and 

expectations. The heroines do not completely shirk their interest in personal relationships 

(although some come closer than others), and the heroes do not lose all of their adventurous 

characteristics. Instead of completely inverting known trajectories, the writers use standard 

elements from each to create something new. This suggests discontent, on some level, with the 

literary and social customs of the past, but not necessarily an inclination to create a new literary 

or social foundation. 

The relationship between actual readers and the characters is considered by Elizabeth 

Bergan Brophy in Women's Lives and the 18^^-Century English Novel. She discusses whether 

the relationship between a society and the fiction it produces and the extent to which real women 

are influenced by images of the ideal and the dangerous woman in literature. She tries to 

determine how accurate the literary portrayal is of actual 18* century English women and 

whether it is a projection of or a model for these women. Since many of the female protagonists 

in this group of texts appear to be protecting their honor and trying to live a virtuous life, it is 

conceivable that they are meant to be prototypes for ideal feminine behavior. It is important to 



note, however, the ways - both blatant and subtle - that these women exist in and create 

situations that undermine traditional female roles. Through the interplay with novel genres, 

these authors are able to experiment with conventional gender roles by including adventurous 

heroines in the most traditional plot trajectories. 

Just as this early fiction exemplifies the combination of ideas and genres, it also provides 

a way to unify the private and public spheres. The action that comprises these adventures all 

takes place in the public sphere. The intrepid explorers (both male and female) are extending 

that sphere to include foreign lands, but even the escapades of a young woman handling her 

social relationships are performed within the public arena of her home country. While the 

behavior occurs in and is scrutinized by a public society, there is much intemal conflict. These 

narrative acts of delving into the private arena of an individual's emotions and psychology add 

another nuance to the works. Although events occur publicly, the characters must process the 

information and adjust their worldview to account for new information. Since the private and 

public arenas have been traditionally viewed as feminine and masculine, respectively, the 

merging of private and public also provides an opportunity for the unification of the feminine 

and the masculine. 

Within the "problematic" texts that seem to defy a total affiliation with one narrative 

trajectory or the other, there are several subsets that are worth analyzing according to that 

classification. "Assaulted and Pursued Chastity" and "The Blazing World" by Margaret 

Cavendish, and The Strange Adventures of Count de Vinevil and His Family by Penelope Aubin 

seem to share certain characteristics that connect them to one another: namely, a veneer of the 

exploration narrative overlaid upon stories that are motivated, at least in large part, to personal 

relationships. Unlike Robinson Crusoe, who values business over family or fiiendship, the 



heroines in "Assaulted and Pursued Chastity" and The Strange Adventures of Count de Vinevil 

and His Family are driven to travel as ways of controlling or protecting the human relationships 

(or lack thereof, as in the case of the heroine in "Assaulted and Pursued Chastity" who is 

attempting to maintain her autonomy) that are important to them. The protagonist of "Assaulted 

and Pursued Chastity" - who goes by Miseria, Affectionata, and Travellia at different points in 

the story - is fighting for the authority to control her body and the way she uses it in her relations 

with others. Ardelisa, the protagonist in The Strange Adventures of Count de Vinevil and His 

Family, focuses on her relationship with her love Longueville in a different way. Instead of 

asserting her independence like Miseria, Ardelisa's goal is to be reunited with her male 

counterpart. In both cases, the female character is reacting to situations that threaten her 

preferred relationship status. Here, this reaction means extensive traveling in realms that are 

unusual for female characters. In this way, although these two texts appear to - and do - have 

many of the exploration elements as a more conventional exploration narrative, the impetus for 

the plot is a relationship, not an adventurous discovery. Margaret Cavendish's "The Blazing 

World" fits in this subset less easily than the others. Certainly, there seems to be a larger 

emphasis on the heroine's exploration of this new world that she has - inadvertently -

discovered. It is important to note, however, that the two events that really allowed her to have 

that freedom were both relationships with men: her kidnappers in the beginning who physically 

transported her away from her old world to the new one; and her marriage to the Emperor that 

bestowed upon her the authority to do as she pleases. 



Chapter 2: Foreign Adventures 

Adventure-driven plots by Cavendish and Aubin contain elements of the exploration 

narrative that make these texts unique. The heroines still concern themselves with their personal 

relationships, but also have the audacity to travel outside of their native countries. This gives 

them experiences that would not be expected of traditional heroines and allows them to assert 

themselves in revolutionary ways. 

Cavendish's heroine in "Assaulted and Pursued Chastity," finds herself in the traditional 

romantic situation of having a persistent - even violent - suitor. Even in the opening paragraphs, 

however, the threat of violence frames the story. In the beginning, war looms over her home in 

the Kingdom of Riches, and she (along with most of the women and children, including her own 

mother) flees to the Kingdom of Security to escape the danger. Her father dies in the fighting, 

and her mother soon follows him from sorrow, leaving the protagonist alone in the world. She is 

described as her father's "only heir," which implies that she has no brothers since that is the only 

way a woman would be able to inherit property (Cavendish 56). Still, she is given a notable 

amount of importance and status with such a powerfiil label. Unfortunately, she is soon 

abandoned in the Kingdom of Sensuality by her servants and falls into trouble, thereby falling 

into the conventional trap that places her in the role of the victim. Miseria (as she is called at this 

point) falls into the hands of a woman who tries to sell her sexual favors to a young prince. Her 

beauty is emphasized while she is here (in keeping with the location as the Kingdom of 

Sensuality) and the prince immediately falls in love with her at first sight. His instant adoration 

comes not from any personality traits or virtues on her part, but simply from her physical 

attractiveness. The objectification of Miseria comes from both the woman and the prince, 



making beauty seem dangerous during these times. In a move that is reminiscent of medieval 

saints' lives, Miseria decides that a painless death is preferable to a dishonorable life, so she 

resolves to committing suicide rather than compromising her virginity. Instead, she ends up (not 

fatally) shooting the prince when he attempts to rape her, making her an uncharacteristically 

proactive and violent heroine. A woman's violence directed toward herself was an honorable act 

and seen as more virtuous than giving way to camal sin. Miseria runs with that idea and directly 

attacks the source of the problem, thereby expanding into new territory conceming violence and 

women. Soon after this happens, the prince continues to visit Miseria, now renamed 

Affectionata, in her captivation. His love for her seems to take on a new connotation when he 

admits to Miseria that he wonders ".. .at your courage, said he, for usually your sex are so tender 

and fearful..." and that he loves her for her "disposition... beauty... wit... judgment..." 

(Cavendish 57-9). His expressions of love and admiration still contain blatant sexism - his 

generalizations that all women are weak and cowardly - but he does focus more on 

Affectionata's personality traits rather than her physical beauty. 

The transformation marked on the prince's part is also reflected in Affectionata's own 

feelings toward him and their relationship. She soon begins to look forward to his visits and to 

take more time in her physical presentation. Some combination of his persistence and proximity 

causes her to fall in love with him, but that does not change her mind in the least about yielding 

to his sexual advances: ".. .can you said she, make it no sin to God, no dishonour to my family, 

no infamy to my sex, no breach in virtue, no wrong to honesty, no immodesty to myself? He 

answered, it was lawful by nature. Sir, said she, it is as impossible to corrupt me, as to corrupt 

Heaven; but were you free, I should willingly embrace your love, in lawful marriage" 

(Cavendish 59). Even while admitting his tendency to corrupt virtue, she is willing to enter into 



a lifelong contract of marriage if there are no obstacles. Although this could be a sign of poor 

judgment, at least her opinions are given weight and value. Affectionata is depicted as a force 

that is analogous to the divine power of Heaven and able to withstand his failings. She has the 

ability to take stock of all nuances in this situation, and make a level-headed decision that fits her 

earlier personality despite the temptation she feels. Although the prince has had the upper hand 

in terms of sheer force and social status, she wields power in this one, very specific, area of her 

life: she maintains the ability to decline an offer. Although the prince will continue to pressure 

her in various ways to relent, her character is presented as one that does not back down from a 

stand once it has been made and one that will grasp at even small opportunities to exert control 

over her future. 

Her progression out of objectification and toward a more autonomous character continues 

when she escapes and pretends to be a boy on an exploration ship. The captain accepts her as a 

boy and she seems to circumvent the traps of objectification and patriarchal attitudes that she 

might have encountered as a woman. The emphasis on her physical beauty, however, remains 

even once she switches genders: the captain only relents and allows her to remain on board once 

he notes how ".. .the tears flowed from her eyes, which became her so well..." and ".. .her well 

favoured face..." (Cavendish 61). Cavendish stresses that the captain believed Travellia 

(Affectionata's new alias during that part of her adventures) to definitely be a boy and even goes 

so far as to adopt her as a son, but Travellia cannot fiiUy escape being initially loved based on her 

obvious beauty. Even when they are shipwrecked and must seek shelter in a strange land of 

purple-skinned people, Travellia is at first solely appreciated on the basis of her looks: "But 

when the King saw them, he wondered at them.. .but above all, at the youth, who looked 

handsome in despite of his poor and dirty garments" (Cavendish 68). Furthermore, there is a 



disagreement between the King and the priests as to who should take possession of Travellia, 

which ends with her being kept by the religious leaders of the country, ft seems extraordinary 

that the King, who has purple skin, white hair, and black nails (as do his subjects) would 

immediately recognize the physical attractiveness of a youth who appears so different. 

Travellia's good looks seem to transcend gender and culture, hi another move that allows 

Travellia to exercise more power, the captain places the responsibility on her to learn the 

language of their captors in hopes that it might increase their safety. Furthermore, the captain's 

reasons for trusting Travellia's linguistic ability have nothing to do with either her gender or her 

beauty. Instead, it is her relative youth that commends her for the task: ".. .and you are young, 

said he, and apt to learn; but I am old, and my memory decayed: wherefore now study for your 

life or never" (Cavendish 69). It is true that the captain is viewing Travellia as his son, and 

therefore as a fellow male, and Cavendish even begins to use the masculine pronoun "he" when 

referring to Travellia's actions. Even though her gender is mistaken, it is a liberating event that 

allows her to make decisions and take on responsibility for her very survival. As a woman she 

was hampered by social boundaries and expectations, but by treating gender as a dynamic 

identity, she is able to gain power that would usually be prohibited to her. Travellia even goes so 

far as to shoot a head priest and make grand speeches and demands to an entire assembly. She 

consciously lies about being sent from the gods and uses her gun as an example of her divine 

power. The entire population, including the King, followed her demands to leave and fast for 

forgiveness: "Whereupon, the King and all the people, rising up, bowing their heads down low, 

as in humble obedience to commands..." (Cavendish 72). Travellia and the captain eventually 

become spiritual leaders in the country: ".. .and thus they lived with great splendour, love and 

admiration amongst them; their persons were thought divine, their words were laws, and their 

10 



actions examples, which they kept, and the people followed" (Cavendish 75). In the South Seas, 

Travellia quickly rises to a position of authority using her alias as a man. The implications are 

clear: in her own country as a woman, she has negligible rights, but as a man on an adventurous 

journey, her individual autonomy increases dramatically. 

As coincidence or fate would have it, when Travellia and the captain decide to take to sea 

again in an attempt to return home, they are picked up by the Prince's own ship as he seeks his 

beloved. The Prince notices a similarity between this boy and the Affectionata he remembers, 

but only Travellia actually recognizes him and understands the situation for all its potential for 

corruption in the beginning of their reunion. After a rough time at sea which sinks the ship, the 

passengers are forced to reside on a deserted island. The Prince, who always has Affectionata on 

his mind, begins to correctly suspect that it is perhaps she in disguise. Once she is discovered for 

the woman she is, her earlier power disappears and the Prince takes authority once again. It is 

precisely her gender that continually places her in positions of subordination. Faced with such a 

situation, she has no choice but to remove herself from circumstances that do not bode well for 

her. 

The Prince, in a rage, travels to the Kingdom of Amour and meets a King who is in much 

the same situation: courting a reluctant woman, in this case, the ruler of the Kingdom of Amity. 

Likewise, Travellia and the captain take refuge in the Kingdom of Amity and are treated as 

favorites of the aforementioned Queen. The conflict between TravelHa and the Prince has been 

extrapolated to include, not only two monarchs, but entire countries who are embroiled in a war. 

In fact, the feelings of the Queen's subjects directly reflect the core issue of the conflict as 

power: ".. .besides her people were loath, for fear it should be made a subordinate kingdom, 

wherefore he sought to get her by force" (Cavendish 89). Gender issues once become dynamic 

11 



and play a significant role in the story. The Queen falls in love with young Travellia, believing 

(as does everyone else) her to be a young boy. Once the Prince makes it known to the King and 

Queen that Travellia is actually a young woman in a man's disguise, the Queen was ".. .angry 

that she was deceived, yet still did she love, as wishing she had been a man" (Cavendish 112). ft 

is ambiguous whether the Queen wishes that she herself were a man, or if she wishes Travellia 

were. Regardless, at this point, the Queen desires transexuality as a viable solution to 

accommodate her emotions. As is the pattem throughout the story, gender is an important 

influence that is anything but static. In a way, the joumey was more about the different gender 

roles and the corresponding relationships than the various countries or islands that were visited. 

Cavendish focuses on relationships and personal transformations that are similar in many 

ways to a conventional marriage-plot text. The difference lies in the fact that this pursued love 

affair spans the globe. The heroine travels to foreign lands, adapting to many different situations 

and adeptly taking on different roles as needed. In fact, this story takes her to several foreign 

lands (including the Kingdom of Riches, the Kingdom of Security, the Kingdom of Sensuahty, 

the South Seas, a deserted island, the Kingdom of Amour, and the Kingdom of Amity). This 

places less focus on her immersing herself in one culture and more on her flexibility to deal with 

several cultures. Cavendish does not overtly focus on the heroine's interaction with each 

individual new land, but keeps the plot moving forward by continually throwing new experiences 

in her intrepid protagonist's way. This text still includes the romantic storyline that drives the 

tale, but the foreign locations would seem to place it in the realm of the exploration narrative. 

Her story is not confined to the navigation of one arena of Enghsh society; rather it develops as 

she travels aroimd the globe. 

12 



The protagonist in The Blazing World, however, transcends the realm of her own reality 

and discovers an entirely new worid (twice, really) in the most literal sense: she physically 

crosses over onto a new globe, and further she can detach her spirit from her body to aid further 

fravel back and forth between the two worids. This is a feat that, arguably, even goes beyond 

that of more conventional narratives. Unlike "Assaulted and Pursued Chastity," in The Blazing 

World the relationships with men seem to take a backseat to the travel that the Empress 

experiences on more than one occasion, although they are certainly used by Cavendish to move 

the story along from time to time. The protagonist's opening joumey that takes her from her 

initial reality to a parallel existence was initiated by her kidnapping. The traveling merchant falls 

passionately in love with her, and, since he was "beneath her in both birth and wealth" he 

eventually "force[s] her away" in a boat after she is seized while gathering shells upon the shore 

(Cavendish 125). The merchant's love at first sight hints at the traditional introduction for a 

yoimg woman as the "most beautiful and virtuous." Although it is not expHcitly stated, her noble 

birth and high social status are implied through the merchant's hopeless situation of ever being 

worthy of marrying her. This initial image of her hardly seems to foreshadow the headstrong 

Empress who later emerges in the story. She begins as a complacent noble woman who spends 

her days in trivial leisure activities on her father's estate. Her situation seems stagnant and is in 

need of some impetus to breathe life and a sense of adventure into her flat character. 

During the flight from the heroine's home, a violent storm sends the boat through the 

South Pole and into a new world. It is stated that this occurred because the merchant's actions 

lead to ".. .Heaven frowning at his theft..." (Cavendish 125). The protagonist, because of the 

".. .light of her beauty, the heat of her youth, and protection of the gods," was the only one who 

survived the transition from one world to another (Cavendish 126). It is significant that the 
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Empress' salvation and survival occur, not through any action of her own, but through 

supernatural interference. Furthermore, "Heaven" seems to have become enraged because of the 

crime that was committed against her father. The merchant did not sin because of kidnapping a 

fellow human being, but because of his "theft." Since it was noted that this lady lived at her 

"father's house," it seems that this theft was of a daughter from a father (125). Furthermore, the 

reasons for her survival seem to focus on her physical attiibutes such as her "beauty" and 

"youth." The implication seems to be that this is what makes her a desirable and virtuous 

woman, and only in this case can the gods be troubled to exert any effort on her behalf Thus far 

in this protagonist's joumey, she has been objectified by both a prospective suitor and by the 

very gods themselves. This initial stage in her joumey does not reveal itself to be a very 

empowering experience for her. Only gradually as the text progresses does she gain autonomy 

and decision-making powers. The impetus to begin her travels did not originate with her in any 

fashion and she continues to remain a passive passenger throughout this initial joumey to the 

new world. 

After she survives the crossing into the Blazing World (its nature still unknown to her at 

this point), she goes under the care of its various inhabitants as they transport her, in relay 

fashion, to the central island where the Emperor resides. There seems to be discussion among 

the various bear-men and fox-men (who spoke the same language, as there is only one in the 

Blazing World) as to what to do with her. They seem to easily come to an agreement that she is 

a valuable person deserving of worship and respect. Since she herself is unable at this point to 

successfully communicate with anyone in any complex way ("... they spoke to each other in a 

language which the Lady did not understand"), the entire basis of their esteem for her has to be 

based upon her physical appearance (Cavendish 127). Since there is no indication that she and 
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the Emperor are of different species, this might merely be a case of a group of subjects 

recognizing her similarity to the royal class. The emphasis on her obvious physical beauty, 

however, seems exaggerated and as if it is the only natural response for them to feel. Cavendish 

describes their actions: ".. .both males and females, young and old, flocked together to see this 

Lady holding up their paws in admiration..." (127). Furthermore, they ".. .agreed at last to make 

her a present to the Emperor of their world..." (Cavendish 127). The connection between the 

lady's obvious nobility and the Emperor's own royal social status is easily established and a 

corresponding course of action is not far behind. Once again, the protagonist is a passive 

character who is being passed along, independent of her own choices or decisions, from one 

being's custody to another. She is again objectified as she is referred to as a "gift" instead of a 

rational mdividual who should be exerting her own influence over her life's path. 

Her marriage to the Emperor is taken for granted, and like most other actions thus far in 

the story, is something that is decided for her. The Emperor and his subjects wish to worship her 

as a goddess, but she informs them that she is merely a mortal. Her subjects could not be 

dissuaded from their belief that she was a deity, but the Emperor, ".. .rejoicing, made her his 

wife, and gave her absolute power to mle and govem all that world as she pleased" (Cavendish 

132). Tme, the Emperor lavishes freedom and independence on his new wife, but her voice is 

noticeably absent from this discourse. The marriage carries the freedom and burdens of an 

Empress, but also the responsibilities of motherhood. The description of the clothing and 

accessories that are reserved for the nobles contain some specific stipulations: ".. .nor durst 

anyone wear jewels but the Emperor, the Empress, and their eldest son..." (Cavendish 133). At 

this point, it seems early to be laying out protocol for the eldest son's attire (also implying that 

there will be more than one son), unless it is taken into account that royalty is expected to 
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produce an heir. Several life-changing events occur in quick succession at the beginning of The 

Blazing World: the Empress is kidnapped, crosses into a separate world, is carried to the 

Emperor, marries the Emperor, and eventually becomes an Empress with duties toward her 

subjects and her family. None of these events, however, were initiated by the protagonist (or 

necessarily in her best interests, or even desired by her). Her instantaneous rise to the pinnacle 

of the Blazing World's social hierarchy brings along with it an increased sense of autonomy, 

despite its patronizing motivations. 

When she marries the Emperor, she gains the freedom to make her own decisions and act 

upon them. She is then transformed into a dynamic character who gains an active role in the 

formation of her own travels. When this occurs she begins to leam about and reorganize her 

adopted world in great detail. After convening multitudes of committees to research and present 

information, she then feels comfortable issuing edicts and playing her role as the Empress. She 

".. .erected schools, and founded several societies..." through her ".. .desire to be informed both 

of the manner of their religion and government" (Cavendish 124). This in-depth analysis of the 

inner-workings of one society is more along the lines of the conventional relationship-driven 

tale. The Empress, however, is less interested in the relationships between individual people 

than she is in the much grander issues of the science, politics, and religion of her new land. It is 

the understandings of the larger institutions and bodies of knowledge with which she concerns 

herself Once she is content that she now has understanding and knowledge of the world, she 

can then resume her travels - only this time, they will be under her sole authority. Her autonomy 

was granted to her by the Emperor, so it is clear that this marriage has been liberating for her, but 

her husband is ahnost entirely absent for the rest of the narrative. Once he has served the 

purpose of transitioning her from a helpless captive to a powerful Empress, he is abandoned in 
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the wake of her energy and activity - from her continued traveling in spirit form back to England 

as a favor to the Duchess of Newcastle (Margaret Cavendish's real title) or her settling disputes 

and mling the Empire. It is as if this marriage and rise to such political power give her the 

license to continue carrying on in her role as a traveler. This starkly differs from such texts in 

which marriages, or at least love affairs, are the desired culmination of the plot. 

Both of Cavendish's works juxtapose a woman's marriage with her exotic travels. The 

frajectory of the novels' purpose shifts, however, from "Assaulted and Pursued Chastity" to The 

Blazing World. In "Assaulted and Pursued Chastity," the travels are a result of her flight from 

imwelcome sexual advances, while the heroine of The Blazing World gets married as a result of 

her arrival in a new world. Romantic relationships are seen as an unsavory entanglement in one 

and a rise to authority in the other (if it is given much direct thought at all). In each tale, 

however. Cavendish's heroines are characterized by an adventurous spirit that does not shirk 

from exploring the physical world, regardless of whether the initial motivation was by forced or 

voluntary means. 

Penelope Aubin's The Strange Adventures of Count de Vinevil and His Family is another 

example of the blending of two genres. Aubin's characters travel to foreign lands where they 

resort to hiding in a shack in the forest and surviving on a deserted island. Their experiences in 

Turkey expose them to an exotic existence that is portrayed as the antithesis of England. Every 

land they visit along their epic joumey is viewed as inferior to England and foreign to the 

ultimate degree. Although this story definitely seems to fit the exploration mold, the romance 

between Ardelisa and Longueville is never disregarded. Rather, it remains the driving force 

throughout the entire narrative. Throughout Ardelisa's own fleeing from an unsavory fate of 
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violence and subjugation, she is primarily concemed with the well-being of Longueville. By 

shifting the attention back to her lover, and their love relationship by association, she is never 

independently Ardelisa, but always one half of a couple. The tension in the narrative derives 

from their anxieties at being apart and the way that their acquaintances and serendipitous events 

seem to conspire to bring them back together. They might play the star-crossed lovers, but, in 

the end, those stars reunited Ardelisa and Longueville. This seems to be more of a romance set 

in an exploration context than the other way around. The cast of characters undoubtedly 

experience many adventures in foreign lands, but it remains within the frame of two lovers trying 

to find their way back to one another. 

Perhaps this is Aubin's way of rationalizing such adventures on the part of a woman. 

Ardelisa would have been less accepted as a virtuous woman if she had decided to explore 

through curiosity or other interests. In fact, Ardelisa would rather not be having these adventures 

in Turkey and would prefer to have a stable life in England with Longueville. By rejecting her 

exploration, Ardelisa is not herself rejected. The title itself focuses on family issues instead of 

the protagonist's ordeals. This narrative is similar to "Assaulted and Pursued Chastity" in that 

respect. Since extensive travel was unconventional for women, then it had to be framed in the 

context of an unwilling adventure to uphold "feminine" ideals: the maintenance of a personal 

relationship or the protection of virginity and honor. To some extent, the Empress in The 

Blazing World fits this pattem of simultaneously upholding and rejecting convention. She hardly 

initiates her explorations, but seems to take more personal control and interest in them after her 

narrative gains momentum. Cavendish and Aubin are working within similar parameters, but 

Cavendish is willing to slightly push those boundaries more in The Blazing World than in either 
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her work "Assaulted and Pursued Chastity" or Aubin's The Strange Adventures of Count de 

Vinevil and His Family. 

Although the women in these texts do not totally reject their conventional gender or 

social roles, they react in ways that are not traditionally feminine. Whether it is the thirst for 

travel, the use of violence, or the wielding of power, these heroines are able to express 

themselves outside the bounds of a predictable narrative trajectory that would have been seen as 

masculine territory. Their adventures do not turn them into men, however, and their stories 

retain feminine characteristics that allow for a unique blending of the two sub-genres of 

relationship- and exploration-driven plots. 
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Chapter 3: Domestic Adventures 

Another way to categorize texts that combine both genres is to separate the ones 

that seem to give priority to relationship-driven plots. These works might appear to follow the 

marriage-plot pattems, but they do so in more adventurous ways than convention dictates. 

Although in many marriage-plot stories, a young woman is introduced to a new segment of 

society, these situations seem more extreme. Not only are these women being faced with new 

social experiences, but some of them are quite startling. Delarivier Manley is a notable example 

of a writer who shocked her public with her stories of scandals that involved even the ehte 

members of society. She presented her protagonists with situations that, although social in 

nature, went beyond the common adjustments that female characters were expected to make in a 

standard marriage-plot novel. Delarivier Manley, in The Adventures ofRivella, The New 

Atalantis, the anonymous author who penned Love a la Mode, and Eliza Haywood, in 

Fantomina, are three authors who take that next step in exposing their heroines to dangerous 

foreign situations that actually occur in their native countries. 

In The Adventures ofRivella, Manley follows the scandals of her title character Rivella. 

Unlike traditional romances, Rivella is not ambitiously praised as the "most beautiful woman in 

the world." Her portrayal is quite realistic in that her faults, as well as her attributes, are plainly 

detailed. The men discussing her - Sir Charles Lovemore and the Chevalier D'Aumont -

however, are clearly in awe of her charms, and D'Aumont claims to have become infatuated with 

her based on Lovemore's description ofRivella alone. It is her accessibihty and her humanity 

that is attractive, instead of an ideaUzed set of attributes. D'Aumont even goes so far as to say 

that ".. .it would have been a fault in her, not to have been faulty" (Manley 114). ft is her 
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imperfections that are appealing to these men, and these imperfections are reflected in the way 

her social behavior is deemed deviant throughout the story. Rivella's escapades are more 

adventurous than what would have been considered proper for her society at the time. She 

moves on from man to man, either becoming infatuated with them (Lysander and Sir Peter 

Vainlove are examples), having them become infatuated with her (the narrator Lovemore loves 

her since they were young together and he inspires the same feelings in the Chevalier 

D'Aumont), or having her name tarnished with the mmors of scandal (such as wedding an 

akeady married man, the accusations of sleeping with Hilaria's son, and her admiring group of 

"men of vogue and wit") (Manley 68). In many ways, her role in society is defined by the men 

with whom she associates. This fact alone is hardly revolutionary. Women of that time were 

often conceived as being nothing more than the roles they performed instead of individuals. The 

shocking aspect of her life is apparent when it is realized that her roles with men are not the 

conventional ones. She is never the proper wife or mother. Often the public perceived her being 

as being fast-paced and hterary (which was not exactly a characteristic that was conventionally 

desired of the ideal woman). Scandal is never far behind her, and this appears outside of her 

personal relations with others. The fact that she uses her writing as well as her behavior to shock 

society highlights how much she goes against the grain. Her work Atalantis (here it is clear how 

autobiographical Manley meant this work to be) causes such an uproar that Lovemore pleads 

with her to flee the countiy rather than face the investigation. She blatantly wrote of the scandals 

and inner-working of the society that repulsed her again and again, and, not surprisingly, her 

writing was seen as a threat and an insult to powerful individuals. The very nattire of writing 

itself has the potential to penetrate into unknown and foreign sectors of society. A piece of 

published and distributed writing is meant to communicate a message to a world outside the 
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immediate circumstances of the writer. Rivella's role as such an author allows her, as a woman, 

to express her opinions and observations in arenas that may be improper for her physical 

presence. 

Her scandalous actions allow her to experience situations that would have otherwise had 

been denied to her, or any "proper" woman for that matter. Although Manley allows Rivella fiill 

reign when it comes to new experiences in England, Rivella never ventures to other countries, 

although there are several moments in the text where this seems to be an option. This contrasts 

with afore-mentioned texts that allowed the female protagonists to make epic joumeys. Rivella 

is given several opportunities to travel, but comes up with reasons to remain at home. The first is 

after Rivella retums from a three-month stay at a Hugenot's minister's house where she leamed 

French ".. .with a perfection tmly wonderful" (Manley 58). She was then promised to have the 

next open position for Maid of Honor for the Queen, but when the Queen decides to leave 

England for France, Rivella's aspirations have ended and there is never a question of her 

following the Queen out of the country. It seems as if Manley prepares Rivella's character for 

this moment, then changes her mind and instead keeps her in England for a different purpose. 

Later in the text the narrator Lovemore tries to convince Rivella that it would be safer for her to 

leave for Switzerland or France and stay with the English Queen and that he would personally 

help her escape England (Manley 109). Rivella refuses on the grounds that the Queen was 

prejudiced against Protestants (Rivella's religion) and that she would rather stay and face her 

punishment than leave it for other people to take the blame on her behalf Manley purposefully 

creates situations that present Rivella distinctly choosing to remain in England. The adventures 

ofRivella take place, adamantly, in her native country. The emphasis is on the fact that Rivella 

herself makes the choice whether to travel or not. Unlike some of the other afore-mentioned 
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texts, she is not a victim of circumstances in these instances. Especially in the second example, 

she clearly deliberates between her options and makes a decision based on her own opinions. 

The entire story of Rivella's life is framed in the context that this is a "single" woman's 

life. Although she is technically married (unless her husband's bigamy annuls his marriage to 

her), it is because she refuses Lovemore's hand that her tt-oubles are allowed to occur. Lovemore 

himself comes to this conclusion. He recounts that ".. .for her sake, have I lamented her disdain, 

and little foresight, for refusing to marry me, which had she agreed to, all those misfortunes that 

have attended her, in point of honour and the world's opinion, had probably been prevented..." 

(Manley 59). Once again, Rivella was presented with choices and took the initiative to decide 

for herself Marriage was never taken for granted or arranged for her and she always remained in 

control of her own life, which, in this case was another example of her scandalous lifestyle. 

From the beginning, she rejected social norms, and in Lovemore's eyes, paid the consequences 

for it. By rejecting a standard role for women, Rivella carves out her own path among a society 

that harshly judges her for it. Manley combines the two novel types in a way different from the 

afore-mentioned texts: Rivella's scandalous experiences become her adventures by their 

deviation from the social norm. 

Manley is most famous for her scandalous work The New Atalantis. It is filled with 

political and sexual scandals that can be directly tied back to figures that populated Manley's 

society (Zelinsky 11-3). Manley focuses on relating sexual escapades in an adventurous style. 

Manley, a vehement Tory, often used well-known Whig figures to directly inspire some of the 

most immoral of her Atalantis characters. By directly engagmg in national politics, she was 

participating through her vmting since women were excluded from holding official leadership 

23 



positions. One example of her referencing contemporary Tories is found in the story of Diana 

and Rodriguez, a tale about a woman who surrenders to her admirer's passion for her. The 

ambivalence of the scene suggests that Diana was both raped and seduced (Hammond and Regan 

46). Rodriguez, after seeing her from afar, ".. .stole close to the unthinking fair and, throwing 

him at his length beside her, fixed his lips to hers with so happy a celerity that his arm was round 

her to prevent her rising and himself in possession of her lovely mouth before she either saw or 

heard his approach. Her surprise caused her to shriek aloud but there was none in hearing" (245-

6). On the other hand, just a brief moment later in the text, Diana is ".. .lulled by the enchanting 

poison love had diffused throughout her form, lay still, and charmed as he! - she thought no 

more! - she could not think! - let love and nature plead their weighty cause! - let them excuse 

the beauteous frailty! - Diana was become a votary to Venus - obedient to the dictates of the 

goddess!" (245-6). How much free will Diana herself exercised is questionable. The 

revolutionary action is taken, not necessarily by the female characters (who in this instance 

might have been manipulated), but by the author herself The erotic language and imagery 

would not have been traditionally acceptable in a text written by a woman, but Manley is 

exposing the public to, what she perceives as, the realities of the society around them. She is 

linking together two different aspects of public life: the mainstream audience and the few 

individuals who hold public positions. She is able to easily navigate through her own society 

through her understanding of politics and her widespread writing. The real-life counterparts to 

Diana and Rodriguez are thought to be Frances, the Countess Scudamore, and Thomas, the first 

Earl of Coningsby (Hammond and Regan, 46). This information would be more readily known 

and accessible during the time Manley writes it. Such an engagement with contemporary society 
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is more shocking since the inspiration for her public characters can be recognized by themselves 

and others. 

Her inclination to publicly expose particular individuals transcends politics in some 

cases. In her telling of the Cabal of ladies, the ambiguity resurfaces as to whether the women are 

innocent and merely good fiiends, or whether there is "unnatural" homosexual depravity 

occumng in their group (50-1). The women are part of communistic secret society, and seem to 

scom any relationships with men (Hammond and Regan 50). One of the women has been linked 

to the poet Catherine Trotter, who was one of Manley's literary rivals. It is appropriate that she 

uses literature as her mode of attack in this conflict. Manley is able to exercise control over her 

situation - her rivalry with Trotter - by projecting her finstrations and opinions onto literary 

characters that are completely under her dominion. In this instance, she uses her writing as a 

way to correct or comment upon her world as it is. Much like Cavendish does in The Blazing 

World, Manley creates situations through her writing when she feels it is necessary. Cavendish 

creates an entire new reality, but Manley reinvents her actual reality as piece of literature. 

In a way, Manley uses her writing to publicly expose those with who she has personal 

vendettas. In another way, however, Manley is tuming her texts back around on the public and 

allowing them to explore unknown social arenas. Just like, as we shall see, the author of Z,ove a 

la Mode allows her readers to experience some of the heartache and frustration of poverty, 

Manley takes her audience into the upper levels of the political and powerful arenas. Her 

ambiguity in certain passages creates a space in which her readers are thmst in to a new ken and 

must react without anyone directly dictating what their emotions or opinions should be. It is a 

way of reinterpreting the social and political atinosphere of her time through descriptions of 

shocking and socially unacceptable behavior by women. Instead of a heroine who must adapt to 
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startling new surroundings, the readers are being made aware of the tine state of affairs in their 

native country by joining female protagonists on their own joumeys through unfamiliar social 

situations. 

Another text that chronicles the sexual adventures of a woman, or in this case, women, is 

the anonymously written text entitled Love a la Mode: or, the Amours ofFlorella and Phillis. ft 

is comprised of the stories of two different women, both of whom are mined as a result of their 

sexual exploits, but the factors that lead to their end differ between the two cases. Florella is 

portrayed as a promiscuous and flighty woman who continues to attract and discard men with no 

thought of appeasing society. She has the power to act this way because of her independent 

wealth that allows her to remain autonomous for the most part. This negative consequences of 

such a fast-paced lifestyle eventually catch up with her when her husband locks her in her 

bedroom until she signs her wealth over to him. Monetarily she could not be restrained, so her 

husband resorts to physical force to subjugate Florella. This emphasizes the fact that Florella's 

adventures are not, and do not seem to have the potential to become, actual physical joumeys. 

This example highlights the fact that Florella is not able to physically travel completely 

unhindered, but must rely on social tools such as money to exercise her independence. Once 

Florella is put in the position of physically asserting herself, she is not able to do so. She still has 

boundaries that do not allow her to become a rebellious adventurer in the conventional sense, 

since those boundaries inhibit her from even leaving her bedroom. 

Unlike Florella, Phillis lacks that same arrogance and her story is a tragic glimpse at the 

traps that await naive women. Phillis - almost accidentally - gets drawn into the world of 

prostitution where she is caught in a vicious cycle that prevents her escape. She is physically 
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kidnapped, coerced into working off her room and board at a brothel, persuaded to purchase 

clothes and jewehy against her credit to help her business, then is thrown into debtor's jail when 

she cannot pay back the money. At this point, the author takes the opportunity to bemoan the 

prisoners who are preyed upon by those wishing to take advantage of their ignorance: "This is 

the way these engines of the devil, min not only the wretched women of the town, but honest 

poor people, whom they often inveigle into dealing with them, for necessary cloaths for 

themselves or children" (Love a la Mode 41) It is made clear that Phillis is pushed into this life 

and that she tmly did try to live virtuously. After going through several other men, a fiiend 

finally fmds her a husband. After somewhat fulfilling her dream of a normal life by creating a 

small family with her husband and her child, she becomes ill and dies. Just as her relationship 

with a man introduced her to this sinful lifestyle, it was understood that an appropriate 

relationship with a man would be her salvation. Phillis attempts to live according to society's 

standards, but that same society makes it impossible to do so. 

Both Florella and Phillis come to tragic ends, but through different avenues. Florella has 

the assets to remain independent, but abuses her power and must submit to her husband, while 

Phillis is at the mercy of society because of her lack of resources. The author presents two paths 

that can await a woman during that time: the scandalous woman who lives for thrills but 

eventually is put in her place; and the virtuous woman who, because of her lack of power, cannot 

save herself from cormption. Neither scenario ends happily, ft is as if Florella experiments with 

attempting to conti-ol herself and her surrounds though money, and Phillis through her morals, 

but both come to the conclusion that any woman who believes she can control her own fate is 

mistaken. Both of these women, through their sexuality, encounter experiences and situations 
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that would have been unknown to the socially proper woman of the time. Their adventures 

occur, not by way of a boat, but through their extensive series of love affairs. 

At the beginning of Love a la Mode: or, the Amours ofFlorella and Phillis, the author 

claims it to be a sequel to Manley's The New Atlantis. The text opens with an introduction of 

Florella, and notes that "the Atlantis has already given the world her history, in a diverting 

manner to the fortieth year of her age; and one would be inclin'd to imagine, after that, there was 

very little room for amour: but this lady was an evergreen, she bloom'd in December, and was 

as famous for gallantry and intrigue at sixty as at sixteen..." (Love a la Mode 1). Although most 

of the narrative deals with Phillis in a completely separate story line, the reader is supposed to 

view this story as an extension to Manley's famous work. With that in mind, it is highly 

conceivable that there is supposed to be political scandal in Love a la Mode: or, the Amours of 

Florella and Phillis as well, but there is no documentation to back up this assumption. 

Superficially, this text follows the same basic plot stmcture of the sexual adventures of 

two women and analyzes the motives for their decisions and the general society surrounding 

them. It is interesting that these two women are only finding adventure through their sexuality; 

as if being a sexual creature somehow makes them strange exceptions to the general female 

population. Such implications of extreme sexual suppression in that society would account for 

the view that sexuality is something shocking and "adventurous." One can only explore 

uncharted territory, and, although women were undoubtedly capable of having sex, it can only be 

courageous if it is somehow new. Sexuahty in this context implies some sort of heterosexual 

relationship. Since these characters are being defined, in large part, by their relationships with 

men, it is no surprise that they are unable to exert a large amount of personal authority over their 
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individual joumeys. As long as women are being seen as accessories to a relationship, they will 

not be able to fully reaUze themselves as distinct individuals. 

Through Florella the novelty of her sexual experiences lies within her relative 

independence from the world of men. She is financially capable of supporting herself, but 

pursues her suitors for sexual reasons only. She is perhaps the more subversive of the two, 

because she makes no apologies for her actions and is only defeated through the physical barrier 

of the locked door. Psychologically, Florella had been "beating" society the entire text until that 

ending scene and her uftimate defeat. Phillis, on the other hand, seems to embody a critique of a 

society that is judgmental of being poor and of being sexual. In this light, Phillis finds herself in 

a trap where either way she tums, she is a deviant: she can try to be successful at sex work to 

pay off her debts, or she can remain virtuous and starve. Phillis' entrapment is realized, not 

through a locked door and stubbom husband, but through her utter fall from grace. 

In a fashion similar to Manley, the title heroine in Haywood's "Fantomina" also breaks 

out of the traditional mold that was expected of women and has experiences that were novel for 

her time. Her adventures are in the realms of identity, social etiquette, and tmth. Motivated by a 

desire to keep her lover Beauplaisir interested in her - in some form - Fantomina disguises 

herself as different women and approaches him as though beginning a new love affair each time. 

In this way, Beauplaisir is allowed to experience different women while technically remaining 

faithful to Fantomina. As she takes on different roles, she is able to discard her previous identity 

and experiment with a new one. The ability to navigate through several identities simultaneously 

is particularly liberating and exciting for Fantomina. She also takes the initiative, rather than the 

decision being forced upon her, to begin this experiment in identities. She decides to trespass 
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into other female social roles for amusement in the beginning, then to maintain her sexual 

relationship as the story progresses. She is maintaining a degree of power of the relationship 

tin-ough her manipulation of her lover. This leads into her manipulations of the tmth. She is 

intentionally deceptive and unashamed of it: 

From her first finding out that he designed to leave her behind, she plainly saw it was for 
no other Reason, than that being tired of her Conversation, he was willing to be at liberty 
to pursue new conquests; and wisely considering that Complaints, Tears, Swoonings, and 
all the Extravagancies which Women make use of in such Cases have little Prevalence 
over a Heart inclined to rove and only serve... she resolved to take another Course 
(Haywood, 233-4). 

Beauplaisir is equally deceptive as he believes he is carrying on several different affairs 

at once. He also blatantly appreciates Fantomina and her various manifestations only because of 

her physical attractiveness. Beauplaisir not only gets to thoroughly objectify Fantomina when 

they first meet, but he also does it repeatedly throughout the story. In a way, Fantomina is 

making herself available to be taken advantage of over and over. She maintains the upper hand, 

however, in that she is aware of his lies and the true state of affairs while he remains in the dark 

until her confession. Fantomina's love affairs also grant her empowerment as she is exerting 

control over her sexual destiny (at least, until the end when she is discovered to be pregnant and 

abandoned). She violates social etiquette, as does Rivella, by expressing her sexuality. 

Haywood mixes the exploration narrative and the romance plots by allowing Fantomina to have 

a series of sexual adventures. Each time she must adjust to a new situation in uncharted territory, 

but it is still in the context of maintaining a sexual relationship. She physically travels to Bath 

and back in order carry out her plan. Although this does constitute some mild form of 

geographical traveling, it is minimal and overshadowed by the intense social transformations 

Fantomina experiences. Haywood gives her female protagonist the role of the pursuer, although 

it is unknown to the male character until the end. 
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These heroines are able to react to experiences not found in traditional relationship-driven 

trajectories. By incorporating a willingness to experiment with gender roles and the audacity to 

break certain social norms, these women can achieve levels of power within their somewhat 

limited means. Although these female protagonists do not take advantage - or even have - the 

opportunity to travel abroad, they explore new situations and behaviors from within their own 

society. 

Behn does not work the two themes of exploration and marriage together quite as 

seamlessly as other authors mentioned. Behn's Oroonoko is an interesting text to consider in 

terms of merging two early novel forms as Oroonoko almost seems to be comprised of two 

distinct stories: a romance and an exploration narrative. Hammond and Regan acknowledge this 

intemal conflict when stating that perhaps "part of the fascination oi Oroonoko lies in the way in 

which a variety of novelistic and pre-novelistic ingredients can be observed stmggling for 

priority within in" (39). The romantic tale of two "star-crossed lovers" ends, or at least loses its 

priority over other aspects of the text, once Oroonoko is captured as a slave. From that point on, 

despite the fact that the two lovers are eventually reimited, that romance seems to take a 

backseat. 

Once the narrative takes root in America, the idea of adjusting to a foreign society and 

the way that Oroonoko takes on a new role becomes the focus. Readers are conscious that his 

new position as a slave is the opposite of his previous station in life in his native country. This 

tension and the way Oroonoko responds to it overshadow the reunification scene, which is 

lukewarm at best. Just as the exploration narrative becomes the hub around which the second 
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part of Behn's work revolves, there was likewise no mention of an explorative adventure during 

the romance section. After reading that romantic tale, the reader is not prepared for the second 

part of Oroonoko. Although there are elements that bind the two together - the narrative is 

following the life of the same character, Oroonoko - the entire work seems to lack coherence. It 

can be too easily broken up into two stories and analyzed that way. 

Behn's unsuccessful attempt at crafting a seamlessly told narrative is worthy of study 

when placed next to works by other authors mentioned here. Behn's narrative comes off as 

stilted and overly conttived. In conft-ast, the other authors' characters live in a world of 

overlapping situations which make it possible to see the similarities between a romance and an 

exploration text. These more daring authors employ a complexity that reflects the world with 

which readers are familiar, while Behn relies on stereotypical plot trajectories. 

From the first text, chronologically speaking, "Assaulted and Pursued Chastity," 

to the last. Love a la Mode: or, the Amours ofFlorella and Phillis, each of the respective authors 

merges the two proto-novel genres of exploration narrative and romance text in ways that reflect 

a different solution to the English society's as it tries to work toward a resolution. The time line 

for the narratives discussed above goes from 1656 to 1732. During this period of time, England 

had just suffered the execution of Charles I in 1649, gone through an eleven year period of 

Puritan mle under a Commonwealth headed by the Lord Protector Oliver Cromwell, and then 

welcomed back Charles n in 1660 when he retumed from exile to restore the monarchy. The 

authors would have been exposed to this turmoil to some degree and this tension is reflected in 

the texts written. English society did not automatically change from one year to the next, but 

rather grappled with the competing political interests. Although it came back to the monarchy in 
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the end, Charles E was much more politically restrained than his father was. The restored 

monarchy was not the same as that which had come before, hi this light, the political and social 

situation in England was never completely a monarchy nor a commonwealth. Society was 

comprised of a competition between ideas, and this merging can be fully analyzed and developed 

in literature. 18th century England was an integration of different government systems, and this 

complexity is mirrored in the combination of literary genres in the early novels written in 

England at the time. If English writers are responding to their society, then it is conceivable that 

society's tension would be transformed into literary tension. Using Brophy's analysis of whether 

literary characters influence women or are realistic representations of women, it complicates the 

idea that a conflicted society will spavra conflicted literature. The pathways of influence are 

undoubtedly mutual. Societal unrest creates an environment that will inevitably engender 

problematic texts, but these texts are also contributing to the larger conflicts over social roles by 

either upholding or rejecting conventions. 

Epic stmggles, be they political or literary, are made accessible to the common reader 

who is not of an elite class. The complexity of the early novel's generic influences reflects the 

complexity that was found in reality at the time. In this way, these proto-novels contain more 

elements of realism when genres are combined in new and interesting ways. Although some of 

the exploration aspects seem far-fetched, they are a far cry from the fantasies found in the 

previous romance literature. Likewise, some of the love affairs seem exaggerated, but the 

characters are common individuals who are caught up in - sometimes unlikely - situations. 

There is a delicate balancing act between the fantastic and the realistic that each author resolves 

in a unique way by using a different combination of genres. The highly personahzed nature of 

these narratives means that the reader sees the events unfold from one person's perspective -
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even epic joumeys and passionate affairs. This makes these types of adventures supremely 

accessible to the mainstream audience. Because of the ambiguity between the two genres of 

exploration and romance narratives, we must analyze how we categorize a narrative as one or the 

other. Rather than labeling a story based on the superficial aspects such as setting, the 

underlying themes and pattems that comprise the substance of the story are more telling in terms 

of how exploration and romance narratives relate to each other and overlap. 

By recognizing the unique solutions that each text discovers, these problematic texts are 

not merely precursors to the inevitable novel, but are themselves worthy of study. Instead of 

merely paving the way to the novel, they are claiming ownership of their own place in the 

ongoing literary discourse about defining characteristics for genres and the roles of women. 

Dismissing them as a path to another genre undermines their integrity as legitimate works of 

literature. These authors are writing through conflicts that are within their context and should 

not have to be validated by the eventual future of their genre. The fiiture of the foundation these 

writers have set is undoubtedly important, but it should not overshadow the exciting 

developments that are occurring in these texts. The novel, although it may seem like an ordained 

staple of literature, is not the final destination of these texts, which have unique offerings of their 

owoi. 
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