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ABSTRACT

Literary Jacobitism: The Writing of Jane Barker, Mary Caesar and Anne Finch

Claire Pickard DPhil in English Literature

St. Hilda’s College Trinity Term 2006

This thesis argues that much of the gender based criticism that has led to the
“rediscovery” of neglected early modern women writers has, paradoxically, also
served to limit our understanding of such writers by distracting attention from other
aspects of their writing, such as their political commitments. The three authors
considered, Jane Barker (1652-1732), Mary Caesar (1677-1741) and Anne Finch
(1661-1720), have been selected precisely because Jacobitism is central to their
writing. However, it will be argued that a focus upon gender politics in the texts of
these writers has led to a failure to comprehend the party political boldness of their

work.

The thesis examines the writing of each author in turn and explores the implications
of Barker’s, Caesar’s and Finch’s Jacobite allegiances for their respective views of
human history as played out in political affairs. It also considers the ways in which
each author attempts to reconcile a cause that is supposedly supported by God with
apparent political failure. The quest of Barker, Caesar and Finch to investigate these
issues and to comprehend how Jacobitism forms part of their own authorial identities

is central to what is meant here by “literary Jacobitism” in relation to these writers.



The thesis demonstrates that Jacobitism is enabling for each of these three women as
it enhances their ability to conceive of themselves as authors by allowing their sense
of political identity to overcome their scruples about their position as women who
write. However, it also illustrates that Jacobitism functions differently in the writing
of each of the selected authors. It thus argues that an undifferentiated labelling of the
work of these three women as “Jacobite” is as restrictive as their previous

categorisation as “women writers”.
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Introduction

This thesis has emerged from a reconsideration of two separate areas of academic study
that have both undergone a resurgence of interest in the last three decades. During this
period, both Jacobites and early modern women writers have found themselves the
subjects of intensive scrutiny. This study concentrates on three individuals who fall into
both of these categories. Jane Barker (1652-1732), Mary Caesar (1677-1741) and Anne
Finch (1661-1720) are all authors whose writing exhibits a strong, if often coded, support
for the exiled Stuarts after the Revolution of 1688. They are also authors who have been
“rediscovered” in large part due to the pioneering work of feminist-oriented critics whose
primary focus has frequently been upon issues of gender in the work of these writers.
This thesis will explore the ways in which Jacobitism is manifested in the works of
Barker, Caesar and Finch and also the ways in which it influences their perceptions of
themselves as authors. It will examine the connection between gender and politics in
their writing and the representation of this connection in the extant scholarship on these
authors. It will contend that analysis of the gender politics of these writers has so far
taken priority over the examination of other forms of political engagement in their work
and that, as a result, these other forms have been neglected and often misrepresented. As
Danielle Clarke has recently observed, “the search for a radical gender politics” in much
initial work on early modern women writers meant that “other kinds of politics were
often sidelined”.! My study of these three literary Jacobites will support Clarke’s
contention by arguing that, paradoxically, the critical emphasis upon gender which has

led to the emergence of these authors from relative obscurity may be distorting and

! Danielle Clarke, The Politics of Early Modern Women's Writing (Harlow: Longman, 2001) 2.



undermining the party political boldness of much of their writing. The three women
writers selected for study have been chosen precisely because I believe that Jacobitism is
central to their authorial identities and because the nature of this political commitment, as

it functions in their writing, has not yet been fully understood.

The significance and implications of the renewed interest in both Jacobitism and writing
by early modern women have been far-reaching and transformative. Howard Erskine-
Hill has proposed “the academic rediscovery of Jacobitism as the most notable
development peculiar to eighteenth-century studies in recent years”.” In a similar
manner, Paul Monod, whose work on the cultural manifestations of Jacobite allegiance
has added a further development to this already expanding field, has written of the long-
term impact of continued loyalty to the exiled Stuarts:
The most obvious conclusion to be drawn from this tangled story is that
Jacobitism was important. It should no longer be possible to ignore it, or
stigmatize it as a reactionary vice, restricted to a tiny band of half-crazed
zealots. Few areas of political, social or intellectual history can be cited
that did not have any connection with Jacobite political culture.?
Yet, the increased interest in Jacobitism that has been apparent since the 1970s has
resulted in conclusions that are far from uniform. The most fundamental disagreement
amongst historians has been over the strength of the Jacobite movement and whether a

Stuart restoration was ever truly possible. However, within the confines of this central

argument, other disputes have arisen as to the nature and extent of the influence of

2 Howard Erskine-Hill, The Poetry of Opposition and Revolution: Dryden to Wordsworth (Oxford.:
Clarendon Press, 1996) 58.

3 Paul K1éber Monod, Jacobitism and the English People, 1688-1788 (Cambridge: Cambridge University
Press, 1989) 345.



Jacobitism over the political character of eighteenth-century Britain. Eveline
Cruickshanks, one of the most significant scholars in this field, has thus argued that the
Tory party was essentially a Jacobite party from 1714-45, a position that has been
countered by Linda Colley’s assertion that, for the Tories, Jacobitism was simply “one
political option amongst many”. Yet more contentious was J.C.D. Clark’s assertion that
the survival of Jacobitism undermined existing historiographical views that the long
eighteenth century was marked by a steady movement towards secularism and

modernity.’

More recently scholars such as Daniel Szechi, Doron Zimmermann and Edward Corp
have furthered the exploration of this field providing additional evidence that, even if
Jacobitism continues to cause profound disagreement amongst scholars, it is now firmly
established as a credible and worthwhile area of study. Szechi’s work has sought to
clarify the increasingly complex debate over the importance of Jacobitism by dividing
current opinion into three different camps: “optimists, pessimists and rejectionists”.
According to Szechi, the first of these groups views Jacobitism as a viable political
movement that had a genuine chance of success whilst the second group is far more
circumspect about its potential. The “rejectionists” see the entire Jacobite enterprise as
outdated and doomed to failure. Doron Zimmermann challenges the arguments of both

“pessimists” and “rejectionists” by arguing that Jacobitism remained a vital force even

* Eveline Cruickshanks, Political Untouchables: The Tories and the ’45 (London: Duckworth, 1979); Linda
Colley, In Defiance of Oligarchy: The Tory Party 1714-60 (Cambridge: Cambridge University Press, 1982)
42; J.C.D. Clark, English Society 1660-1832: Religion, Ideology and Politics During the Ancien Regime,
2™ ed. (Cambridge: Cambridge University Press, 2000). Cruickshanks remains one of the most important
scholars of Jacobitism. See also Ideology and Conspiracy: Aspects of Jacobitism, 1689-1759 (Edinburgh:
John Donald, 1982), edited by Cruickshanks. This collection of essays was one of the first works to
reassess the importance of Jacobitism.



after the defeat of 1745. Edward Corp, who has produced one of the most substantial
bodies of work in this field, has developed the discussion yet further by moving beyond a
consideration of the actual strength of Jacobitism to a detailed analysis of the Stuart
courts in exile. Corp’s work seeks to complicate conventional wisdom about the poverty
and religious intolerance of these courts whilst also exploring the cultural lives of the

courtiers and exiles.’

Whilst the renewed interest in Jacobitism has primarily been the result of work by
historians, it has not been solely their preserve. Although the influence of Jacobitism
upon literary expression remains an under-researched topic, there has been some
excellent criticism in this area. Howard Erskine-Hill, notable for his exploration of
Dryden and Pope’s Jacobitism, has also written more generally on this theme. Erskine-
Hill’s essay, “Literature and the Jacobite Cause: Was There a Rhetoric of Jacobitism?”
seeks to explore the Jacobites’ politically inflected use of language whilst his more recent
essay “Poetry at the Exiled Court” gives a brief overview of literary creation in St.
Germain. Murray Pittock’s Poetry and Jacobite Politics in Eighteenth-Century Britain
and Ireland explores related issues through its analysis of the ways in which the struggle
between the Jacobites and the Hanoverians was manifested in the language used by both

sides.® Yet, whilst the criticism of both Erskine-Hill and Pittock has provided a useful

> Daniel Szechi, The Jacobites: Britain and Europe, 1688-1788 (Manchester: Manchester University Press,
1994) 1; Doron Zimmermann, The Jacobite Movement in Scotland and in Exile, 1746-1759 (Basingstoke:
Palgrave Macmillan, 2003); Eveline Cruickshanks, and Edward Corp, eds., The Stuart Court in Exile and
the Jacobites (London: Hambledon, 1995); Edward Corp, ed., The Stuart Court in Rome: The Legacy in
Exile (Aldershot: Ashgate, 2003); Edward Corp, ed., 4 Court in Exile: The Stuarts in France, 1689-1718
(Cambridge: Cambridge University Press, 2004).

® Howard Erskine-Hill, The Poetry Of Opposition and Revolution; “Literature and the Jacobite Cause: Was
There a Rhetoric of Jacobitism?” Ideology and Conspiracy 49-69; “Poetry at the Exiled Court,” 4 Court in



foundation for subsequent work in this area, it has ultimately been of limited use in
relation to my own research. Neither of these scholars has considered the work of
Jacobite women writers in any detail and, where such writers have been mentioned,
gender identity has once again been prioritised over political identity. Thus Erskine-
Hill’s brief discussion of Jane Barker’s work ultimately concludes that she “is probably a
feminist rather than a Jacobite discovery” whilst Pittock’s cursory mention of Anne
Finch’s writing links this author’s sensve of political exclusion firmly to her sense of

dispossession as a woman.’

Although scholars of Jacobitism may not yet have paid great attention to the writing of its
female adherents, the period during which Jacobitism itself has been subjected to
renewed and sophisticated analysis has witnessed the advent of the study of writing by
early modern women by some literary critics. Since the 1970s and 1980s a wide variety
of texts and individual authors have been “discovered” and an increasing amount of this
material is now readily available in anthologies, critical editions and through on-line
resources such as the Brown Women Writers, the Orlando and the Perdita Projects. The
early studies by Margaret Ezell, Sandra Gilbert and Susan Gubar, Elaine Hobby, Jane
'Spencer and Janet Todd amongst others established this area as one that was attracting

the attention of some of the leading feminist literary critics of the day.® In the 1990s such

Exile 215-34; Murray Pittock, Poetry and Jacobite Politics in Eighteenth-Century Britain and Ireland
(Cambridge: Cambridge University Press, 1994).

7 Erskine-Hill, “Poetry at the Exiled Court,” 230 n. 38, Pittock 78.

® Margaret Ezell, The Patriarch’s Wife: Literary Evidence and the History of the Family (Chapel Hill,
University of North Carolina Press, 1987); Sandra M. Gilbert and Susan Gubar, Shakespeare s Sisters:
Feminist Essays on Women Poets (Bloomington: Indiana University Press, 1979); Elaine Hobby, Virtue of
Necessity: English Women's Writing 1649-88 (London: Virago, 1988); Jane Spencer, The Rise of the
Woman Novelist: From Aphra Behn to Jane Austen (Oxford: Blackwell, 1986); Janet Todd, The Sign of
Angellica: Women, Writing and Fiction, 1660-1800 (London: Virago, 1989).



interest not only continued but was reinvigorated by a new generation of scholars such as
Carol Barash, Ros Ballaster and Paula McDowell.” The impetus created by such work
has been sustained and there is now such a relative wealth of material that increasingly
complex questions are being asked about the direction of future work in this area. For

instance, Sarah Prescott and David E. Shuttleton have argued that:

we need to examine more closely the precise political, social and personal
contexts within which women poets both wrote and circulated their work,
be it in manuscript or print (or both). Although modern feminist agendas
fuelled historical recovery, it is becoming increasingly apparent that the
work of individual poets cannot always easily be defined as conservative
or progressive at a time when affiliations to respective, but sometimes
non-commensurate ideologies concerning the fixity or otherwise of class
and gender structures do not necessarily conform to modern

expectations.

In a similar vein, Danielle Clarke has suggested that a preoccupation with gender means:

that the very category of ‘women’ we invoke when interpreting a long-
neglected body of writing, and its accompanying ideological assumptions,
often serves to obscure ways in which women writers of the period
perceived and expressed political ideas in the broadest sense.'!

My research, whilst it may support such contemporary critical views and may thus

challenge the findings and assumptions of many of the first scholars to analyse the three

authors under consideration in this thesis, would not have been possible without their

® Carol Barash, English Women’s Poetry, 1649-1714: Politics, Community, and Linguistic Authority
(Oxford: Oxford University Press, 1996); Ros Ballaster, Seductive Forms: Women's Amatory Fiction from
1684 to 1740 (Oxford: Clarendon Press, 1992); Paula McDowell, The Women of Grub Street: Press,
Politics, and Gender in the London Literary Marketplace 1678-1730 (Oxford: Clarendon Press, 1998).

' Sarah Prescott and David E. Shuttleton, Women and Poetry 1660-1750 (Basingstoke: Palgrave
Macmillan, 2003) 2.

"'Clarke 1.



initial work which brought these writers to the attention of a wider community of critics

and readers.

One of the first questions that must be addressed by any study that incorporates
Jacobitism is the vexed one of “Who or what is a Jacobite?”. As I am here concerned
with literary Jacobitism it is useful to turn to Paul Monod’s work on the cultural
manifestations of such beliefs in the search for a definition. Monod’s preference is for a

broad-based delineation:

It need not be assumed that all Jacobites maintained an unflagging,
lifelong devotion to the Stuart family, or that they all would have laid
down their lives, their estates or their money for the cause. A very wide
range of commitment existed among Jacobites.
The amorphous nature of Jacobitism ultimately leads Monod to conclude that, on a basic
level,al acobite can be identified simply as an individual who “preferred a Stuart king of
the exiled line to the ruling monarch or dynasty”.'> The Jacobitism of Barker, Caesar and
Finch went far beyond this. Each of these women endured a high degree of personal
suffering for their beliefs. Jane Barker went into exile with the Stuart court in St.
Germain and, like other exiles, experienced severe privation. She also converted to

Roman Catholicism at some point in the 1680s and was thus subject to the financial and

legal penalties imposed upon the members of that church.”’ Mary Caesar saw her

2 Monod 4.

13 See Colin Haydon, Anti-Catholicism in Eighteenth-Century England, c. 1714-80: A Political and Social
Study (Manchester: Manchester University Press, 1993) for further information about such penalties.
Haydon has written, “Under William III’s Act against Popery, Roman worship was illegal, and the penalty
for a priest saying mass was perpetual imprisonment. Conversion to Popery was an offence, as was the
sending of children abroad to Catholic countries for their education. Adult Catholics who refused to take
the oath of allegiance and the declaration prescribed by the second Test Act were liable to lose their



husband and many close friends and political allies imprisoned for their beliefs and was
estranged from her own brother as a result of political differences. Anne Finch and her
husband, Sir Heneage Finch, were both Jacobites and nonjurors. Heneage Finch was
arrested attempting to join the exiled Stuart court in France, a potentially treasonous
offence, in 1690. His refusal to take the oaths of allegiance meant that he and his wife
were forced into internal exile in the Kent countryside far from their previous life at the
centre of the court in London and also that he was unable to take up his seat in the House
of Lords. I will argue that each of these women, despite enduring such hardships,

maintained a constant and unflagging commitment to the cause of the ousted Stuarts.

Yet, whilst based on loyalty to James II and his heirs, the Jacobitism of Barker, Caesar
and Finch encompassed more than a simple preference for this dynastic line. It also
included an entire complex of values and determined these authors’ views of human
history as played out in political affairs. Paul Monod has suggested that it is difficult to
define Jacobitism as an “ideology” as it “was compatible with a wide range of ideological
positions”.'* The differing emphases and perspectives manifest in the work of these three
authors would support such an argument. However, Monod has also observed that it is
possible to identify “a distinctive Jacobite point of view” which revolved around “an
alliance of divine right with Country principles ... [that] reaffirmed the sanctity of

monarchy, while upholding the rights of the people against injustice”.’> Such an

identifiably Jacobite perspective is apparent in the work of Barker, Caesar and Finch.

inheritance to Protestant relatives by the Act against Popery of 1700, which further forbade their
?urchasing landed property. Papists were also obliged to pay double land tax...” 47.

* Monod 7.

'* Monod 17.



The commitment of these writers to the Stuarts and the values they saw them as
representing provided the foundation for their opinions on the correct ordering of society.
Equally important, however, is the way in which each of these writers uses her writing as
a way of exploring her own Jacobite commitment and its moral and ethical implications
and also of reconciling a cause that is supposedly supported by God with apparent
political failure. The quest to investigate these issues and to comprehend how Jacobitism
forms part of their own authorial identities is central to what I mean by “literary
Jacobitism” in relation to these writers. In this I depart from Howard Erskine-Hill’s work
in this field which, through an analysis of Jacobite rhetoric, focuses upon the prevalence

of tropes such as those of conquest and rape in such writing.'®

Although such tropes do
occur in the writing of Barker, Caesar and Finch, I would suggest that they are far from
the most interesting or relevant aspect of Jacobite writing in relation to the three authors
under consideration in this thesis. More significant, I would propose, is the fact that

Jacobitism lay at the heart of these writers’ individual moralities as manifested through

their writing.

In this thesis I will also suggest that Jacobite commitment enhances Barker’s, Caesar’s
and Finch’s ability to conceive of themselves as authors by allowing their sense of
political identity and loyalty to overcome any scruples they may possess about their
position as women who write. Much has been written about the potential vulnerability of

this position, particularly for those women who sought to publish their writings.!” As

'¢ Howard Erskine-Hill, “Literature and the Jacobite Cause”.

1" See particularly Patricia Crawford, “Women’s Published Writings 1600-1700,” Women in English Society
1500-1800, ed. Mary Prior (London: Methuen, 1985) and Angeline Goreau, The Whole Duty of a Woman:
Female Writers in Seventeenth Century England (New York: Dial Press, 1985) 13-17.
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Hero Chalmers has recently observed of the royalist women writers she has studied, such
authors had to contend with “the prevalence of assumptions that female authorship is
incompatible with the feminine virtues of modesty and chastity”. Chalmers’ work is an
analysis of the ways in which the royalism of writers such as Margaret Cavendish,
Katherine Philips and Aphra Behn enabled these women “to find fresh ways of
negotiating entrenched resistances to women’s writing” by establishing politicised
“authorial images which shift the focus away from the dominance of concerns over the
compatibility of female authorship with feminine chastity”.'® My research indicates that
Jacobitism fulfilled a similarly enabling function in the work of Barker, Caesar and
Finch. I will suggest that whilst Anne Finch appears to have been inhibited from
expressing her gender politics in print, her published works are more overtly party
political and Jacobite than has yet been acknowledged. Finch’s sense of herself as a
political writer thus appears to have been strong enough to counter, at least temporarily,
her anxieties about her status as a woman writer. Jane Barker was less inhibited than
Finch about examining issues of gender in print. However, Barker explored such issues
in works that were equally concerned with Jacobite and Tory politics. My close readings
of Barker’s prose fictions suggest that these works are more systematically political than
has previously been recognised and that they function as highly specific expositions of
the author’s political views. Barker’s manuscript poems, which appear to have been
circulated at St. Germain, are even more explicit and aggressive in their politics.”® I will

suggest that Barker’s Jacobitism enables her to create a role for herself as a speaker of

'* Hero Chalmers, Royalist Women Writers 1650-1689 (Oxford: Clarendon Press, 2004) 2, 5, 196.
* Oxford, Magdalen College Library, MS 343. See Kathryn King, Jane Barker, Exile: A Literary Career
1675-1725 (Oxford: Clarendon Press, 2000) 122 n. 57 for information about the manuscript’s circulation.
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political truth that is uncircumscribed by any sense of inferiority due to gender. Barker’s
Catholicism supports her in this role but in no sense does she present herself simply as a
vessel of God.”® Rather, she emerges from her texts as a woman who believes that her
political views are expressive of God’s will but who also establishes herself as a highly
individualised commentator on public affairs. Mary Caesar’s Jacobitism enables her to
produce a journal that, whilst remaining in manuscript, focuses almost exclusively on
such public matters, to the exclusion of private and family concerns, and that thus defies
conventional assumptions about the essentially domestic nature of women’s diaries in

this period.?!

The three writers considered in this thesis, although united by Jacobitism, are highly
diverse in other respects. Finch writes as a nonjuror profoundly committed to the idea of
passive obedience and works only in the medium of verse. Barker writes as a Catholic
who rejects all notions of passive obedience at the same time that she abandons the
Anglican Church. She also moves with apparent ease between the forms of prose and
poetry. Caesar, although an Anglican, creates what is essentially a secular work that,
whilst existing in the supposedly “non-creative” form of a journal, allows her to shape

her experience as profoundly as Barker and Finch shape their “creative” writings.

%% Elaine Hobby demonstrates how early modern women frequently justified their writing by presenting
themselves “as passive instruments of God’s Will, mere channels for his Word,” Virtue of Necessity 27.

2! The journal is now housed in the British Library (Add. MSS 62558). An edition of the journal has been
produced by Dorothy Bundy Turner Potter, [The Journal of Mary Freman Caesar, 1724-1741:Literary and
Political Events in Georgian England (Lewiston: The Edwin Mellen Press, 2002)]. See Harriet Blodgett,
Centuries of Female Days: Englishwomen’s Private Diaries (Gloucester: Alan Sutton, 1989) for
information about early modern women’s diaries.
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Such differences should serve to remind us of the dangers of seeking to confine these
writers through restrictive definitions. My emphasis on the diversity of Barker, Caesar
and Finch parallels Hero Chalmers’ recent exploration of the distinctive qualities of the
work of Margaret Cavendish, Katherine Philips and Aphra Behn cited above. Chalmers
has warned against the use of “overarching explanations which elide important
distinctions”.?? Chalmers has in mind particularly the arguments of Carol Barash and
Catherine Gallagher. Barash has posited the existence of “a ‘royalist’, or a ‘late Stuart’,
or ... a ‘Tory’ or ‘Jacobite’ women’s poetic tradition”. Such a tradition is based upon the
idea of the “femme forte” or “heroic woman” whom Barash sees as “a figure for the
woman writer” in England and also upon a supposed shared commitment to the figure of
Mary of Modena amongst such writers.”® Gallagher, by contrast, has contended that
“Toryism and feminism converge because the ideology of absolute monarchy provides, in
particular historical situations, a transition to an ideology of the absolute self”. Such
absolutism, in Gallagher’s view, enabled Tory women writers to attain an “‘emancipated’

subjectivity”.>*

Both Barash and Gallagher have been extremely influential in the field of early modemn
women’s studies. Between them they have established, almost as a critical
commonplace, the existence of complex and intriguing connections between royalism,
Toryism and feminism. Barash’s book in particular, with its lengthy chapters on Barker

and Finch, has shaped much of the subsequent criticism on these two authors. I do not

2 Chalmers 6.

¥ Barash 2, 5.

% Catherine Gallagher, “Embracing the Absolute: the Politics of the Female Subject in Seventeenth-
Century England,” Genders 1 (Spring 1988): 24-39 (25, 38).
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wish to deny that the work of Barash and Gallagher has provided a useful starting point
for the exploration of the relationship between royalism and feminism. Yet, like
Chalmers, I would also suggest that by generalising such a relationship we do a
disservice to the complexities and subtleties of individual writers. Thus, whilst I would
assert that Jacobitism is enabling for the three authors under consideration in this thesis, I
would also argue that it functions differently in the writing of each woman. Indeed, one
of the main contentions of this study is that early modern women writers deserve the
careful and detailed close reading that accentuates such individual differences and that
has previously been reserved for their male counterparts. Attempts to incorporate such
diverse writers within a uniform female and royalist tradition thus appear premature. This
is particularly the case as, I would suggest, Mary of Modena does not occupy a central
role in the writings of Finch or Barker and as the concept of an “absolute self” is
problematic in relation to three women who all view the notion of selfhood and its
relationship to authorship, politics and religion in such diverse ways. Ironically, perhaps,
Barash’s attempts to establish a female royalist tradition can even be seen to further the
depoliticization of the women it includes. Barash has stated that “... overall, women’s
political (in the sense of sectarian or party political) writings have received far less
attention than what we might call their sexual political works (poems about marriage,
women’s education, their lack of equality)”. Yet Barash’s own emphasis upon female
community, the figure of the female monarch and “of an explicitly female poetic
authority, separate from a specific political party” in itself further removes our attention
from royalist and Jacobite women writers’ engagement with public affairs.”> I would

contend that the works of Barker, Caesar and Finch are overtly engaged with such affairs

25 Barash 1, 208.
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and that we do not always need to view such engagements solely through the lens of

gender identity.

However, I would not wish to suggest that current priorities should simply be reversed
and that a focus upon party politics should come to obscure an interest in gender in the
work of such authors. To cite Chalmers once more, it is not the case:
that we must now transplant ... [these writers] naively from a category of
‘women’s writing’ to one of ‘political writing’; rather that we need to
recognize the vital interplay between questions of gender and questions of
political identity in their work. %
For Anne Finch, I will argue, this “interplay” is ultimately resolved when her sense of
identification with the dispossessed male Jacobites and nonjurors enables her to
overcome her sense of exclusion as a woman writer. For Jane Barker issues of gender
and politics co-exist side-by-side in her published writing. However, Barker’s assertion
of Jacobite beliefs becomes increasingly resolute with time and I argue that her final
prose fiction, The Lining of the Patch Work Screen (1726), is the most clearly Jacobite of
all her published works.”” At the close of her career as a published author Barker thus
writes as a Jacobite as much as she writes as a woman. Such a trajectory is also visible in
Barker’s manuscript work. Although the final section of the three-part manuscript
collection of her poetry is composed of texts from her early, and largely non-political,

published verse collection, Poetical Recreations (1687), the poems in this manuscript

% Chalmers 6.
27 yane Barker, The Lining of the Patch Work Screen; Design’d for the Farther Entertainment of the Ladies

(London: A. Bettesworth, 1726).
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which were actually composed last are uncompromisingly Jacobite in content.”® In these
later poems, issues of gender are clearly subordinated to Barker’s party political
concerns. Throughout the course of her journal, Mary Caesar focuses entirely upon
affairs of state and her own Jacobite commitments. For Caesar, authorship is thus solely
connected to the exposition of her sense of herself as a political being. Caesar does draw
attention to her status as a woman on occasion. However, I would argue that her

consideration of gender is always secondary to her consideration of party politics.

The excellent work of Paula McDowell on the women who worked in the London book
trade from the late seventeenth to the early eighteenth century provides a useful
perspective on this issue of the relationship “between questions of gender and questions
of political identity”. McDowell argues that for “the non-élite women” she studies
“gender was not necessarily the first category of identity”. Instead, McDowell suggests
that:
a different angle of vision allows us to see the lingering power of older
structures of feeling; other ‘metaphors of being’ not based in individual
selfhood. This is especially important in studying women from the ranks
of working tradespeople on down, who tended to find empowerment in
more dispersed modes of being based in religio-political allegiances,
trades or occupations, and other collective social identifications.”
The women under consideration in this thesis clearly cannot be categorised as “non-

élite”. Their writings also demonstrate strong feelings of “individual selfthood”. Yet,

despite these distinctions, McDowell’s observations can offer us a further means of

2 Magdalen MS 343; Poetical Recreations: Consisting of Original Poems, Songs, Odes, &c (London:
Benjamin Crayle, 1687).
» McDowell 15.
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comprehending the connection between gender and politics in the works of Barker,
Caesar and Finch. McDowell’s research reminds us that for early modern women
identity was not automatically exclusively gendered. Indeed, one might argue that even
among modern or contemporary women only feminists would embrace such an
exclusively gendered identity. In the laudable attempt to recover writing by early modern
women, a gender-based criticism of their work has emerged which has tended to obscure
this fact and thus to overshadow the centrality of party political commitments to their

multi-faceted identities.

The first chapter of this thesis will explore the consequences of the ways in which the
writing of Anne Finch has been edited and anthologised for the manner in which her
work has been read. It will also provide a reading of Finch’s sole published collection,
Miscellany Poems, on Several Occasions (1713), that seeks to counter established notions
about the relationship between gender and party politics in this author’s work.*® This
chapter will argue that Miscellany Poems is more assertively and coherently political than
has yet been recognised and that this volume provides the best medium for an
examination of Finch’s Jacobitism and of her ideological beliefs in general. A
consideration of Finch’s use of fables and of her attitude to the role of providence in
human history will form a large part of this discussion. Also central to this chapter will
be an analysis of the role of the concept of passive obedience in Finch’s writing. I will
suggest that Finch’s commitment to this concept leads her ultimately to the belief that

political justice will be obtained only in the next life and not on earth. However, I will

3 Anne Finch, Miscellany Poems, on Several Occasions (London: J. Barber, 1713).
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also argue that it is imperative to distinguish between the essential passivity of Finch’s
Jacobitism and the sense of exclusion fostered by her position as a woman writer that is
apparent in many of her manuscript texts. 1 will suggest that critical focus upon Finch’s
gender politics has led to the erroneous conclusion that her manuscript texts, in which she
explores issues of gender, are more “radical” than her published texts and that this has
obscured the profoundly political nature of Miscellany Poems. The chapter will conclude
with a comparison between Finch’s poetry and the critically neglected verse of Mary
Astell.*' This comparison will be used to elucidate Finch’s use of the idea of a
compensatory afterlife and its implications for both her Jacobite and her gendered

identity.

Chapter Two will examine the prose fictions of Jane Barker. In this chapter I will
demonstrate that Barker, like Finch, has been studied primarily in relation to her interest
in gender. In Barker’s case this has been if anything even more restrictive than in
Finch’s, as the former has also been categorised in particularly narrow terms not just as a
woman writer but as a “respectable” or “pious” woman writer. Barker’s politics, when
they have been discussed, have been de-radicalised by presentation as an essentially
sentimental or “emotional Jacobitism”.*> Through close readings of Barker’s individual
prose texts I will establish that these works are overtly and boldly political. I will also
illustrate that the different texts have different political “meanings” that are lost when

they are grouped together as examples of a uniform and “nostalgic” Jacobitism. I will

31 Oxford, Bodleian Library, MS Rawlinson Poet 154, fols. 50r-97v.
32 This term originated with Douglas Brooks-Davies in his Pope’s Dunciad and the Queen of Night: A
Study in Emotional Jacobitism (Manchester: Manchester University Press, 1985). Howard Erskine-Hill
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suggest that Barker’s prose fictions are in fact less elegiac than interventionist and that
they offer critiques of post-1688 English society that make political demands upon their
readers. I will argue that Barker uses her fiction as a means of exploring the events of
recent British history and of interpreting such history in a manner that constitutes a call

for political change.

Chapter Three will examine Barker’s manuscript poetry. In this chapter I will
demonstrate that Barker uses Parts One and Two of the Magdalen manuscript, the
primary source for her manuscript verse, both to construct an identity as a Jacobite writer
and to provide a highly partisan interpretation of contemporary politics. The fact that
these works remained in manuscript and were almost certainly only circulated to fellow
Jacobites at St. Germain meant that Barker was able to explore her political views more
freely in these texts than in the openly circulating printed prose fictions. This chapter
will build upon the examination of Barker’s treatment of history found in Chapter Two
and will investigate the ways in which Barker presents British history in these poems in a
way that enables her to advance her own political beliefs. It will suggest that, as in the
prose fictions, the Jacobitism presented in these works is not static. In the manuscript
poems Barker’s Jacobitism alters in line with changing historical circumstances whilst
also acknowledging the possibility of political failure and developing ways of coping

with such failure. The chapter will also explore the significance of Barker’s Catholicism

views the term as dangerous as it renders such Jacobitism “nostalgic” and divorces it from political action,
The Poetry of Opposition, 11. See Chapter Three for further consideration of this concept.
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to both her authorial and her political identities. In the final section of this chapter I will
examine Barker’s devotional text The Christian Pilgrimage (1718).>> I will illustrate that
this work has previously been misattributed as a translation of a work by Frangois de
Salignac de La Mothe-Fénelon (1651-1715), Archbishop of Cambrai, whereas it is in fact
a translation of an accompaniment to the Stations of the Cross and one of the earliest
works of its kind in English. I will demonstrate that this work is not the mediating
attempt to present an acceptable version of Catholicism to an Anglican audience that has
previously been assumed. Rather, it is a bold and proselytising statement of commitment

to Catholicism.

The final chapter examines the journal written by Mary Caesar between the years 1724
and 1741. My reading of this text will attempt to analyse the nature of its author’s
Jacobitism and its connection to her perception of herself as an author. I will argue that,
as with the cases of Finch and Barker, an over-concentration on the issue of gender in
relation to Caesar has led to a distortion of the latter’s political stance and has rendered
her more passive than is actually the case. I will also suggest that such a concentration
causes Caesar to be presented as a figure isolated from her age and from the political
events upon which she comments. By focusing upon Caesar’s political beliefs and on the
relationship between those beliefs and her writing, I will suggest that we can not only
place Caesar within her historical context but we can also place her in dialogue with that

context. Through such a dialogue Caesar’s relationships with other writers, primarily

3 Jane Barker, The Christian Pilgrimage: or, a Companion For the Holy Season of Lent: Being
Meditations upon the Passion, Death, Resurrection, and Ascension of our Blessed Lord and Saviour Jesus
Christ (London: E. Curll and C. Rivington, 1718).
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Pope, start to e:merge:.?’4 In a sense this final chapter functions as a coda to the thesis as a
whole. Through my analysis of Caesar’s journal I am able to provide a summation of the
differences between the literary Jacobitism of all three of the women writers under
consideration in this thesis. I will argue that whereas Anne Finch hopes to achieve
political and literary resolution in the afterlife and Jane Barker presents herself as a
speaker of truth in an ongoing political battle, Mary Caesar attempts to claim at least a
moral victory for the Jacobite cause by narrating its history in what she views as the only
appropriate manner. Between them, these three authors thus display a range of responses
to Jacobite commitment that illustrates the reductiveness of seeking to subject their
individual complexities to a single interpretative model be it one based upon gender or

upon an undifferentiated Jacobitism.

*For further information about the relationship between Caesar and Pope seec Howard Erskine-Hill, “Under
Which Caesar? Pope in the Journal of Mrs. Charles Caesar, 1724-1741,” Review of English Studies 33, no.
132 (1982) 436-444 and Valerie Rumbold, Women's Place in Pope’s World (Cambridge: Cambridge
University Press, 1989).
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Chapter One

“Let th’ Ambitious rule the Earth”: Anne Finch’s Jacobite Passivity

Anne Finch (1661-1720) is the most well known of the three authors considered in this
thesis. Although one could not yet argue that she has achieved mainstream recognition, it
is undoubtedly the case that she remains better known than the majority of her female
contemporaries, with the exception of such high-profile figures as Aphra Behn. Finch is
unusual in that her writing has never entirely disappeared from the public view even
though it has been presented in highly selective, indeed restrictive, ways. As a result, the
challenge facing those who seek to extend awareness of Finch’s work has not been to
recover such work from complete oblivion but to counter the partial and distorted
perceptions of it that exist. This chapter will redress an imbalance in extant criticism on
Finch in that it will focus on Finch’s political beliefs. I will seek to demonstrate that such
beliefs were not only integral to Finch’s work but also that they offer a useful perspective
through which other aspects of Finch’s writing, including her attitude to gender, can be
more clearly understood. The chapter will open with a summary of Finch’s life and work
and also of the main editorial and critical approaches to her writing. After placing Finch
in context in this manner, I will present an analysis of her only published collection, the
Miscellany Poems, on Several Occasions of 1713." 1 will seek to demonstrate that a
reassessment of this volume is essential for an accurate consideration, not only of the role
of political commitment in Finch’s writing, but also of her writing as a whole. Finally, I

will offer a reading of Finch’s later religious poetry that illustrates the connection

' Anne Finch, Miscellany Poems, on Several Occasions (London: John Barber, 1713).
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between this work and Miscellany Poems. This reading will include a discussion of Mary
Astell’s poetry. Astell’s example will be used by way of contrast to emphasise the

unique elements of Finch’s religio-political vision.

Anne Finch’s life was profoundly influenced by the political events of her day. Born in
Sydmonton, Hampshire, Finch was related through both her mother, Anne Haslewood,
and father, Sir William Kingsmill, to families with long histories of loyalty to the
Crown.” Losing her father when she was just five months old and her mother when she
was three, Finch was raised by her father’s mother, Lady Bridget Kingsmill, in London
until she was eleven and then by her maternal uncle, Sir William Haslewood, at Maidwell
in Northamptonshire. Although little is known about Finch’s upbringing, Barbara
McGovern, in her biography of Finch, has observed that Sir William Kingsmill stipulated
in his will that all of his children, including his daughters, should be educated.’
McGovern also notes that Lady Bridget Kingsmill controlled her family’s finances and
sold a family home in Shoddesdon, Hampshire, in order to make provision for her own
daughters’ dowries.* From such circumstances, McGovern suggests the presence of both
a strong female role model and an acceptance of the importance of female education in

Finch’s early life. It is clear from the evidence of Finch’s own writing that she had

2 In Anne Finch and Her Poetry: A Critical Biography (Athens: University of Georgia Press, 1992) Barbara
McGovern provides the fullest existing account of the events of Finch’s life. I am indebted to McGovern
for the biographical information featured in this chapter. McGovern remarks that Finch’s parents “were
both descended from old and respected families noted for Royalist sympathies, pride in family heritage,
commitment to hospitality, and orthodox Church of England loyalties,” 8.

* McGovern 10.

* McGovern 13.
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groundings in the classics, history, the Bible, English literature and also the languages

and literatures of French and Italian.’

In her early twenties Anne Kingsmill became a Maid of Honour to Mary of Modena.
Whilst at court she met Heneage Finch, a deputy lieutenant for Kent, a captain in the
Coldstream Guards and also a Gentleman of the Bedchamber to the Duke of York, later
James I1.° Heneage Finch courted her and, after an initial reluctance to marry, Anne
Kingsmill accepted his proposal and the pair were married in the Chapel Royal at St.
James’ Palace on 15 May 1684.” The couple remained childless but the evidence of
Finch’s own poetry and of her husband’s diary both indicate that the marriage was

extremely happy.®

The Revolution of 1688 brought severe disruption to the lives of Finch and her husband.
Both remained loyal to James and identified themselves as members of the nonjuring
community that refused to take the oaths of allegiance to the new monarchs, William and
Mary. In the immediate aftermath of the Revolution, the Finches left London and stayed
at Kirby Hall in Northamptonshire with Viscount Hatton and his third wife, the former
Elizabeth Haslewood.” Finch’s exact movements during this period are difficult to trace
but by the summer of 1689 she and her husband had returned to the Finch estate at

Eastwell in Kent. In August of that year Charles Finch, Heneage’s nephew, succeeded to

> McGovern 13-14, 17.

® McGovern 26-28.

7 McGovern 29.

® The diary is located in Northamptonshire Record Office (MSS F.H. 258, F.H. 282).
® McGovern 55.
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the title of the third earl of Winchilsea.'” Further disruption came in April 1690 when
Heneage Finch was arrested attempting to leave England and travel to the court in exile at
St. Germain. McGovern has discovered that there is no trace of the warrant against Finch
and argues that this might well indicate that such an article was issued directly by a
secretary of state, implying that the charges were extremely serious and could have
included treason. Despite this, the case was dropped on 28 November 1690 possibly due
to lack of evidence.!' Having spent the time of her husband’s arrest and trial in
Godmersham, Kent, Finch returned with him to Eastwell by the autumn of 1690. The
couple appear to have remained on this estate for at least a decade, moving to the nearby
Wye College, also owned by the Finch family, from around 1700 to 1704. In 1708 the
Finches returned to London and within the next couple of years moved into a house in
Cleveland Row, close to St. James’ Palace. However, in August 1712 the death of
Charles Finch meant that Heneage and Anne Finch became the fourth earl and the
Countess of Winchilsea respectively, inheriting debts and legal disputes as well as the

Eastwell estate.'?

Heneage Finch’s continued refusal to take the oaths of allegiance meant that, despite his
elevation to the peerage, he was unable to take up his seat in the House of Lords."
Further evidence of his nonjuring commitments came when he was a witness at the

consecration of three nonjuring bishops shortly after inheriting the earldom, an act that he

1 McGovern 57.

" McGovern 58-60.

2 McGovern 61-4, 75, 91, 98.
13 McGovern 98-9.
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repeated in 1721." One of the bishops consecrated in 1713, Samuel Hawes, was later
removed from his living and took up residence with the Finches until his death in 1722.
The Finches also provided aid to another dispossessed nonjuror, the Reverend Hilkiah
Bedford, whose daughter came to live with them and on whose behalf they sought
patronage.”> As McGovern observes, Anne Finch appears to have been as committed to
the nonjuring cause as her husband as is evident from her correspondence with the
theologian Thomas Brett.'® In 1715 Anne Finch became seriously ill and a number of
her poems written in this year make reference to her poor health. Despite this, Finch
survived for another five years, finally dying on 5 August 1720 at Cleveland Row in
London from causes that remain obscure.'” Heneage Finch outlived his wife by six years,

dying on 30 September 1726.

Across the course of her long and eventful life, Anne Finch produced a large body of
verse and two plays. At present three manuscript collections of her work have been
identified. These are currently housed in the Northamptonshire Record Office, the
Folger Shakespeare Library and Wellesley College.'® The Northampton manuscript is

the earliest of these three, probably dating from around 1690. It is an octavo collection

'* According to John Henry Overton, the 1713 consecration took place “in Scroop’s Court (afterwards
Union Court), in the parish of St. Andrew’s, Holborn,” The Nonjurors: Their Lives, Principles and
Writings (London: Smith, Elder, & Co, 1902) 118-9.

'* McGovern 184-7. See for instance Finch’s poem “To the Revd. Mr. Bedford” in the Wellesley
manuscript and Oxford, Bodleian Library, Rawlinson MS Letters 45, fols., 157, 158-9.

16 Oxford, Bodleian Library, English Theology MSS., .26, c.38. The correspondence between Brett and
Finch relates to divisions within the nonjuring community. See McGovern 183-5 for further discussion of
this issue.

'” McGovern 187-91.

'* Northampton, Northamptonshire Record Office, MSS F.H. 258, F.H. 283; Washington, Folger
Shakespeare Library, MS N.B. 3; Wellesley, Margaret Clapp Library, Wellesley College, Special
Collections, 68.
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which measures 123 x 192 mm, has a morocco binding and contains fifty-six poems. The
first thirty-six texts are transcribed by a hand that remains unidentified but the remaining
poems are in Heneage Finch’s handwriting. This manuscript was abandoned with
approximately thirty pages remaining empty although it shows evidence of revisions that
can be dated as late as 1704."” The octavo was obtained by the forerunner of the current
Record Office directly from the Winchilsea family at some point in the 1930s. The
Folger manuscript, a folio in calf binding measuring 365 x 230 mm, appears to have been
begun in 1694 or 1695 and, with the exception of minor alterations by Finch herself, was
transcribed solely by her husband.?® The title page of the folio is inscribed “Miscellany
Poems with Two Plays by Ardelia”. The collection contains one hundred and six poems
by Finch herself and two commendatory poems addressed to her, one by William
Shippen and one by a Mrs Randolph.?' At some point after Anne Finch’s death, the folio
appears to have passed to a family friend, the Rev. Mr Creake. It remained in the Creake
family until it was purchased in 1884 by the critic and author, Edmund Gosse. After the
sale of Gosse’s library by Sotheby’s on 13 May 1929, the manuscript was purchased by

H.C. Folger.

1 McGovern 68-9. I consider McGovern to be correct when she suggests that “the octavo was seen as
inadequate because of its limited length, for it would not have been large enough to contain her two plays,
which she included in her second and larger manuscript — a folio. It may also be that Finch decided upon a
manuscript meant for more public circulation. This is particularly likely since she published her first poem
in 1691 and must have grown increasingly aware of the possibility of a wider audience for her poetry. This
would also explain why the very personal poem “On Myself” was not retranscribed from the octavo, and
why the prose preface, addressed to the readers of her poems, was written specifically for the folio
manuscript and affixed to the beginning of it,” 69.

%> McGovern 70.

2! William Shippen (1673-1743) was a Tory MP and active Jacobite. Like Charles Caesar, the husband of
Mary Caesar, he was involved in the Gyllenborg Plot of 1716/1717 that sought to restore the exiled Stuarts
with the aid of Charles XII of Sweden. McGovern identifies Mrs Randolph as “an obscure poet” of whom
little can be ascertained, 121.
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The final manuscript is the Wellesley collection. A scholarly edition of this volume was
published in 1998 by Barbara McGovern and Charles Hinnant.>* This manuscript
measures 320 x 205 mm, is bound in tan vellum and contains one hundred and twenty
leaves. It is comprised of fifty-three poems most of which date from approximately
1710-1720 although the earliest dated text was written in 1702. It also includes a letter
from Finch family friend Sir Andrew Fountaine, a poem from Anne Finch’s personal
friend, Catherine Fleming, and the text, “To the Right Hon:"® ANN Countess of
WINCHILSEA occasion’d by four verses in the rape of the Lock,” by Pope.”® At the turn
of the twentieth century, the manuscript was in the possession of the literary critic
Edward Dowden. On Dowden’s death his library was sold and the manuscript was
purchased for Wellesley College by G.H. Palmer in 1914.>* McGovern and Hinnant
have determined that this manuscript was not intended for publication and that it was
transcribed by three different individuals, one of whom was Heneage Finch. The other
two amanuenses remain unidentified. Extensive study of the manuscript has also led the
editors to conclude that Finch herself had very little involvement with the production of
this volume and that it “most likely was begun for her when she was quite close to death,
as a way of putting her literary affairs in order”.® In addition to such manuscript

collections, Finch also produced a range of published work.”® Finch’s most significant

22 Anne Finch, The Anne Finch Wellesley Manuscript Poems: A Critical Edition, ed. Barbara McGovern
and Charles H. Hinnant (Athens: The University of Georgia Press, 1998).

2 McGovern and Hinnant xlv, xliii.

2* McGovern and Hinnant xv, xliii-1.

2> McGovern and Hinnant xliii-xlvi, xliv.

% McGovern has discovered previously unidentified publications: “Anne Finch’s earliest publications were
songs — and all appeared anonymously. The song beginning “’Tis strange this Heart” was set to music by
R. Courteville and published in Vinculum Societatis, a songbook that appeared in 1691. Two years later
another song (“Love, thou art best of Human Joys”) saw publication as part of The Female Vertuoso's, A
Comedy, written by T. Wright and dedicated to the Finches’ host at Eastwell, Charles, fourth earl of
Winchilsea. ... That same year, in a special issue of the Gentleman's Journal entitled The Lady’s Journal,



28

publication, her Miscellany Poems, on Several Occasions, appeared in 1713. There is no

evidence to suggest that the printed volume was a commercial success.

As can be seen from this summary of Finch’s literary output, her writing appeared in a
variety of formats and contexts. This diversity, coupled with the fact that no single
complete edition of Finch’s writing has ever existed, has meant that much of her work
has, until very recently, remained unknown. Most individuals reading Finch in the last
century or in the opening years of the present one will have encountered her work in an
anthology or possibly in one of the four twentieth-century selections of her verse.”” Such
anthologies and selections have tended to present Finch in one of two distinct ways —
either as a nature poet praised by Wordsworth or as a poet preoccupied with issues of
gender. The ways in which such perceptions of Finch were created can be traced with
some degree of precision. However, before considering the posthumous anthologising of
Finch it is instructive to consider the contexts in which she would have been viewed by

her contemporaries.

the song appeared again... The next poems Finch had published were religious ones. Six were included in
volume I of the 1696 Miscellanea Sacra, which apparently sold well enough to go into a second edition two
years later,” 70-1. The volumes referred to by McGovern are respectively: John Carr, Vinculum Societatis,
Or The Tie of Good Company (London: 1691); Thomas Wright, The Female Vertuoso’s (London, 1693)
and Nahum Tate’s collection, Miscellanea Sacra: Or, Poems on Divine & Moral Subjects (London: 1696).
Finch’s poem “The Spleen” was also published, again anonymously, by H. Hills in 1709 together with
Pomfret’s “A prospect of death: a pindarique essay”. Carol Barash has also identified two different print
versions of Finch’s elegy on James II, published in September 1701. See Barash’s English Women's
Poetry, 1649-1714: Politics, Community, and Linguistic Authority (Oxford: Oxford University Press, 1996)
263.

2" The Poems of Anne Countess of Winchilsea, ed. Myra Reynolds (Chicago: University of Chicago Press,
1903); Poems by Anne, Countess of Winchilsea 1661-1720, ed. John Middleton Murry (London: Cape,
1928); Selected Poems of Anne Finch, Countess of Winchilsea, ed. Katharine Rogers (New York: Ungar,
1979); Anne Finch Countess of Winchilsea, Selected Poems, ed. Denys Thompson (Manchester: Carcanet,
1987). An edition of Finch’s work is currently being prepared for Stump Cross Books by Germaine Greer.
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The most significant of these are Charles Gildon’s 1701 A New Miscellany of Original
Poems, Jacob Tonson’s 1709 Poetical Miscellanies, Richard Steele’s 1714 Poetical
Miscellany and Pope’s 1717 Poems on Several Occasions.”® The Gildon anthology
includes only the poem “The Spleen,” a work which contains sharp social critique and
reflections on the situation of contemporary women and which became Finch’s most
famous work in the eighteenth century. Tonson’s volume contained three poems, all
broadly pastoral in nature.’ These poems are entirely in keeping with the mood of the
volume as a whole which is dominated by the genre of pastoral. In this work Finch’s
poems appear alongside those of Swift and Pope in a compilation that was described by
Richard Steele as “a Collection of the best Pastorals that have hitherto appear’d in
England”*® Steele’s own miscellany included Finch’s poems “To Mr. Jervas
Occasion’d by the Sight of Mrs. Chetwind’s Picture” and “A Sigh,” although the latter of
these was anonymous. Delarivier Manley also included three poems by Finch in The
New Atalantis of 1709 — “The Progress of Life” in volume I and “The Hymn” and “The

Sigh” in volume II.*!

% Charles Gildon, ed., 4 New Miscellany of Original Poems on Several Occasions (London: 1701); Jacob
Tonson, ed., Poetical Miscellanies: The Sixth Part. Containing a Collection of Original Poems, with
Several New Translations. By the Most Eminent Hands (London: 1709); Richard Steele, ed., Poetical
Miscellanies, Consisting of Original Poems and Translations. By the best Hands (London: 1714); Pope,
ed., Poems on Several Occasions (London: 1717).

% The poems are “A Pastoral Dialogue, Between Two Shepherdesses,” “Adam Pos’d” and “Alcidor”.

3® The Tatler, ed. Donald F. Bond, vol. 1 (Oxford: Clarendon Press, 1987) 90.

3! Delarivier Manley, The Selected Works of Delarivier Manley, ed. Rachel Carnell and Ruth Herman, vol.
2 (London: Pickering and Chatto, 2005).
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In 1717, Pope included eight poems by Finch in his anonymous collection Poems on
Several Occasions.”* As McGovern remarks, the only two authors to receive greater
representation in this volume were Pope himself and the Duke of Buckingham.® Finch’s
poems in this work include: a witty reply to Pope; a poem to her friend “the Honourable
Mrs. Thynne;” a patriotic poem to her relative Charles, Earl of Winchilsea; three fables;
an amusing poem about a flower that is the antithesis of a Wordsworthian nature poem;
and a highly political piece entitled “The Fall of Caesar”.>* The latter work, with which
Pope ends his collection, carries a clear condemnation of disloyalty from “a Friend, or
something nearer thought” (3). In an age that could still remember the deposition of
James II by his own daughter and son-in-law, this poem would clearly have had strong

resonance.

What is most noticeable about the selections of Finch’s works that appear in these
collections is the range of poems that are represented; no one single image of Finch as a
poet emerges. This diversity is maintained to a certain extent in the anthologies that
appeared until the 1770s and 1780s. There are too many volumes to describe each in
detail. However, in works such as George Ballard’s immensely influential 1752 volume

Memoirs of Several Ladies, Finch is represented by her verse exchange with Pope and

*2This volume has been reproduced as Pope’s Own Miscellany: Being a reprint of Poems on Several
Occasions 1717 containing new poems by Alexander Pope and others, ed. Norman Ault (London: The
Nonesuch Press, 1935).

¥ McGovern 105.

* The titles of the eight poems which appear in this collection are as follows: “To Mr. Pope, in answer to a
Copy of Verses, occasion’d by a little dispute about four Lines in the Rape of the Lock,” “An Invocation to
the Southern Winds, inscrib'd to the Right Honourable Charles Earl of Winchilsea at his Arrival in
London, after having been long detained on the Coast of Holland,” “An Epistle to the Honourable Mrs.
Thynne, persuading her to have a Statue made of her youngest Daughter, now Lady Brooke,” “On a double
Stock July-flower, full blown in January, presented to me by the Countess of Ferrers,” “The Toad undrest,”
“The Mastiff and Curs, a Fable inscrib’d to Mr. Pope,” “A Fable” and “The Fall of Caesar”.
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reference is made to the success of “The Spleen”. In the collections produced by
Colman and Thornton which went through four editions between 1755 and 1780, Finch is
given a large amount of space in which a selection of her fables, “The Spleen” and her
poem to Pope appear.®® In these anthologies, the selections of Finch’s poems

represented are recognisably akin to the Finch represented in print during her own

lifetime.

This situation changed dramatically with Wordsworth’s “discovery” of Finch. In his
Essay, Supplementary to the Preface of 1815 Wordsworth identified Finch, in a quotation
now well known in Finch studies, as one of the few poets capable of writing about nature

between Milton and Thompson:

excepting the nocturnal Reverie of Lady Winchilsea, and a passage or two
in the Windsor Forest of Pope, the poetry of the period intervening
between the publication of the Paradise Lost and the Seasons does not
contain a single new image of external nature; and scarcely presents a
familiar one from which it can be inferred that the eye of the Poet had
been steadily fixed upon his object, much less that his feelings had urged
him to work upon it in the spirit of genuine imagination.*®

Wordsworth’s album to Lady Lowther, a quarto of poems and other literary extracts from
both male and female authors compiled by the poet for his friend in December 1819, was

published in 1905 and further contributed to the critical conception, initiated by the poet’s

remarks in 1815, that Finch was essentially a nature poet by prioritising selections from

% George Ballard, Memoirs of Several Ladies of Great Britain: Who have been Celebrated for their
Writings or Skill in the Learned Languages, Arts and Sciences (Oxford: 1752); George Colman and
Bonnell Thornton, eds., Poems by Eminent Ladies (London: 1755).

¢William Wordsworth, The Prose Works of William Wordsworth, ed. W.J B. Owen and Jane Worthington
Smyser, vol. III (Oxford: Clarendon Press, 1974) 73.
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this aspect of her work.*” From the appearance of Wordsworth’s first printed comments
on Finch, it is possible to observe the beginnings of a shift in the representation of her
work — a new poem enters the anthologies, the “Nocturnal Reverie” so praised by the
Romantic poet. It is also notable that Wordsworth himself edited this poem for its
inclusion in Lady Lowther’s album, removing lines 17-20 which include the reference to
Finch’s friend the Countess of Salisbury. As Germaine Greer has remarked, such an
excision removes those lines which connect the action of the poem to “the social world”
and which also provide an example of female companionship in opposition to the world
of men. Greer comments, “It would be contrary to the spirit of the poem to
overemphasise this tinge of rebellious feeling” but also notes that this exemplar of female
friendship reminds the reader that the two women’s “freedom consists solely in the fact
that no men are by”.>® Wordsworth’s editorialising thus eliminates this aspect of Finch’s

text.

From the early nineteenth century onwards, “4 Nocturnal Reverie” became the defining
work of Finch’s oeuvre and was seen to represent the true nature of her talent. Both
Alexander Dyce in his 1825 Specimens of British Poetesses and Frederic Rowton in his
1848 The Female Poets of Great Britain reproduce the poem — in its unedited form.
Even though both of these editors include “The Spleen” and other texts in their volumes,

the introduction to Finch in both works centres around Wordsworth’s remarks in the

7 William Wordsworth, Poems and Extracts chosen by William Wordsworth for an Album Presented to
Lady Mary Lowther Christmas, 1819, ed. Harold Littledale (London: Henry Frowde, 1905) 2-32. Littledale
notes that the selections from Finch’s work occupy “thirty-two of the ninety-two pages of the manuscript,”
iX.

% Germaine Greer, Slip-Shod Sibyls: Recognition, Rejection and the Woman Poet (London: Penguin, 1996)
254, 255.
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Essay, Supplementary to the Preface. As aresult of such introductions, “4 Nocturnal
Reverie” inevitably becomes the focus of the reader’s attention.”” By the time that Jane
Williams® The Literary Women of England was published in 1861 “4 Nocturnal Reverie”
was the only poem considered worthy of praise, the other poems excerpted being

denigrated and Finch’s exchange with Pope being described as “pert and unpleasing”.*°

Even overtly feminist anthologies of the late twentieth century such as Louise
Bernikow’s The World Split Open and the monumental Norton Anthology of Literature

by Women, with their focus upon writing about gender, have tended to include “4
Nocturnal Reverie”.*! Such feminist anthologies reveal an interesting development with
regard to Finch’s reputation. Even though the poems that appear in the anthologies vary,
the ways in which Finch is introduced remain remarkably constant. Such introductions
tend to reproduce the idea of Finch as a nature poet whilst also establishing the concept of
her as poet concerned with issues of gender. That these interpretations remain static
regardless of the poems selected and the ideas they consider has the effect of robbing
Finch’s poems of their individuality. For example, although the editors of the second

edition of the Norton Anthology of Literature by Women published in 1996 decided to

% Alexander Dyce, ed., Specimens of British Poetesses, Selected and Chronologically Arranged (London:
T. Rodd, 1825) 134-46; Frederic Rowton, ed., The Female Poets of Great Britain, Chronologically
Arranged with Copious Selections and Critical Remarks (London: Longman, Brown, Green, and
Longmans, 1848) 88-95. Germaine Greer points out that Wordsworth wrote to Dyce and provided “a list of
the best passages in her [Finch’s] work, which bears a strong resemblance to the content of Lady Lowther’s
album,” Slip-Shod Sibyls 251-2. Dyce’s choice of Finch’s works indicates that he was clearly influenced
by Wordsworth’s suggestions.

“ Jane Williams, The Literary Women of England (London: Saunders, Otley, and Co., 1861) 146.

*! Louise Bernikow, ed., The World Split Open: Four Centuries of Women Poets in England and America,
1552-1950 (London: The Women’s Press, 1979); Sandra M. Gilbert and Susan Gubar, eds., The Norton
Anthology of Literature by Women: The Tradition in English, 1* ed. (New York: Norton, 1985).



34

include two more poems by Finch, no changes were made to the head note to her works.*
Even Roger Lonsdale’s 1989 anthology Eighteenth-Century Women Poets, which
attempts to extend the range of Finch’s poems represented, including, for instance, some
of Finch’s fables, does not really challenge the established perceptions of Finch.* In
addition, as McGovern has commented, the heavily edited version of “The Spleen”
included in this collection distorts the poem by reproducing only its most personal lines.**
The head note to the poems is also problematic. The obligatory reference to Wordsworth
appears but the reader is not provided with any context in which to read the fables.
Without an awareness of the tradition from which these works emerged, it is hard to see

how a reader could use the texts to develop a greater understanding of Finch as a writer.*’

Such problems are also manifest in the editions of Finch that have been produced. There
have been four such works, all of which appeared in the twentieth century. The first was
Myra Reynolds’ 1903 volume. Reynolds attempted to produce a complete edition of
Finch’s works but was hampered by the fact that she was unaware of the existence of the
Wellesley manuscript collection. The edition also contains numerous textual
inaccuracies. Reynolds does provide an extremely lengthy introduction to Finch which is
full of biographical detail and which also features a useful section entitled “The Progress

of Lady Winchilsea’s Fame”.** However, Reynolds relies heavily on Wordsworth and

%2 Sandra M. Gilbert and Susan Gubar, eds., The Norton Anthology of Literature by Women: The Traditions
in English, 2™ ed. (New York: Norton, 1996) 98-113. The poems reproduced from the first edition are
“The Introduction,” “A Letter to Daphnis,” “Friendship between Ephelia and Ardelia,” “The Circuit of
Apollo,” “The Answer,” “The Spleen,” “To the Nightingale,” and “4 Nocturnal Reverie”. The two new
poems are “Adam Posed” and “The Apology”.

* Roger Lonsdale, ed., Eighteenth-Century Women Poets (Oxford: Oxford University Press, 1989).

* McGovern 159. Lonsdale reproduces lines 73-136 of the poem.

* Lonsdale 4-6.

% Reynolds li-Ixxxviii.
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prioritises the idea of Finch as a nature poet. In 1928 John Middleton Murry produced
selections from Finch’s work which again followed Wordsworth in emphasis whilst also
presenting Finch as a rather fragile and inadequate poet whose works charmed him
through their “peculiar perfection of femininity”.*’ So notable is Middleton Murry’s
simultaneous use of praise and denigration that Margaret Ezell uses his edition of Finch
to illustrate the process whereby the attempt to preserve a poet can be performed in such

a way as to undermine her reputation by focusing almost entirely upon her weaknesses.*®

In 1979 Katherine Rogers produced a new edition of Finch’s work. The keynote of
Rogers’ introduction is that Finch, whilst showing sensitivity to gender issues, was
primarily a poet of the self. Even though Rogers includes many of the poems from the
1713 text, including some of the fables that are most susceptible to a political reading, the
introduction to her edition fails to prepare the reader for the possibility that these poems
might be concerned with public or political concerns.” In 1987 Denys Thompson
produced further selections from Finch. In his introduction Thompson rejects the idea
that Finch was a Romantic born out of her time and instead follows Reuben Brower’s
1945 argument that Finch was essentially a seventeenth-century poet, albeit a rather poor

one.”® Ultimately, Thompson presents Finch as a fundamentally substandard writer of

47 Middleton Murry 14.

* Margaret Ezell, Writing Women'’s Literary History (Baltimore: The Johns Hopkins University Press,
1993) 128-9.

* Rogers, Selected Poems.

% Reuben A. Brower, “Lady Winchilsea and the Poetic Tradition of the Seventeenth Century,” Studies in
Philology 42 (1945): 61-80. Brower sees similarities between Finch and the metaphysical poets, primarily
through her use of conceit and “the union of lyricism with the diction and movement of speech,” in her
work, 63. However, Brower also feels that some of Finch’s poetry “is perfectly characteristic of the poetry
of melancholy being written at the turn of the [eighteenth] century,” 71.
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essentially apolitical works.” It is also notable that both Thompson and Middleton

Murry reproduce Wordsworth’s edited version of “4 Nocturnal Reverie”.

Criticism of Finch’s writing has followed similar trajectories to those manifest in the
editorial decisions made in relation to her work. In the early years of the twentieth
century Edward Dowden and Edmund Gosse, both of whom, as we have seen, owned
manuscripts of Finch’s work, produced essays on Finch that presented her as proto-
Romantic. Dowden, as well as remarking that Finch was born out of her time, sought to
undermine what he saw as her inflated reputation, commenting “I think the praise has
erred on the side of excess,” and also that “her more ardent utterances sometimes seem
like music played upon an instrument that had not been properly tuned”. Gosse was more
positive in his assessment but still managed to damn with faint praise: “She was entirely
out of sympathy with her age, and her talent was hampered and suppressed by her
conditions”.’* However, despite the interventions of Dowden and Gosse, the main
impetus for analysis of Finch’s work has come from critics interested in writing by early
modern women writers and in issues of gender. The first sustained expansion of such
interest came in the 1980s and was inevitably conditioned by the context in which it
appeared. Thus Elizabeth Hampsten and Ann Messenger, two of the first scholars to
demand attention for Finch, both placed the poet within broader discussions of the ways
in which women writers from that period sought to negotiate perceived tensions between

gender and authorship. Hampsten and Messenger emphasised the cautious aspects of

! Thompson 7-15.

52 Edward Dowden, “A Noble Authoress,” Essays Modern and Elizabethan (London: J.M. Dent, 1910)
234-49 (235, 249) and Edmund Gosse, “Lady Winchilsea’s Poems,” Gossip in a Library (London:
Heinemann, 1913) 99-108 (102).
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Finch’s writing through their focus upon Finch’s strategies for avoiding public censure as
a woman who wrote.> Katherine Rogers’ slightly earlier essay on Finch’s writing sought
to recontextualise her as an “Augustan” writer but also emphasised the ways in which her
gender rendered her an “outsider by sex”. Such a reading was almost inevitable when
one considers that Rogers’ essay appeared in Gilbert and Gubar’s seminal work

Shakespeare’s Sisters: Feminist Essays on Women Poets.>*

The 1990s saw the continued prominence of gender in studies of Finch. The title of
Dorothy Mermin’s 1990 article “Women Becoming Poets: Katherine Philips, Aphra
Behn, Anne Finch,” provides a clear indication of the author’s intent to analyse Finch’s
work both in relation to other women writers and also as part of a more abstract reading
of the ways in which such writers “wrote and were read specifically as women”.>
Marilyn Williamson’s influential study of the same year Raising Their Voices: British
Women Writers, 1650-1750 is similarly preoccupied with placing Finch, not simply in the
context of other female authors, but as one of “the first English women who were aware

of their own oppression”. Williamson’s approach is thus explicitly feminist and focuses

on Finch’s exploration of gender issues whilst also presenting her as a “defensive” writer

53 Elizabeth Hampsten, “Petticoat Authors: 1660-1720,” Women's Studies 7 (1980): 21-38; Ann Messenger,
“Publishing Without Perishing: Lady Winchilsea’s Miscellany Poems of 1713,” Restoration: Studies in
English Literary Culture, 1660-1700 5:1 (1981): 27-37; “Selected Nightingales and an ‘Augustan’
Sensibility,” English Studies in Canada 6 (1980): 145-53. Rev. and rpt. as “Selected Nightingales: Anne
Finch, Countess of Winchilsea, et al,” His and Hers: Essays in Restoration and Eighteenth-Century
Literature (Lexington: University of Kentucky Press, 1986) 71-83.

> Katherine Rogers, “Anne Finch, Countess of Winchilsea: An Augustan Women Poet,” Shakespeare 's
Sisters: Feminist Essays on Women Poets, ed. Sandra M. Gilbert and Susan Gubar (Bloomington and
London: Indiana University Press, 1979) 32-46 (43).

% Dorothy Mermin, “Women Becoming Poets: Katherine Philips, Aphra Behn, Anne Finch,” ELH 57:2
(1990): 335-355 (352).
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who felt unable to publish her boldest works.”® Ruth Salvaggio’s “Anne Finch Placed
and Displaced” continues this presentation of Finch in terms of broader concerns with the
nature of women’s writing as a discrete genre. Focussing upon the importance of shade
in Finch’s work, Salvaggio comments that “For Finch, shade was not simply a retreat, but
the process of a radical displacement that was hers both as a ‘woman’ who wrote, and as
a poet who wrote ‘woman’”. Salvaggio’s essay was reprinted from her own volume
Enlightened Absence: Neoclassical Configurations of the Feminine and appeared in Anita
Pacheco’s edition of essays Early Modern Women Writers: 1600-1720.>" These volumes
by their very nature clearly place Finch within the contexts both of other women writers

and also of “women’s writing”.

As its title implies, Carol Barash’s 1991 article “The Political Origins of Anne Finch’s
Poetry,” sought to draw greater attention to the political aspects of Finch’s work whilst
simultaneously emphasising that Finch’s Tory politics could not be detached from her
gender politics. For Barash, Fincﬁ “subtly and repeatedly reworks a myth of female
community initiated by Katherine Philips ... into a politically oppositional community of
pro-Stuart women”.>® A political reading of Finch’s work therefore also necessitates a
reading that emphasises issues of gender. A similar connection between Finch’s gender

and her political allegiances is emphasised by Jane Spencer in her essay, “Anne Finch,

56 Marilyn Williamson, Raising Their Voices: British Women Writers, 1650-1750 (Detroit: Wayne State
University Press, 1990) 113.

*7 Ruth Salvaggio, “Anne Finch Placed and Displaced,” Early Women Writers: 1600-1720, ed. Anita
Pacheco (London: Longman, 1998) 242-265 (243-44); Enlightened Absence: Neoclassical Configurations
of the Feminine (Urbana: University of Illinois Press, 1988) 105-26.

*® Carol Barash, “The Political Origins of Anne Finch’s Poetry,” The Huntington Library Quarterly 54
(1991): 327-351 (346).
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Countess of Winchilsea (1661-1720): Sorrow into Song”. For Spencer, Finch’s poetic

“stance was shaped both by her situation as a woman and by political defeat”.>

Scholarly interest in Finch received a considerable boost in 1992 when Barbara
McGovern published the first full-length study of this author. McGovern’s literary
biography sought to integrate a narrative of the events of Finch’s life with a new analysis
of her work. In her introduction, McGovern states that her “focus is on Finch’s historical
place and her displacement in early eighteenth-century England, and particularly on the
methods by which she developed a poetic identity for her own artistic liberation”.
McGovern’s work offers the reader a wealth of carefully researched biographical detail,
much of it newly discovered, as well as a thoughtful and constructive placing of Finch
within her histor‘ical, political, religious and literary contexts. Yet, like so many previous
critics, McGovern’s ultimate emphasis is upon gender. As McGovern herself observes,
her reading of Finch’s writing leads her to conclude that “when ... determining her own
identity through her poetics ... ideologies of gender were foremost for Finch”.®
McGovern’s biography was followed in 1994 by Charles Hinnant’s The Poetry of Anne
Finch, the first full-length purely critical analysis of Finch’s writing.®' Although Hinnanf
pays close attention to the gendered aspects of Finch’s writing he explicitly states that he

does not “presume to situate Finch’s verse within a distinctively female tradition of

% Jane Spencer, “Anne Finch, Countess of Winchilsea (1661-1720): Sorrow into Song,” Women and
Poetry 1660-1750, ed. Sarah Prescott and David E. Shuttleton (Basingstoke: Palgrave Macmillan, 2003)
60-70 (61).

% McGovern 3.

6! Charles H. Hinnant, The Poetry of Anne Finch: An Essay in Interpretation (Newark: University of

Delaware Press, 1994).
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poetry”. Instead, Hinnant argues that his volume is a self-consciously “old-fashioned”
attempt to provide a single-author study that argues for the literary value of Finch’s work.
In this, he can be seen to be adopting an approach diametrically opposed to Marilyn
Williamson’s socio-historic analysis. Hinnant acknowledges that “this approach will not
call into question the notion of a canon, but it may alter the canon by revising our sense
of what the poetry of a given period looks like”.> In this sense, Hinnant places his own
analysis of Finch’s work within the context of other efforts to widen the canon of early
eighteenth-century texts arguing that Finch’s “achievement in a variety of forms argues,
at the very least, that her verse deserves the same kind of attention that has recently been

given to the poetry of Rochester, Swift, and Gay”.®*

In 1998 Hinnant and McGovern joined together to produce the above-mentioned edition
of the Wellesley manuscript of Finch’s poems. As one would anticipate, the introduction
to this volume combines the emphases of both McGovern and Hinnant’s previous work.
It thus situates Finch historically and biographically and argues that her neglect has
resulted as much from her Jacobite politics as well as from her status as a woman. It
considers the variety of genres to be found in the manuscript, focussing on poems of
politics, religion and friendship. Ultimately, however, this introduction also accentuates
issues of gender arguing that “it is primarily female companionship and affection that are

celebrated in the Wellesley manuscript”.%*

%2 Hinnant 16.
% Hinnant 17.
% McGovern and Hinnant xxxii.
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I do not wish to denigrate gender-based readings of Finch’s work or to deny their
validity. However, I would suggest that through such an intense focus upon issues of
gender in Finch’s writing we are allowing our perceptions of her work to ossify. As we
have seen, Finch’s contemporary reputation was not stable or static. We should allow
this fact to remind us that Finch is not an easy author to categorize. In this chapter I will
focus primarily upon Finch’s Miscellany Poems and will argue that in this, her only
published collection, Finch’s preoccupations are strongly political. That this has been
largely overlooked can at least partly be explained by the fact that very little attention has
yet been paid to this volume as a single entity. Individual poems have been discussed but
the collection has not been considered in its entirety or in relation to the circumstances of
its production. This situation has been exacerbated by the fact that, as discussed above,
Finch is most often encountered through the medium of anthologies. In my analysis of
Miscellany Poems 1 will demonstrate that this text is far more assertively and coherently
political than has yet been acknowledged and also that it provides the most effective
vehicle for an examination not just of Finch’s Jacobitism but also of the ideological
beliefs that run throughout her work. Such beliefs reveal the complexity of Finch’s
writing as they demonstrate both her willingness to express her political beliefs in print
and also the strong strand of passivity that lies at the heart of those beliefs. I will also
argue that a detailed examination of Miscellany Poems inevitably forces us to reassess
our understanding of the relationship between Finch’s manuscript and published work

and her decisions about what to keep private and what to make public.
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One of the most notable divisions that runs through all aspects of Finch’s work is this
distinction between “public” and “private”. This division is manifested in the fact that
Finch circulated her work in both manuscript and printed form and in the oft-repeated
tension in her work between her desire to write and her awareness of the limitations
placed upon female authorship.®> Such a division is also apparent in Finch’s life and its
movements between the court of the 1680s, country retreat and London literary society.
The critical preoccupation with Finch’s gender politics has drawn attention to this divide.
The general consensus amongst those who have studied the contrast between Finch’s
manuscript and her printed texts has been that the former are the most radical whilst the
latter are subject to a certain degree of self-censorship. Ann Messenger, for instance, has
written that Finch “touched upon many of the same subjects” in both published and
unpublished poems, “but, almost without exception, the tone, the attitude, the angle of
vision in the unpublished poems differs markedly from what was made public”.
Messenger further notes that “two-thirds of the manuscript poems have something to say
about women, about women writers, or about ... [Finch] as a woman and as a writer”.

As a result of this analysis Messenger concludes that “it is clear that some consistent
principles determined Lady Winchilsea’s decisions about which poems to print and
which to keep private, and that almost all of those principles were based ultimately on her
sex”.%® Marilyn Williamson echoes Messenger’s sentiments in her statement that Finch

kept “her most transgressive poetry for private circulation”.®’

% See for instance the poems “The Introduction” and “The Apology”.
% Messenger 33, 33-4, 34, 35.
* Williamson 114.
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In her article, Messenger also claims that political considerations influenced Finch’s
decision to keep her elegy on James II in manuscript.®* However, Messenger omits to
mention that whilst a manuscript version of this text does indeed exist, the elegy also
appeared in print. Carol Barash has explored the implications of the changes between the
manuscript and print versions of Finch’s elegy demonstrating the ways in which such
changes not only render the manuscript version more intensely Jacobite, but also increase
Finch’s own identification with the Jacobite cause. An examination of such changes leads
Barash to the more general conclusion that “manuscript versions of Finch’s well-known
lyric poems are frequently more explicitly political than any version she published in her
own name”.® Whilst it would be foolish to deny that the alterations to the elegy on
James discussed by Barash do indeed render the manuscript version of the text more
radical in this instance, I would argue that to use such changes to justify a wider belief
that Finch’s published work is more politically cautious is erroneous. I would suggest
that this perception of Finch stems from the critical consensus, perfectly exemplified by
Ann Messenger, that such caution in print is manifest in her treatment of gender. I wish
to argue that such a consensus blinds readers to the boldness with which Finch expresses
her party political views in her printed work, a boldness that is demonstrated in the nature

of her 1713 collection.

5 Messenger 35.

% Carol Barash, English Women's Poetry 260-8 (260). Barash rightly points out that Finch’s elegy “quite
consciously echoes Dryden’s Threnodia Augustalis (1685),” written on the death of Charles II, 260.
Barash also shows that in the final stanza of the elegy the manuscript version refers to “Rightful Kings”
whereas the published version contains the less contentious phrase, “Happier Kings,” 266. Finally, Barash
notes that seventeen politically inflected lines that directly contrast James II and William III have been
removed in the printed version of the elegy, 267-8.
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Miscellany Poems, on Several Occasions is an octavo volume containing eighty-six
poems and one of Finch’s two plays, Aristomenes.”® The first title page carried the
inscription “Written by a Lady”. As Barbara McGovern notes, three subsequent title
pages, added later in 1713, bore the name “Lady Winchilsea”. However, these later
versions were not new editions; there was only a single edition of the book to which new
title pages were added.”' The various title pages also carry an illustration of two nymphs
with palm leaves and laurel crowns. This illustration may well have been provided by
Finch herself as the octavo manuscript features a similar drawing featuring a single
nymph. The volume was published by John Barber who also published the Tory
periodical, The Examiner, for Swift.”> Barber was a deeply political figure who had
strong connections to the Tory party and who was Lord Mayor of London between 1732
and 1733. In both his publishing and his mayoral capacities he was identified as a
Jacobite.” Although not every work that Barber published was written by an author who
shared his political views, the majority of the works that Barber published do broadly
reflect his own political standpoint. In 1713 Barber published only three items of poetry
aside from a general miscellany of verse and prose: Finch’s volume and two other works,
both of which were poems celebrating the Peace of Utrecht which concluded the War of
the Spanish Succession which had been largely opposed by the Tories. These poems
were written by the identifiably Tory and/or Jacobite writers, Bevil Higgons and Joseph

Trapp. Trapp’s poem was dedicated to Bolingbroke, the Tory statesman who was to flee

7% The other play, The Triumphs of Love and Innocence, appears in the folio manuscript.

"' McGovern 99-100.

"2 Barber published The Examiner from 1710-1714.

7 Charles A. Rivington provides detailed information about Barber’s political and publishing activities in
Tyrant: The Story of John Barber, Jacobite Lord Mayor of London, and Printer and Friend to Dr. Swift
(York: William Sessions Limited, 1989).
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to France in order to join James Il in 1715. Higgons’s poem was dedicated to Robert
Harley, Earl of Oxford, a Tory grandee who was still perceived by some Jacobites in

1713 as being sympathetic to their cause.”

Miscellany Poems contains very little prefatory material. There is an address from “THE
BOOKSELLER To the READER?” which refers to the fact that “the Ode on the
SPLEEN” and “some few Pieces in this Volume” have already been published “when
scattered in other Miscellanies” and expresses the belief, or more probably hope, that the
public is eager for more works from the same hand. There is no dedication or
introduction from the author. However, the first poem in the collection, “MERCURY
and the ELEPHANT. A Prefatory FABLE,” is used, as its subtitle suggests, to serve as
an introduction to the volume as a whole.” This text tells the story of a confrontation
between the two eponymous characters in which the elephant asks Mercury to adjudicate
in a dispute between himself and a wild boar. The elephant has won the contest but has
been accused of cheating. This episode ends with the following couplet: “Amongst you
Gods, pray, What is thought?/Quoth Mercury — Then have you Fought!” (lines 25-6).

Finch then proceeds to draw a parallel between the elephant’s conduct and any

™ Joseph Trapp, “Peace. A Poem: inscribed to the Right Honorable the Lord Viscount Bolingbroke,”
(London: 1713); Bevil Higgons, “A poem on the peace: inscribed to the Honorable Robert, Earl of Oxford,
and Earl Mortimer, Lord High-Treasurer of Great Britain,” (London: 1713). There are further links between
Higgons and Finch. A poem by Higgons addressed “To Mr Pope” features in Pope’s 1717 collection and
his sister Elizabeth is mentioned in Finch’s Wellesley poem “After drawing a twelf cake at the Hon:"'® Mrs
Thynne’s”. 1713 was, of course, the year in which Pope first published Windsor Forest.

7 This fable is based upon La Fontaine’s “The Elephant and Jupiter’s Monkey”. The English titles of
Fontaine’s fables will be taken from The Fables of La Fontaine, trans. Marianne Moore (New York:
Viking, 1954). This collection remains one of the most comprehensive available in English. However, for
accuracy of translation, occasional reference will also be made to Selected Fables, trans. Christopher Wood
(Oxford: Oxford University Press, 1995).
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presumption on her part that critics will read what she has written. The poem concludes

with an assertion that the poet has written solely for her own amusement:

We own (who in the Muse delight)

‘Tis for our Selves, not them, we Write.
Betray’d by Solitude to try
Amusements, which the Prosp rous fly;
And only to the Press repair,

To fix our scatter’d Papers there;

Tho’ whilst our Labours are preserv’d,
The Printers may, indeed, be starv’d (43-50)

This poem thus serves as a playful yet self-protective measure by which Finch can shield
herself from accusations that she is taking herself seriously. It also enables Finch to
publish her work whilst disclaiming any authorial intention beyond the desire to “fix” her
“scatter’d Papers”.”® More significantly, however, the poem alerts the reader to the fact
that the dominant genre in the volume will be the fable. Despite the fact that just under
half of the poems in the volume can be so described, the significance of Finch’s intensive
use of this genre in her only published collection is frequently overlooked or
misinterpreted. Ann Messenger claims that the fable was seen as a “low” genre and also
as “an appropriately humble form for a woman to use”. Messenger also suggests that
Finch’s choice of this genre is evidence of the conventional nature of the 1713 volume.”’

Marilyn Williamson reiterates such sentiments and quotes Messenger’s remark about the

78 Hinnant observes that the reference to “Printers” in this fable reflects the fact that the Copyright Act of
1710 “enabled printers or publishers to enjoy the same legal attributes of ownership as authors,” 20.
77 Messenger 31.
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humbleness of the form.”® Charles Hinnant is more respectful of Finch’s use of fables

commenting that:

Finch’s fables — like those of her contemporaries, Swift, Gay, and Prior —
are more complex and challenging than is commonly supposed. Of the
fable’s complexity, Finch herself was obviously aware — although she was

also aware that it was susceptible of being dismissed as mere children’s

VEerse. 7

Yet, despite this acknowledgement, Hinnant fails to consider the implications of Finch’s
use of fables for the nature of her 1713 collection. In my analysis of Miscellany Poems 1
will suggest that Finch uses fables in order to engage in a serious and sustained

discussion of social and political concerns.

Mark Loveridge’s 1998 book A History of the Augustan Fable helps us to understand the
neglect of this aspect of Finch’s work in context.** Loveridge demonstrates that until the
1990s very little was written about the history of the fable in England and attempts to
rectify this situation by illustrating that the fable was a profoundly influential form in the
seventeenth and eighteenth centuries. Whereas today fables are regarded as either
children’s stories or simple moral tales, writers in these earlier eras frequently regarded
the genre as a medium for serious political commentary. Loveridge reveals how the

birth of this tradition of intensely political fable writing can be traced to the publication

78 Williamson 119.

” Hinnant 167. In the same paragraph, Hinnant quotes Gay’s observation to Swift that the fable was “the
most difficult” form he had attempted, The Correspondence of Jonathan Swift, ed. Harold Williams, 5 vols.
(Oxford: Clarendon Press, 1965) 4:22

% Mark Loveridge, A History of Augustan Fable (Cambridge: Cambridge University Press, 1998).
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of John Ogilby’s The Fables of Aesop in 1651, a work that was dedicated to the uncle of
Finch’s husband.®' Before Ogilby, the fable was virtually extinct in England. Henry VIII
and Elizabeth I both formally banned “political prophecy” and the fable, close kin to this
form, also went into decline.® That it never entirely disappeared is witnessed by
Spenser’s use of the form in his Prosopopoia. Or Mother Hubberds Tale (1591) and
Shepheardes Calendar (1579).% However, by the mid-seventeenth century, fable was a
relatively obscure genre. Ogilby’s volume changed this situation absolutely. According
to Loveridge, Ogilby’s volume of fables was “at that date by far the most politically
concerned ever written”. Writing as a royalist, Ogilby used fables to comment on
contemporary political events and by so doing triggered an explosion in the writing and
publishing of fables in the latter half of the seventeenth and the first half of the eighteenth
centuries.®* Before Samuel Croxall’s Fables of Aesop and Others of 1722, which was
distinctly Whiggish in tone, the genre was closely identified with Tory and Jacobite
writers. As Loveridge observes, “the notable fabulists between 1650 and 1700 — Ogilby,
L’Estrange, and Dryden — are either Royalist/Jacobite, or Catholic, or Tory, or some
combination of these, in their sympathies”. *> Annabel Patterson, one of the few writers
to work on this field before the 1990s, has analysed the extent of the politicisation of the

fable. In her 1987 study of the political use of this form Patterson observes that,

8! John Ogilby, Fables of Aesop, Paraphras’d in Verse, Adorned with Sculpture and Illustrated with
Annotations (London: 1651). Loveridge 102-135.

%2 Loveridge 97.

%3 The Shepheardes Calendar contains the fables “The Fir and the Bramble” and “The Wolf and the Kid”.
Annabel Patterson observes that Prosopopoia itself acts as a fable “of royal negligence that permits knaves
to take over the government,” in “Fables of Power,” Politics of Discourse: The Literature and History of
Seventeenth-Century England, ed. Kevin Sharpe and Steven N. Zwicker (Berkeley: University of California
Press, 1987) 271-96 (278).

% Loveridge 107, 98-101.

$*Loveridge 32. Dryden, of course, used fables in both The Hind and the Panther (1687) and Fables
Ancient and Modern (1700). For a consideration of Dryden’s use of fables see Earl Miner, Dryden’s Poetry
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regardless of the political stance of an individual author, after the publication of Ogilby’s
volume, “not even the most literal translation of Aesop, naked of commentary, could

have appeared to its readers as totally innocent of topical meaning”.86

Yet, whilst both Loveridge and Patterson provide invaluable historical background for the
reader of Finch’s fables, it is notable that neither of these critics analyses Finch’s own
work in this genre. Loveridge remarks of his own study, “The most notable omission is
probably Anne Finch, Countess of Winchilsea”.®” Loveridge then directs the interested
reader to Jayne Elizabeth Lewis’ 1996 study of this genre. However, Lewis’ work, whilst
it devotes an entire chapter to Finch’s use of fable, reads such texts almost entirely as
expressions of gender anxiety. Thus, Finch’s fables are viewed as “covert fictions of
protest against women’s cultural disenfranchisement”.¥ Any sense of the party political
import of such works is completely omitted and once again Finch’s gender politics are
allowed to obscure her other political concerns. It could thus be argued that Finch’s
fables have been subjected to a double, or even triple, form of critical neglect. Neglected
within the already neglected field of fable studies, Finch’s fables, when they have been
considered, have been consistently depoliticised. My analysis will seek to redress this

imbalance.

(Bloomington: Indiana University Press, 1967) 144-205 and Steven Zwicker, Politics and Language in
Dryden’s Poetry: The Arts of Disguise (Princeton: Princeton University Press, 1984) 123-58.
**Patterson 277.

¥ Loveridge xii.

88 Jayne Elizabeth Lewis, The English Fable: Aesop and Literary Culture, 1651-1740 (Cambridge:
Cambridge University Press, 1996) 131.
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The most important source of fables for Finch in terms of direct influence upon her work
appears to have been Sir Roger L’Estrange’s 1692 translation of Aesop “with Morals and
Reflexions”.*’ 1 Estrange (1616-1704) was a pamphleteer and later journalist who wrote
in support of the Stuarts during the Civil War and after the Restoration. Between 1662
and 1688 he was also the official censor of the press. After the Revolution of 1688 he
became an open Jacobite and was arrested in 1691 and 1696, but released without charge,
as a result of his support for the exiled James.”® L’Estrange’s volume, like Ogilby’s, was
profoundly influential. It also provided another example of the ways in which fable
could be used as a medium for social and political commentary. However, as Loveridge
illustrates, L’Estrange’s text is not simplistically doctrinaire. The volume contains “no
overt anti-Williamite sentiment” but it is characterised by “the almost pathological force
of his [L’Estrange’s] declarations for Divine Right”.”! Given L’Estrange’s reputation and

such declarations, the collection was widely perceived as a Jacobite work.

Two of the fables in Finch’s Miscellany Poems are sub-titled “imitated from Sir Roger
L’Estrange”. It is impossible to know whether Finch was deliberately highlighting the
indebtedness of these particular fables or whether others of her fables carried similar
attributions at some point. However, the two texts explicitly identified with L’Estrange
do indeed have political implications. The first of these fables, “There’s No To-

Morrow,” is concerned with a dispute between a pair of lovers.”> The nymph, who is
p p ymp

% Roger L’Estrange, Fables of Aesop And other Eminent Mythologists with Morals and Reflexions
(London: 1692).

% Oxford Dictionary of National Biography, 15 February 2006, <http://www.oxforddnb.com>.

°! Loveridge 157.

°2 This fable is based upon L’Estrange’s “No to Morrow”.
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pregnant, reminds her lover that, on the day on which he seduced her, he promised to
marry her “To-Morrow”. After much prevarication, her lover finally admits that he has
no intention of marrying his mistress, arguing that he is free from his promise as “7To-
Morrow” never actually arrives. The fable ends with the observation that “There’s No
TO-MORROW to a Willing Mind” (21). However, L.’Estrange’s “Reflexion” on this tale
includes the moral that it is improper to enter into vows and then to break them.” Finch

herself makes an implicit allusion to such a moral in the lines:

But yet the Lye not caring to confess,

He for his Oath this Salvo chose to borrow,

That he was Free, since there was no To-Morrow;

For when it comes in Place to be employ'd,

'Tis then To-Day,; To-Morrow's ne'er enjoy'd (11-15)
This fable, which on the surface appears to be a conventional tale about a lover’s deceit,
thus also functions as a contemplation of the nature of vows. The implication of the
poem is clearly that excuses may always be found to break their oaths by those who
choose to equivocate, yet this does mean that their excuses are morally valid. The
question of whether it was acceptable for those who had sworn allegiance to James II to
break that vow and subsequently swear allegiance to William and Mary was one of the
most contentious issues of the last decade of the seventeenth century. For Finch, as a
nonjuror, the repercussions of that debate were still of paramount personal and political
significance in 1713. As we have seen, Finch’s husband had been excluded from the

House of Lords and from active political life by his refusal to take the oath of allegiance.

Finch’s contact with nonjuring clergy would also have made her profoundly aware of the

% L’Estrange comments on “the Impiety first of Entring into Vows, which they intend Before-hand not to
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personal cost exacted by such refusal. Her fable thus serves as a vindication of the
nonjuring position by its suggestion that those who break vows operate through self-

interest rather than principle.

The second fable identified with L’Estrange is entitled “For the Better” and tells the story
of a quack doctor who identifies all of his patient’s symptoms, even his death-throes, as
being “for the Better”.”* L’Estrange’s “Reflexion” on this fable comments on the fact
that flatterers give false advice that results in the sickness of the body politic and that
these same individuals abandon the country when things start to go wrong.” In Finch’s
version, the constant refrain of “for the better” seems to indicate that if the patient does
represent the state, then false representations have led to measures that have been
disastrous. The sentiments expressed in this fable are echoed in another such text in
Miscellany Poems entitled “REFORMATION”. This fable tells the story of a man made
miserable by his “wrangling and reproving” spouse (2). In an attempt to improve his
wife’s temper, the man sends her to a pastoral idyll where she can enjoy complete rest.
However, the wife soon returns with a worse temper than ever having terrorised and
abused the shepherds and their maids. Resigned, the husband greets his wife with the

following reaction:

Yet enter Madam, and resume your Sway;

Who can’t Command, must silently Obey.

Perform, and afterward of Breaking them,” 472-3.

** This fable is based upon L’Estrange’s “A Doctor and his Patient”.

% L’Estrange writes that “... Kingdoms and Common-Wealths have their Distempers, Intermissions, and
Paroxisms as well as Natural Bodies ... There is hardly such Another Pest in a Community, as a Consort of
Parasites, that feed Governours with False Representations and Reports of Men and of Things. They First
Betray their Masters to Dishonour, and Ruine; and then when they find the Vessel Sinking, Save
themselves in the Long Boat,” 90.
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In secret here let endless Faults be found,
Till, like Reformers who in States abound,
You all to Ruin bring, and ev’ry Part confound (36-40)

In these final lines, Finch thus opens out the fable to encompass a political message. Like
the quack doctor, reformers are seen to be essentially destructive in their innovations.
Both fables, I would suggest, effectively work as satires on Whig notions of improvement

and progress.

The two fables attributed to L’Estrange, in conjunction with “Reformation,” establish the
way in which Finch uses fables in her 1713 collection as a medium for engaging with
political and social concerns. Although it would be misleading to claim that every fable
that is featured in Miscellany Poems has a political sub-text, my close readings will show
that the vast majority of such texts do indeed reflect Finch’s own ideological beliefs.
Some, like the three already discussed, do this explicitly. For example, “The Shepherd
Piping to the Fishes” and “Democritus and his Neighbors,” both based on fables by La
Fontaine, deal with the issue of the relation of the people to political power.”® The former
tells the tale of a shepherd who attempts to catch fish by luring them with the beauty of
his lover and then with the music of his pipes. When both such tactics fail, the shepherd

resorts to “Force” (35) thus seemingly proving the moral that:

Thus stated Laws are always best
To rule the vulgar Throng,
Who grow more Stubborn when Carest,

% The sources in La Fontaine are “The Fish and the Shepherd Who Played the Flute” and “Democritus and
the People of Abdera”.
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Or with soft Rhetorick addrest,
If taking Measures wrong (36-40)

La Fontaine’s text concludes with a warning to Kings that reason alone is not enough to
control subjects, but that “force” must also be used.”” Finch’s conclusion is slightly
subtler in its emphasis upon the use of a strong but lawful authority. The final line of
Finch’s version is ambiguous. It remains unclear whether the “Measures” themselves are
“wrong,” which would imply a critique of Whig innovations and possibly of the
Revolution of 1688, or whether the people are unsatisfied with them. Whichever
interpretation is followed, these lines appear to support a Tory, or indeed Jacobite, view
that the self-interested populism associated with the Whigs by their opponents can lead

only to disaster.”®

In “Democritus and his Neighbors” the latter call on Hippocrates as they fear that
Democritus has gone mad as he has turned to the study of mathematics and philosophy
and abandoned all interest in worldly affairs and trade. Hippocrates rejects the idea that
his friend has lost his mind and instead, “Pities a Man of Sense, judg’d by a Croud of
Fools” (70). The fable ends with the following pointed reflection: “Then how can we
with their Opinions join,/Who, to promote some Int’rest wou’d define/The People’s Voice

to be the Voice Divine?” (71-3). The sentiment that the people’s voice is not the same as

*7 La Fontaine, “The Fishes and the Shepherd who Played the Pipe,” Selected Fables, trans. Christopher
Wood, 1. 40.

%8 See Paul Kléber Monod, Jacobitism and the English People, 1688-1788 (Cambridge: Cambridge
University Press, 1989), especially Chapter One, for further information on the Jacobite characterisation of
Whigs as self-interested.
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God’s is Fontaine’s. However, Finch’s conclusion introduces the idea that the people are
being manipulated in what is surely a reference to the claims by some of William’s
supporters that his acquisition of the throne was a sign of Providential support for their
cause. The use of the politically loaded word “Int’rest” further ensures that such claims

are seen as self-serving.

The fable “The Man bitten by Fleas,” which is loosely based upon another source in La

99

Fontaine, is even more explicit in its political references.” This fable describes how a

man whose bed is flea-ridden calls upon Jupiter to send his thunder to kill the fleas and
upon Hercules to destroy them “with a Blow”(17). The man claims that the situation is
worthy of the Gods’ intervention since the fleas disturb his sleep, a state of affairs with

potentially disastrous results:

Strange Revolutions wou’d abound,

Did Men ne’er close their Eyes;

Whilst those, who wrought them wou’d be found
At length more Mad, than Wise.

Passive Obedience must be us’d

If this cannot be Cur’d;

But whilst one Flea is slowly bruis’d,
Thousands must be endur’d.

Confusion, Slav’ry, Death and Wreck
Will on that Nation seize,

If, whilst you keep your Thunders back,
We’re massacr’d by Fleas (25-36)

* Finch’s source appears to be La Fontaine’s “The Man and the Flea”.
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The Gods remain unimpressed by such arguments and tell the man to concentrate on
cleaning his house rather than causing “some fatal Breach” (44) which future generations
will be unable to resolve but which can be avoided through the exercise of “Prudence”

(48). The fable concludes with the following moral:

For Club, and Bolts, a Nation call’d of late,

Nor wou’d be eas’d by Engines of less Weight:

But whether lighter had not done as well,

Let their Great-Grandsons, or their Grandson tell (49-52)

Fontaine’s version of this tale provides only a warning against bothering the Gods with
our petty grievances. Finch’s reworking of her source, however, introduces such
intensely political allusions that the resulting fable provides an unmistakable
denunciation of the Revolution of 1688. In Finch’s version the fleas are presumably
intended to represent political grievances and the man those who sought reparation for
such ills and who predicted dire results if they were not addressed. As Charles Hinnant
observes, Finch’s tale also “invokes a burlesque analogy between the human body and
the body politic”.'® The man’s reference to “Passive Obedience” draws clear attention
to the political content of the fable and appears to imply that many who professed to
believe in this Tory and Anglican doctrine in fact prophesied disaster if James was not
opposed. The behaviour of the Gods indicates that the man’s response is a dangerous
over-reaction that could potentially result in unnecessary political change and profound,

and long-term, discord. Finch thus uses this fable to launch an unequivocal and

1% Hinnant 178.
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unambiguous attack upon the events of 1688 and to assert her belief that future

generations will judge those who enacted and supported the Revolution harshly.

Charles Hinnant interprets Finch’s version of “The Man Bitten by Fleas” as, at least
partially, a critique of “the proposition that the Revolution of 1688 can be rationalized by
assimilating it into a Providentialist political schema”.'! The Providentialism Hinnant
refers to is the argument, put forward by some supporters of the Revolution, that the fact
that William had gained the throne indicated divine support for his kingship. One of the
main proponents of this viewpoint was Bishop William Sherlock (1639/40-1707),
originally a supporter of the exiled James and a nonjuror. In 1690, however, Sherlock
began to shift his position offering prayers for William and Mary as de facto sovereigns
and taking the oaths of allegiance in August of that year. Sherlock defended his actions
in The Case of the Allegiance due to Sovereign Powers (1691) where he argued that God
not only established Kings but that He also removed them, thus attempting to counter
accusations that the Revolution had dethroned a divinely appointed monarch and had thus
subverted the divine will. Despite the popularity of this work, accusations that
Sherlock’s actions were prompted by self-interest persisted.'> For Finch, as a Jacobite
with allegiances to the nonjuring community, arguments such as those put forward by
Sherlock were clearly anathema. Hinnant’s reading of “The Man Bitten by Fleas” thus
suggests that the Providentialism featured in the fable appears “to subsume rather than

acknowledge the more negative aspects of cataclysmic change”. 103 According to such an

'! Hinnant 179.
192 Oxford Dictionary of National Biography, 15 February 2006 < http://www.oxforddnb.com>.

'% Hinnant 179.
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interpretation, Finch’s text exposes the devastation that follows as a consequence of such
theories and calls those who promulgate them to account. I wish to suggest that such an
approach is characteristic of Finch’s broader opposition to Providentialism, an opposition

that recurs throughout Miscellany Poems.

Indeed, a preoccupation with the role of Providence in people’s lives is echoed in many
of the fables featured in Finch’s 1713 volume. By exploring this theme through a variety
of different tales, Finch not only examines a traditional topic of fable lore but, as we have
seen, investigates a subject with strong contemporary resonance. The overwhelming
message of Finch’s fables on this theme is that human beings should submit to divine
Providence but should not seek to claim its workings for their own ends. As Hinnant

observes, the poet’s:

critique of Providentialism should not be taken to imply that Finch
rejected the doctrine of Divine Providence. It suggests, rather, that she
refused to believe that Providence had manifested itself in recent English
history or in the commercial revolution that ensued in the 1690s.'®

As implied by these observations, Providence remains, for Finch, a force that man seeks

to co-opt at his peril. The fable “Jupiter and the Farmer” tells the story of a “poor

1% Hinnant 230.
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Clown” (10) who rents a farm from the god on the condition that “All Weathers tow’rds
His Harvest may conspire”(13).!% However, the farmer’s indecision and lack of
intelligence means that his power over the elements is not just useless to him, it is
actually destructive: “He with such Contrariety does chuse;/So often and so oddly shifts
the Scene,/Whilst others Load, he scarce has what to Glean” (23-25). Finally, the farmer
acknowledges his own limitations and declares to Jupiter “Let me but live to Reap, do
Thou appoint the way”(30). “The ATHEIST and the ACORN” offers a similar reminder
of the dangers of human interference in a divinely appointed order and of the arrogance
of believing that such an order can be fully comprehended by those who are subject to
it.'® It relates the story of an atheist who, whilst lying beneath a tree, reflects that
whereas a pumpkin is supported simply by a slender stalk, an acorn has the support of an
entire oak. The atheist considers that this anomaly demonstrates the “ill Contrivance”
(15) of the world and observes that his own “better Judgment” (16) would have reversed
this arrangement. No sooner has he reached this conclusion than an acorn falls from the
tree and hits him in the eye. Forced to repent of his arrogance, the atheist concludes,
“Fool! had that Bough a Pumpkin bore,/Thy Whimseys must have work’d no more,/Nor
Scull had kept them in” (28-30). If read out of context, both these fables offer seemingly
apolitical morals about the foolishness and arrogance of human endeavours to control
Providence. However, within the context of contemporary debates about the role of
Providence in recent British history, such as those put forward by Sherlock, and of a

volume in which Finch includes other politically engaged fables, these texts can clearly

19 This fable has sources in both L’Estrange’s “Jupiter and a Farmer” and La Fontaine’s “Jupiter and His
Tenant”.
'% This fable is based upon La Fontaine’s “The Acorn and the Pumpkin”.



60

be seen to occupy a position of ideological opposition to Sherlockian Providentialism.

A further fable, “Man’s Injustice towards Providence,” attacks such Providentialism from
a different angle.'”” This fable tells the story of a merchant who amasses a great fortune
and who lives in luxury. When “a Country Friend” (21) asks the Merchant how he has
achieved such success, the trader replies, “My Industry ... is all the Cause” (27). Carried
away by the force of his own argument, the merchant continues “My own sufficiency
creates my Gain,/Rais’d and secur’d by this unfailing Brain” (39-40). Barely has he
spoken these words when news arrives that his ships have faltered and that his fortune is
diminished. When the friend questions him about his change of fortune, the merchant
replies, “In Me’s no Change, but Fate must all Things guide;/To Providence 1 attribute
my Loss” (54-55). The egotism and self-aggrandisement of the merchant suggests that
human beings cannot be relied upon in their interpretation of the events of their lives as
these interpretations are frequently influenced by self-interest. In each of these three
fables, Finch thus implies that it is arrogant and self-deluded to seek to subject

Providence, and our readings of it, to our own human agendas.

Other fables in Miscellany Poems also engage with the concept of Providence in the
sense that they consider the most appropriate ways for human beings to approach the
inevitable vicissitudes of existence. “The Shepherd and the Calm” relates the adventures
of a swain who lives a life of happiness whilst existing in a state “something less than

N

197 The source for this fable is La Fontaine’s “Man’s Ingratitude and Unfairness Toward Fortune”.
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Joy, yet more than dull Content./(Between which two Extreams true Pleasure lies,/O’er-
run by Fools, unreach’d-at by the Wise)” (5-7).'% However, the shepherd abandons this
perfect condition in order to pursue the life of a sea-faring merchant. His first voyage is a
great success but his second leads to losses as a result of which he is forced to become a
servant in the lands where he once lived independently. In time, the shepherd is able to
buy back his flock and to re-establish himself in his former situation. On “one Halcyon
Day,” however, the sea once more tempts the shepherd to return to his life as a merchant
through its promise of fair winds and quiet waters (38). Yet despite such favourable
conditions, the shepherd resists the temptation declaring his preference for a life of

security: “Give me a certain Fate in the obscurest Vale” (58).

“The Decision of Fortune” relates the story of two friends, one of whom resolves to travel
the world in order to seek Fortune whilst the other determines to remain at home.'® The
latter does not disregard the benefits that Fortune can bestow stating that “She shou’d be
Welcome, if she came this Way” (30). However, neither does he believe that he should
actively pursue such benefits. The restless man sets off on his travels but finds that
Fortune is elusive. Finally, he returns to his friend’s house only to discover that Fortune
is there before him. Fortune then declares that she will bless the Friend who has not
sought for her as, -“... Merit, when ‘tis found, is my Delight” (53). The conclusion of the

fable, spoken by Fortune herself, is that: “... He alone my real Fav’rite rises,/Who every

1% This fable has sources in both L’Estrange’s “A Shepherd turn’d Merchant” and La Fontaine’s “The
Shepherd and the Sea”.

'% Finch’s fable is based upon L’Estrange’s “Two Friends and Fortune” and La Fontaine’s “The Man Who
Ran after Fortune and the Man who Waited for Her at Home”.
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Thing to its just Value prizes,/And neither courts, nor yet my Gifts despises™ (67-69).
Such sentiments recur throughout Finch’s work, as is demonstrated by the praise of the
initial harmonious and moderate existence of the shepherd in “The Shepherd and the
Calm”. They receive particularly explicit consideration in the poem “On these Words:
Thou hast hedg’d in my way with thorns™ which forms part of the Wellesley manuscript.
In this text a young woman is tempted first by a lover and the prospect of “the alluring
World,” and, on being shown that the man is a seducer, by the prospect of self-
renunciation and a life of celibacy (32). The woman’s elderly father steers her away
from both of these courses in favour of marriage and a “temperate” enjoyment of life’s
pleasures (174). Such counsel is typical of Finch’s approach to life as reflected in her
poetry. Even in her later religious work, with its frequent focus upon heaven and the
afterlife, there is no sense that Finch rejects or despises the joys of this world. Her
Anglicanism is a true reflection of the “via media” temperance so often claimed for that
Church in contrast to what was seen by its proponents as Puritan asceticism and Catholic

€XCesSs.

Yet, in addition to indicating Finch’s belief in a temperate attitude to the affairs of this
world, in which material success is held in proper perspective, the moral of “The
Decision of Fortune” can also be seen to demonstrate a certain passivity, even fatalism,
on Finch’s part. Laura Lunger Knoppers has written of the “passivity” of much

specifically English Jacobitism, particularly in its reliance on images of the martyred

Charles I:
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The indefeasible right, sacred monarchy and obedience associated with the
figure of Charles I both legitimated the Jacobite cause and undermined its
grounds for human action. The very strategy designed to win support for
the exiled Stuarts did so at the cost of effecting any kind of real change.''’

Knoppers’ argument draws attention to the potentially negative aspects of Finch’s
approach to the idea of Providence and its relation to human affairs. Both “The Shepherd
and the Calm” and “The Decision of Fortune” convey a certain sense of helplessness.
This is entirely understandable when one considers the events of Finch’s own life and the
impact that events beyond her control had upon it. However, Finch’s response to such
uncertainty in these two fables and also in texts such as “Jupiter and the Farmer” and
“The Atheist and the Acorn” is to retreat into passivity and unquestioning acceptance.
Peace and stability, “a certain Fate in the obscurest Vale,” are prized above all else and
the questioning of Providence is perceived as arrogant and dangerous. In this respect,
Finch exemplifies Knoppers’ argument much more clearly than the other two authors
considered in this thesis. Jane Barker, I will suggest, is far more assertive and
interventionist than Finch in relation to her Jacobitism. Essentially, Barker views the
battle between the Jacobites and their opponents as an on-going struggle in which she is
an active participant. Mary Caesar, by contrast, seeks to reclaim control of events by
narrating them in a manner that grants moral, if not actual, victory to the Jacobite cause.

Finch’s attitude to Providence, as reflected in her use of fables, indicates a less aggressive

"% aura Lunger Knoppers, “Reviving the Martyr King: Charles I as Jacobite icon,” The Royal Image:
Representations of Charles I, ed. Thomas N. Corns and Kevin Sharpe (Cambridge: Cambridge University
Press, 1999) 263-87 (264, 269-70).
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approach to her Jacobitism. Whilst she deplores the actions of the Williamites, her
commitment to passive obedience and her distrust of human attempts to co-opt

Providence inevitably mean that her work demonstrates a sense of submission.

Interspersed with fables that comment on issues of Providence and which reflect Finch’s
political ideology, Miscellany Poems also contains a variety of fables that present a more
broad-based social critique. Some of these are not historically specific but feature attacks
on age-old human flaws. “The Eagle, the Sow, and the Cat” tells of a “crafty Puss” who
drives the bird and the pig from the oak tree that they all share through a combination of
lies and flattery and thus gains sole possession of their home (62).""" This fable contains
a warning against “Curs’d Sycophants” (66). “The DOG and his MASTER?” features a
dog who has been taught to snarl at “Rascals” but who finds himself growling at all his
master’s visitors and thus exposing them as cheats and hypocrites (7)."'? “The Battle
between the Rats and the Weazles” describes how those Rats who adorned themselves
“With lofty Plumage” (10) found themselves unable to hide in “slender Crannies”(15)

once they lost the battle and therefore forfeited their lives through “Pride” (11).! 13

Other fables within this general grouping reflect more identifiably contemporary

concerns. “A Tale of the Miser and the Poet” features a discussion between the two

" Sources for this fable can be found in both L’Estrange’s “The Eagle, Cat and Sow” and La Fontaine’s
“The Eagle, the Sow and the Cat”.

"2 This fable is based upon L’Estrange’s work of the same name.

'3 Finch’s source is La Fontaine’s “The War Between the Rats and the Weasles”.
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eponymous characters in which the former declares that this is a time in which poetry is
neglected and in which “Great Men” (76) perceive “no Worth in any thing/But so much
Money as ‘twill bring”(78-79).""* This fable can easily be read as an attack upon the
financial changes that had taken place in England since the Revolution of 1688 and which
resulted from the institution of the Bank of England in 1694 and the creation of the stock
market. Many social and political conservatives were uneasy with such changes and
feared the move away from a more traditional land-based economy and social order.
“The Tradesman and the Scholar” reiterates such concerns and serves as a counterpart to
“A Tale of the Miser and the Poet” in that it praises values opposed to those of commerce
and finance.''®> This fable contrasts the behaviour of an arrogant merchant who mocks
the scholar for his retirement and poverty with the humility and commitment of the same
scholar. When war destroys the merchant’s fortune and he becomes dependent on
charity, he discovers that the scholar is prized and esteemed wherever he travels whilst he
himself is disregarded. In a clear rejection of any society which pays too much respect to
financial success, Finch concludes this tale with the following moral: “Wit and the Arts,
on that Foundation rais’d,/(Howe 'er the Vulgar are with Shows amaz’d)/Is all that
recommends, or can be justly prais’d (68-70). A third fable, “The Brass-Pot, and Stone-
Jugg,” is also linked to these two texts through its social conservatism.''® The fable
features a conversation between the two vessels in which the pot urges the jug to join him
in leaving their current home and seeking “a nobler Life” (3). The jug is wary of such a

change as he fears that he is too fragile to survive any jostling for “Preferment” (22). The

"4 This fable shares some similarities with La Fontaine’s “The Miser Who Lost his Hoard”.

"5 This fable is based upon La Fontaine’s “Knowledge Avails”.
'8 Both L’Estrange’s “Two Pots” and La Fontaine’s “The Pot of Clay and the Pot of Iron” are sources for
this fable.



66

pot replies that he will protect his companion and, although the jug fears that he will be
destroyed by the very strength of his guardian, the two set off on their travels. Disaster
ensues when the pair roll down a hill and the jug is shattered to pieces. The moral of this
fable is “That Equal Company is best,/Where none Oppress, nor are Opprest” (54-55).
Such a sentiment could clearly be applied to any society or age. However, the fact that
this fable is placed within a collection that features other texts that express mistrust of a
society in transition suggests that its author might well have intended a particularly

contemporary resonance to the tale.

The final fable that I wish to consider combines reflection upon the age in which Finch
lived with observations upon her own role as a commentator on that age. “The Critick
and the Writer of FABLES” tackles the issue of contemporary literary taste.''” The
author considers a variety of genres only to hear the critic reject each in turn. Fables are
dismissed as “childish Tales” (13), epic as “old Bombast” (28) and pastoral as “insipid

Dreams” (41). The only form that the critic will countenance is satire:

But urge thy Pen, if thou wouldst move our Thoughts,
To shew us private, or the publick Faults.

Display the Times, High-Church or Low provoke;
We’ll praise the Weapon, as we like the Stroke,

And warmly sympathizing with the Spite

Apply to Thousands, what of One you write (49-50)

''7 This fable appears to be loosely based on La Fontaine’s “For Those Impossible to Please”.
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The fable-writer despairs at such advice asking, “Must only Satire keep your Fancies
warm?” (55) and concludes, rather wistfully, “Happy the Men, whom we divert with
Ease,/Whom Opera’s and Panegyricks please” (59-60). The sentiments expressed in this
work are in line with Finch’s general rejection of satire as a form. In a poem in the
Wellesley manuscript entitled “On my being charged with writing a lampoon at
Tunbridge,” Finch declares that hers is a “well temper’d muse” (2) and argues that satire

is ineffective in its aims:

Whilst none by Satyre has that conquest won

From Romes great Juvenal to England’s Donne

The errours of the times have still prevail’d

The laughing and the weeping sages fail’d (7-10)
Finch also articulates similar opinions in the prose preface to the folio manuscript where
she declares, “As to Lampoons, and all sorts of abusive Verses, I ever so much detested,
both the underhand dealing, and uncharitablenesse which accompanys them, that I never
suffer’d my small talent, to be that way employ’d”. The only example of her work that
Finch feels might be said to fall into this category is “Ardelia’s Answer to Ephelia” and
of this poem the author remarks, “there was no particular person meant by any of the
disadvantageous Caracters; and the whole intention of itt, was in general to expose the
Censorious humor, foppishnesse and coquetterie that then prevail’d”.!’® 1t is indeed the

case that Finch tends to avoid virulent satire in her works. However, the implication in

“The Critick and the Writer of Fables” that fables are mere “childish Tales” devoid of

s Folger MS 4-5, 5. This is, of course, a traditional defence of satire. Ben Jonson, for instance, in the
Dedication to the Earl of Pembroke at the start of his Epigrams states: “I have avoyded all particulars, as I
have done names,” Ben Jonson, ed. C.H. Herford, Percy and Evelyn Simpson, vol. 8 (Oxford: Clarendon
Press, 1947) 26.
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political and social content is clearly disingenuous. As I have attempted to demonstrate,
Finch’s use of fables in her Miscellany Poems is profoundly influenced by her political
beliefs. In addition, through the tradition established by Ogilby and L’Estrange, Finch’s
readers would have been used to reading such texts for their political and social content.
The attempt to claim that the genre that dominates her volume is designed simply for
diversion is presumably a protective manoeuvre on Finch’s part. As Annabel Patterson
has observed, one of the strengths of the fable is that it can function “as an oblique
medium of political commentary”.''? Yet, despite the arguments presented in “The
Critick and the Writer of Fables,” Finch’s fables, in her 1713 volume, form a central part
of the political identity of that work as a whole. Finch may have despised her age’s taste
for satire, but her rejection of this form did not equate with a rejection of politically

engaged writing.

This is further demonstrated by the other, non-fable, poems Finch chooses to include in
Miscellany Poems. As is the case with the fables, not all of these texts are political.
Indeed, the majority of them are not concerned with political topics and are instead a
disparate collection of translations, poems to friends and other works on individual
themes. There are, however, also poems which are key exceptions to this and which both
convey Finch’s Jacobitism and reiterate and develop the attitudes to Providence explored
in the fables. Some of these texts express their author’s politics almost in passing as
allusions or even asides. Thus, in the elegy “On the Death of the Hon. James Thynne,”

the lament for Finch’s young friend is interrupted by praise for his ancestor’s loyalty to

119 patterson 272.
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an earlier ousted Stuart monarch. Referring to Sir William Seymour, later Marquis of
Hertford and Duke of Somerset and great-grandfather of the subject of her elegy, Finch

Wwrites:

Nor SOMERSET his Master’s Sorrows weeps,
Who to the shelter of th’unenvy’d Grave
Convey’d the Monarch, whom he cou’d not save;
Though, Roman-like, his own less-valu’d Head
He proffer’d in that injur’d Martyr’s stead (33-37)

Myra Reynolds’s note to these lines in her 1903 edition of Finch’s work explains that
William Seymour “... was one of the three lords who prayed the court to lay upon them,
as the advisers of Charles I, the entire responsibility for his acts. Upon his execution they
gained permission to bury his body at Windsor”.'*® Although Finch was not unusual in
mentioning the distinguished forebears of the deceased within an elegy, her choice of
ancestor is clearly significant. Sir William’s loyalty to Charles functions not simply as a
means of praising James Thynne but also as a way for the poet to express her own
allegiance to the House of Stuart and, implicitly, for her to link Charles with his son.
Jacobites frequently paralleled the events of the Civil War and the Revolution of 1688."*!
The mention of Charles I’s execution would, therefore, potentially raise thoughts of

James II’s own deposition in the minds of a sympathetic reader.

120 Reynolds 422 (n.d).
2l See Monod 49-54.
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One of Finch’s most famous poems, “The SPLEEN,” published separately in 1709 but
also included in the 1713 volume, displays its political allegiances in a similar manner to
the elegy on James Thynne. This poem is not, essentially, a political work but rather a
discussion of the nature and effects of “spleen” or depression. Yet, in the midst of a
description of the limited and limiting creative opportunities available to women, Finch

includes a loaded political reference:

Nor will in fading Silks compose

Faintly th’inimitable Rose,

Fill up an ill-drawn Bird, or paint on Glass

The Sov 'reigns’s blurr’d and undistinguish’d Face,
The threatening Angel, and the speaking Ass. (85-89)

This allusion to the “Sov’reigns’s ... Face” is ambiguous. It could mean simply that the
face of the monarch lacks distinction. More plausibly, however, it could be a hint that the
face of the monarch is obscured so as not to indicate whether the sovereign is the de facto
Hanoverian or the de jure Stuart ruler. Finch might also be here referring to an
anamorphic picture which needed to be viewed through a special device for its content to
become visible.'* Finch’s ambiguity of phrasing is reminiscent of deliberately
disingenuous Jacobite toasts in which the wine glass was passed over a finger bowl of
water before the health of the King was drunk. Such an action was taken to imply that it
was in fact the monarch in exile “over the water” in France who was being saluted.

Almost lost amidst the list of feminine activities that Finch rejects is thus a possible

2 The West Highland Museum in Fort AWilliam, Scotland, has an anamorphic portrait of Prince Charles
Edward Stuart amongst its holdings.
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reference to Jacobite handicraft. If she had not resolved to write poetry, Finch implies,

these are the sorts of activities she might well be engaged in.

“VERSES Written under the King of Sweden’s Picture” also operates through allusions
that would be apparent to sympathetic readers. However, in this poem, unlike the elegy
and “The Spleen,” such allusions form the central focus of the text. The poem is,
essentially, a paean to the Swedish King which praises his “blooming Sweetness, and ...
martial Fire” (15). Such praise might seem innocuous if it were not for the fact that
Charles XII of Sweden was viewed by many Jacobites as a potential saviour who might
invade England in support of a Stuart restoration. Within this context the final lines of
Finch’s poem arguably take on the character of a defence of such an invasion. Writing of
Charles’ military might, Finch observes that such force is like “... Lightnings, which to
all their Brightness shew,/Strike but the Man alone, who has provok’d the Blow” (17-18).
For Finch, a Swedish backed invasion would thus be a defensive act, carried out in
response to William’s initial seizure of the throne, rather than an offensive one. What is
particularly interesting about this poem is that it was available to be published in 1713.
Paul S. Fritz has remarked that “Between 1706 and 1716 the Jacobites, with little success,
had worked with great earnestness to win the support of Charles XII.. 1 Such activity
came to light in the discovery of the Gyllenborg Plot of 1716/1717. This plot, in which
Charles Caesar, husband of Mary, was strongly implicated, was named after the Swedish

Ambassador and was designed to land Swedish troops in England. The fact that Finch

' Paul S. Fritz, The English Ministers and Jacobitism between the Rebellions of 1715 and 1745 (Toronto:
University of Toronto Press, 1975) 9.
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was able to use the Swedish monarch as a symbol of her own Jacobite allegiance three
years before this plot indicates not only that she was aware of Charles XII’s significance

to her cause, but also that she expected her readers to be so as well.

Two further texts in Miscellany Poems also rely on an informed and sensitive readership
to be alert to their essentially allusive qualities in order to function as political works.
“PSALM the 137", Paraphras’d to the 7"Verse” and “The CHANGE” both operate as
reflections upon the state of a country suffering as a result of political upheaval. As
Hannibal Hamlin has documented, during the Renaissance Psalm 137 was increasingly
used by writers to convey a sense of political alienation and to express the pains of
exile."** The Psalm, which begins with the words, “By the rivers of Babylon, there we
sat down, yea, we wept, when we remembered Zion,” laments the destruction of
Jerusalem and the exile of the Jews in Babylon.'®>  As such, it lends itself easily to use as
an allegory for a wide range of religious and political contexts. As Hamlin also remarks,
“... the psalm particularly appealed to writers, since it represented the condition of exile
in terms of loss of voice and skill, the inability to sing”."*® Finch’s paraphrase follows
the original text fairly closely but notably omits the final three verses with their emphasis
upon the violent destruction of Babylon and the dashing of its children against rocks.
Hamlin observes that such verses consistently troubled readers and translators and I

would suggest that Finch’s omission of them corresponds with her general aversion to

'2* Hannibal Hamlin, “Psalm Culture in the English Renaissance: Readings of Psalm 137 by Shakespeare,
Spenser, Milton, and Others,” Renaissance Quarterly 55:1 (2002): 224-257.

12 King James Bible Psalm 137, v.1.

26 Hamlin 254.
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vengeful or venomous writing as typified by her unease with satire and her reluctance to

damn her enemies in her religious verse.'*’

Hamlin traces the use of the 137th Psalm by a diverse selection of authors and notes that,
although it was used by both sides during the Civil War, the psalm had particularly strong
royalist connotations. Citing Clarendon’s interpretation of the psalm in his
Contemplations and reflections upon the Psalms of David (1647), Hamlin demonstrates
the way in which the text is used to “emphasize the parallel conditions of the Israelites
after the Babylonian conquest and of Englishmen loyal to King Charles I after his defeat

by the Parliamentarians”. Hamlin also observes that:

Clarendon’s appropriation of the psalm is bold but not unique, and is
actually entirely in keeping with Charles I’s own attempt, using allusions
to the psalms, to recast himself as the suffering and penitential King David
in the Eikon Basilike, attacked so vehemently by Milton.'?®

Within such a context, it is not difficult to comprehend the appeal of this work for Finch
and to understand why it is one of only two psalms to be included in her 1713 volume.'*’
Although Finch, unlike Jane Barker, was not writing under conditions of physical exile,

the psalm’s evocation of a people in bondage to a foreign ruler would surely have been

resonant for both author and Jacobite readers.

' Hamlin 251.
'® Hamlin 249-50, 250.
12 The other is the adaptation of Psalm 148 in “A Pindarick Poem Upon the Hurricane”.
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The poem “The Change” is, in some ways, Finch’s own personal recreation of the
emotional landscape of Psalm 137 with its emphasis on exile and political defeat. In this
work, Finch represents what she perceives as the collapse of the political order in
England through a depiction of the nation’s withered and desolate countryside. The first
three stanzas of the poem address respectively a river, the sun and a building and describe
how each of these is in decline. The river is dried up and deserted by both human and
animal life. Nymphs and swains, their flocks, swans and fish have all departed whilst the
river itself is left “To waste thy sad Remains in Tears” (10). The sun is in darkness and
its former glory forgotten: “Not all the past can one Adorer keep,/Fall, wretched Sun, to
the more faithful Deep” (27-28). The building is in ruins, “undermin’d by Time and
Frost” (30) and, like the river, is abandoned and will soon collapse: “Fall, wretched
Building! to thy Tomb” (40). The poem is clearly a reflection upon mutability. The
speaker declares of the Earth that it “alone is fixt” (42) and the final lines read “O
wretched Man! to other Worlds repair;/For Faith and Gratitude are only there” (55-56).
Yet Finch’s text is more than just another poem about transience. The connection
between the welfare of the king and the physical welfare of the kingdom is an established
poetic trope dating back at least to the image of the Fisher King. As Paul Monod has
demonstrated such a tradition continued in later Jacobite verse through the association of
James III with fertility traditions: “The idea of the king’s two bodies appeared in the ‘lost
lover’ ballads in the guise of procreative power; the king was able to bring fertility, to

regenerate nature, because he was divine as well as human”."*® “The Change” offers the

139 Monod 64.
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reader the reverse of this scenario. The absence of James, surely represented by the
rejected river, sun and building, has led to both his own abandonment by those formerly
loyal to him and a deep-rooted lack of fertility in the world. The final stanza broadens
the theme of the poem to encompass all of humanity: “The same, poor Man, the same
must be/Thy Fate, now Fortune frowns on thee” (43-44). Yet such expansion works
primarily because the reader keeps in mind the ultimate reversal of fortune implicit in the
poem — the loss of his throne by James II. The title of the poem is, after all, “The
Change” and not just “Change”. Hinnant also detects the Jacobite implications of the
poem and notes that the work “is included next to “Upon the Death of James II” in the
Reynolds edition”."*! Reynolds’ ordering is her own as her edition is an amalgamation of
Finch’s manuscript sources. Surely, what is equally significant to the positioning of this
poem by Reynolds is that “The Change” appears within a volume containing numerous
other political works and which thus provides a context within which readers are

rendered susceptible to the political subtexts of Finch’s work.

Also essential to any consideration of the political content of Miscellany Poems is
Finch’s “A Pindarick Poem Upon the Hurricane in November 1703, refering to this Text
in Psalm 148. ver.8. Winds and Storms fulfilling his Word” and the accompanying
“HYMN compos’d of the 148"™ PSALM Paraphras’d’. The verse of Psalm 148 referred to
in the title reads as follows: “Fire, and hail; snow, and vapour; stormy wind fulfilling his

word” and the poem is an exposition of the idea that the divine will can operate even in

131 Hinnant 233.
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circumstances of apparent destruction.** The poem opens with the lines “You have
obey’d, you WINDS, that must fulfill/The Great Disposer’s righteous Will” (1-2) and the
last three words recur twice more within the poem. From the first, it is thus clear that the
hurricane is an expression of God’s will yet, as Hinnant observes, “It is not God himself
who is present in the hurricane but only the power on earth — where, for the time being,
His “Will” is manifest”.!** Such a distinction is important as it draws attention once
again to Finch’s anti-providentialist theology, previously discussed in relation to the
fables. As Hinnant observes, one of the most striking features of Finch’s poem on the

hurricane is that it:

resists the temptation to use the hurricane of 1703 as a pretext for framing
a judgment upon the events of the previous fifteen years. In “The Storm:
an Essay,” Daniel Defoe envisages the same event as a “punishment” for
the ingratitude shown by a “thankless nation” to William III. Finch
approaches this kind of Providential perspective when she makes the
speaker of her ode speculate that the hurricane — which damaged the
episcopal palace at Wells and killed the latitudinarian Bishop Richard
Kidder and his wife — might have spared the “strictly pious” non-juror
Thomas Ken (1.100) had he remained as the incumbent. Ken had been
deprived of the bishopric of Wells and Bath in favor of Kidder in 1689,
after he had voted against the new oaths of allegiance to William III. Yet
while the poem moves toward a wishful identification with Ken, the logic
of its argument moves in another direction when the speaker exclaims, in
relation to the destruction of the palace, “Let not daring Thought
presume/To point a Cause for that oppressive Doom” (Il. 98-99)."**

As indicated by this quotation from Hinnant, Finch’s poem is, despite the reference to

132 King James Bible Psalm 148, v.8.

'3 Hinnant 246.

** Hinnant 247. The quotation from Defoe is taken from The Novels and Miscellaneous Works of Daniel
Defoe, 7 vols. (London: George Bell & Sons, 1888) 5: 414-15, Hinnant 273 (n.29).
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Bishop Ken, decidedly non-partisan and great emphasis is laid upon the fact that the
hurricane does not discriminate with regards to its victims. Finch thus writes of the
storm, “Undistinguish’d was your Prey” (10) and, even more explicitly, “Nor WHIG, nor
TORY now the rash Contender calls” (177). There are political asides such as the
reference to the fact that “... even the Winds may keep the Balance right,/Nor yield
increase of Sway to arbitary Might” (125-6). A sympathetic reader might well view this
as an attack upon William’s supposed use of “might” rather than “right” to gain the
throne. Likewise, the following lines, where Finch uses Miltonic phraseology against

Milton’s followers, can be seen as an attack on Whig calls for “Liberty”:

Free as the Men, who wild Confusion love,

And lawless Liberty approve,

Their Fellow-Brutes pursue their way,

To their own Loss, and disadvantage stray,

As wretched in their Choice, as unadvis’d as They (204-8)

Yet such moments are incidental to the overarching anti-providentialism of the poem as a
whole. As Hinnant suggests, the power manifest in this work “is inscrutable, because
party strife and an endless struggle for dominion reveal its absence, and yet is actual,
because the hurricane envisions its material presence”.13 > Such an observation is central
to any understanding of Finch’s attitude to God’s intervention iﬁ human affairs. As the
proverbs that consider the nature of providence also indicate, God’s will is a clear reality
to Finch. However, all attempts to subject such will to limited human understanding, or

to co-opt it in support of one’s own partisan position, are rejected as examples of both

13 Hinnant 248.
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ignorance and hubris. The message of Finch’s poem on the hurricane, as of her fables, is
that humanity must submit to God’s will not simply without question, but also with
praise. “The HYMN?” that accompanies the Pindaric is thus a hymn of praise that calls
upon all creation to extol God. In this work, the hurricane is seen as a punishment “for
our Sins” and thus deserved (60). Humanity’s focus should therefore be upon blessing
“that Gracious Hand, that did your [the hurricane’s] Progress stay” (65). Within both the
Pindaric and the hymn, the reader thus sees reiterated the essential submissiveness
identified in relation to the fables “The Shepherd and the Calm” and “The Decision of
Fortune”. Finch’s commitment to passive obedience and her refusal to challenge what
she sees as a manifestation of God’s will thus leads to a stance that reflects Laura Lunger

Knoppers’ characterisation of Jacobite passivity.

An interesting variation on such passivity is presented in two of Finch’s most
anthologised “nature” poems that are also included in Miscellany Poems. These works,
“The Petition for an Absolute Retreat” and “A Nocturnal Reverie” so praised by
Wordsworth, both foreground the figure of the poetic speaker herself and also form part
of the established literary tradition of retreat poetry. Both texts ultimately address the
issue of how the individual who seeks to withdraw from a corrupt world — a world such
as that presented in the fables and the other political texts in Miscellany Poems —
functions in her retreat. In effect, these works seek to imagine an ideal society that

operates as both an alternative to and a critique of Finch’s own world.
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“The Petition for an Absolute Retreat” is dedicated to Catharine, Countess of Thanet and
is a request to “indulgent Fate” (1) to allow the speaker “A sweet, but absolute Retreat”
(3) free from “Intruders” (8). Across the course of this lengthy poem Finch envisages
various aspects of this haven which is notable for its simplicity. The retreat will be free
from frivolous gossip and will provide “only plain, and wholesome Fare” which will be
prepared without the speaker’s own efforts (33). The speaker, Ardelia, will be dressed in
plain clothes and she will avoid “Perfumes” and artificial dyes (72). Many critics have
observed that “The Petition” can usefully be read against Marvell’s “The Garden” as both
poems feature a poetic speaker imagining existence within an idealised sanctuary.'*®
However, a central difference between the two works is that, whereas Marvell’s text
prioritises solitude over companionship, Finch’s poem seeks to envisage an ideal society
within the retreat. In “The Petition” an important aspect of the imagined refuge is thus
the presence of “4 Partner suited to my Mind” (106) and a friend, Arminda, presumably

the Countess (197).

Within this simple yet abundant landscape, undoubtedly suggestive of the Garden of
Eden, Finch seeks to rework simultaneously the denigration of women, based upon Eve’s
submission to temptation, and the exclusion of James II’s heirs. To achieve the first of
these aims, Ardelia situates herself as an Eve who will not fall declaring that, of the food
available in the retreat, “All, but the Forbidden Tree,/Wou’d be coveted by me” (36-37).
In contrast to Marvell, we here see Finch seeking not to erase Eve but rather to recreate

her. Yet despite this, the scene that Finch imagines is not prelapsarian. The use of the

1% See particularly McGovern 84.
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word “coveted” proclaims the knowingness of the speaker who is aware of original sin
but who seeks to rewrite it."*” This awareness of the postlapsarian world is reiterated in
the section of the poem that introduces Arminda. Envisaging the effects of old age
through the analogy of a withered tree, Finch presents Ardelia as desolate and prostrate

until rescued by her friend:

Rivell’d the distorted Trunk,
Sapless Limbs all bent, and shrunk,
Sadly does the Time presage,

Of our too near Approaching Age.
When a helpless Vine is found,
Unsupported on the Ground,
Careless all the Branches spread,
Subject to each haughty Tread,
Bearing neither Leaves, nor Fruit,
Living only in the Root;

Back reflecting let me say,

So the sad Ardelia lay;

Blasted by a Storm of Fate,

Felt, thro’ all the British State;
Fall’n, neglected, lost, forgot,

Dark Oblivion all her Lot;

Faded till Arminda’s Love,
(Guided by the Pow’rs above)
Warm’d anew her drooping Heart,
And Life diffus’d thro’ every Part (148-67)

The allusion to the “Storm of Fate” must surely be a reference to the Revolution of 1688,
a supposition supported by the fact that the tree at the centre of the metaphor is earlier
identified as “a lonely stubborn Oak” (142). The oak was, of course, an established

Stuart symbol and it is notable that, in “The Petition,” it is felled but not destroyed. The

37 Carol Barash draws attention to the postlapsarian implications of this word in English Women’s Poetry
279.
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use of this symbol in conjunction with the reference to Arminda reminds the reader of the
Cavalier concept of companionship in retreat. By aligning herself with this tradition
Finch thus indicates a source of consolation, through friendship, during times of political
dispossession. The reference to the speaker’s desire for “unshaken Liberty” in the
seventh line of the poem reiterates the political context of the poem. Any mention of this
word carried unavoidable political connotations in this period and Finch’s employment of
the term here, as in the “Pindarick Poem Upon the Hurricane,” implies a desire to wrest
back the term from those at the opposite end of the political spectrum to herself, most

notably Milton.

By revising the central Biblical myth on which women’s exclusion and supposed
inferiority was based, Finch seems to be creating a poem in which she can envisage an
alternative both to Eve’s fall and to the sin of the society which rebelled against a Stuart
King for a second time. By linking Ardelia so closely to the symbol of the oak, and by
showing the vine revive through the friendship of Arminda, Finch appears to be hinting at
the possibility of a Stuart restoration. Yet despite such hints, “The Petition” remains a
cautious work that reveals the essential passivity previously identified in relation to other
poems in Miscellany Poems. The poem concludes with Ardelia seeking to detach herself

from the idyll that she has sought to create:

Let me then, indulgent Fate!

Let me still, in my Retreat,

From all roving Thoughts be freed,
Or Aims, that may Contention breed;
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Nor be my Endeavours led
By Goods, that perish with the Dead! (258-63)

Transferring her focus from the material world to the concept of eternal life, Finch ends

her poem with the following aspirations:

Give me then, in that Retreat,

Give me, O indulgent Fate!

For all Pleasures left behind,
Contemplations of the Mind.

Let the Fair, the Gay, the Vain
Courtship and Applause obtain,;
Let th’ Ambitious rule the Earth;
Let the giddy Fool have Mirth;
Give the Epicure his Dish,

Ev’ry one their sev’ral Wish;
Whilst my Transports I employ
On that more extensive Joy,

When all Heaven shall be survey’d
From those Windings and that Shade (280-93)

Such sentiments go beyond the submission to God’s will demonstrated in Finch’s poem
on the hurricane and the desire for stability reflected in “The Shepherd and the Calm” and
“The Decision of Fortune”. The conclusion to “The Petition” thus develops the
philosophy of these texts in a way that results in a more complete detachment from
events that the poet cannot control. In keeping with the nature of Finch’s Anglicanism, a
temperate enjoyment of the world’s pleasures, as reflected in the simple yet abundant
food available in the retreat, is not rejected. However, the focus of the text is now firmly

upon a life beyond this world.
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The second oft-anthologised “nature” poem featured in Miscellany Poems, “A Nocturnal
Reverie,” builds upon these aspects of “The Petition” and pushes them towards a
potential conclusion. This is fitting given that “4 Nocturnal Reverie” is the final poem
featured in the 1713 collection.'®® As stated in the introduction to this chapter, this poem
is arguably Finch’s most famous work. A lyric formed from a single sentence and
containing strong echoes of The Merchant of Venice, it describes a night landscape and
the poetic speaker’s response to both this landscape and the prospect of the returning
dawn. Essentially, “4 Nocturnal Reverie” is a poem about what happens when an
individual is actually situated, albeit temporarily, within the retreat imagined in “The
Petition”. In the nocturnal landscape created in the poem the external world is excluded
although once again the speaker has the company of a friend, “Salisb ’ry” (19), probably
Anne Tufton, the Countess of Salisbury.’** However, the presentation of retreat in the
“Reverie” differs considerably from that imagined in the previous poem. The nocturnal
is a more melancholy work. Its atmosphere is characterised by “Gloom” (25) and,
ominously, it features the song of “Lonely Philomel” (4). The poem is dominated by a
sense of unease. This tone is created not simply through the evocation of melancholy but
also through the fact that, although the external world is excluded from the retreat, both

speaker and reader are aware that this exclusion will be broken with the return of day.

1% This poem is followed only by Finch’s play “Aristomenes”. There are clear political echoes in this
dramatic work. Its plot revolves around the restoration of a deposed king and contrasts the behaviour of his
son, who is loyal to his vows to his father, to that of the deposing army whose members are motivated
solely by material gain.

¥ McGovern 110-112.
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The entire second half of the poem is governed by this awareness which is initially
introduced through a reference to animals: “Their shortliv’d Jubilee the Creatures
keep,/Which but endures, whilst Tyrant-Man do’s sleep” (37-38).  Finch thus establishes
the idea of a circumscribed liberty that can only exist in retreat from the waking world.
Directly after her description of the animals’ temporary freedom, Finch moves, in the

closing lines of the poem, to a consideration of her poetic speaker’s own condition:

When a sedate Content the Spirit feels,

And no fierce Light disturb, whilst it reveals;

But silent Musings urge the Mind to seek

Something, too high for Syllables to speak;

Till the free Soul to a compos’dness charm’d,
Finding the Elements of Rage disarm’d,

O’er all below a solemn Quiet grown,

Joys in th’inferiour World, and thinks it like her Own:
In such a Night let Me abroad remain,

Till Morning breaks, and All’s confus’d again;

Our Cares, our Toils, our Clamours are renew’d,

Or Pleasures, seldom reach’d, again pursu’d. (39-50)

In these lines, Finch demonstrates the potential cost of the request for freedom from
“roving Thoughts” made in “The Petition”. This latter poem ends with an expansive
movement through which the speaker, although physically confined within imaginary
“Windings, and ... Shade,” is able to experience “that more extensive Joy,/When all
Heaven shall be survey’d”. By contrast, the speaker of “4 Nocturnal Reverie” is left in a
far more negative situation. Not merely has she denied herself the contemplation of
higher things, she actually sees herself in her “sedate Content” as being allied with

“th’inferiour World,” presumably of animals and plants. The phrase “thinks it like her
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Own” implies that Finch as a poet does not concede that these two worlds are equivalent.
Indeed, her Christianity would prevent her from so doing. However, her speaker appears
to have reduced herself to this way of thinking through her attempt to curb her mind’s
higher impulses. The final four lines of the poem emphasise that the retreat into the
nocturnal landscape, whilst offering security, also involves sacrifice. The night
eradicates “Cares, ... Toils, ... Clamours” but also “Pleasures”. The last line of the poem
invokes the pain of aspiration, particularly when one’s goals are “seldom reach’d”. “4
Nocturnal Reverie,” I would suggest, is thus ultimately a defeatist poem that reiterates
and intensifies the submissiveness already identified in relation to other poems in the
1713 volume and that ends on a note of both helplessness and hopelessness with regard to

this world.

What is notable about Finch’s presentation of her passive position in relation to both
Providence and the external world in the poems considered above is that it appears to
have little to do with her gender. The fables and the works inspired by the hurricane are
not overtly gendered and even “The Petition” and “A Nocturnal Reverie,” which do bear
traces of their author’s sex, do not explicitly connect desire to retreat from the world with
this factor. The reference to “Tyrant-Man” in “A Nocturnal Reverie” works as an
expression of the oppression of both women to men and animals to humankind.
However, beyond this, gender does not appear to be an overt priority in this text. In “The
Petition” the references to gender are far from passive. As we have seen, in this poem
Finch by implication reworks one of the foundation stories of women’s supposed

inferiority. This aspect of these poems draws attention to the fact that Miscellany Poems
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as a whole is not preoccupied with issues of gender. The volume thus stands in marked
contrast to Finch’s manuscript collections where gender is a recurrent concern. This is
not the place to consider Finch’s larger treatment of gender. However, it is worth noting
that both the folio and the octavo manuscripts feature works that draw attention to the
fact that Finch is a woman writer and to the difficulties that this brings. The prose
preface to the folio manuscript thus makes reference to the fact that Finch dared not show
her writing at Court “where every one wou’d have made their remarks upon a Versifying
Maid of Honour; and far the greater number with prejudice, if not contempt”. Quoting

her own poem, “The Introduction” Finch also remarks on her own:

sincere opinion, that when a Woman meddles with things of this nature,

So strong, th’ opposing faction still appears,
The hopes to thrive, can ne’re outweigh the fears.

And, I am besides sensible, that Poetry has been of late so explain’d, the
laws of itt being putt into familiar languages, that even those of my sex, (if
they will be so presumptuous as to write) are very accountable for their
transgressions against them.'*°

“The Introduction” itself, which is the first poem to appear in the folio manuscript, opens

with some of Finch’s most anthologised lines:

Did I, my lines intend for publick view,

How many censures, wou'd their faults persue,
Some wou'd, because such words they do affect,
Cry they're insipid, empty, uncorrect.

And many, have attain'd, dull and untaught

19 Folger MS 2, 3.
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The name of Witt, only by finding fault.

True judges, might condemn their want of witt,
And all might say, they're by a Woman writt.
Alas! a woman that attempts the pen,

Such an intruder on the rights of Men,

Such a presumptuous Creature, is esteem'd,
The fault, can by no vertue be redeem'd (1-12)

The poem then proceeds to defend women’s right to create and to engage in public life,
citing Biblical precedents such as Deborah’s role as Judge of Isracl. However, it
concludes with an awareness that prejudice against women writers will ultimately force

the poet to accept a purely private audience:

Conscious of wants, Still with contracted wing

To some few freinds, and to thy sorrows sing;

For groves of Lawrell, thou wert never meant;

Be dark enough thy shades, and be thou there content (61-4)

The retreat to the “shades” in this poem in a sense echoes the retreat to passivity in the

poems featured in the 1713 volume.

Finch’s poem “The Apology” also draws attention to the difficulties faced by women
writers. Observing that other women “play the fool” (2) in their own ways by using
cosmetics and alcohol, Finch demands the right to pursue her own “pleasures” (4) by
writing. The poem is bleak in its implication that such writing will be seen only as
another form of feminine frailty: “Each Woman has her weaknesse, mine indeed/Is to

write tho> hoplesse to succeed” (15). Yet the text ends with the argument that all writers,
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as fallen human beings, are flawed and that, even in male authors’ work, “Ther’s lesse to
be Applauded then forgiven” (20). The prose preface to the folio manuscript, “The
Introduction” and “The Apology” were not published in Finch’s lifetime and, as we have
seen, Finch chose to open Miscellany Poems with “Mercury and the Elephant”. The

latter poem does make reference to the fact that its author is a woman:

Or shou'd my Friends Excuses frame,
And beg the Criticks not to blame

(Since from a Female Hand it came)
Defects in Judgment, or in Wit (29-32)

However, the overall focus of this fable is not that women writers need special
consideration but that all writers (and indeed people in general) tend to overestimate their

own significance.

It is therefore important to distinguish between the passivity of many of the works
featured in Miscellany Poems and which seems to be intimately related to Finch’s
Jacobitism and the sense of exclusion fostered by her position as a woman writer that is
apparent in many of the manuscript texts. Such a distinction supports Ann Messenger’s
contention that Finch’s decisions about which of her poems to publish appear to have
141

been largely determined by the desire to keep her gender related works in manuscript.

However, as stated in the introduction to this chapter, what such observations do not

ot Messenger 35.
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acknowledge is that, whilst cautious about expressing her gender politics in print, Finch
was prepared to publish works that demonstrated her commitment to Jacobitism. “The
Petition for an Absolute Retreat,” arguably the poem that most explicitly confronts
gender issues in Miscellany Poems, is also a publicly political poem. Whilst the
reference to Eve in this text, ambitious in its implications but expressed covertly, occurs
over the course of just three lines, the explicit analogy that refers to the Revolution of
1688 extends over twenty-six lines. This single poem can thus be taken as an exemplar
of the way in which Finch clearly felt more at ease in expressing her party political views

than her gender politics to a public audience.

One of the contentions of this chapter is thus that a reassessment of Finch’s choices about
what to publish and of the relationship between her manuscript and print poems is
required. Whilst such a complete reassessment is beyond the scope of this chapter, 1
would suggest that an over concentration upon gender in our analysis of Finch’s writing
can lead us to neglect the boldly political nature of much of her published work. Thus, I
would also suggest that whilst Carol Barash is clearly correct to draw attention to the
variations between the manuscript and printed versions of “Elegy on the Death of King
James,” a focus upon such alterations without a wider consideration of the political nature
of Finch’s published works tends to detract from the boldness of such works. As we have
seen, Barash argues that the manuscript version of this elegy is less explicitly Jacobite
than the printed version. However, whilst Finch may have taken measures to protect
herself in the printed version of this work, what is surely equally significant is that she

felt able to publish it at all.
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Finch’s political boldness is further emphasised once it is noted that although the
manuscript collections contain works that are more explicit in their gender politics than
those Finch chose to publish, they do #ot, with the exception of the elegy on James,
contain works that are more overtly party political than those in Miscellany Poems.
McGovern and Hinnant argue in their introduction to the Wellesley manuscript that the
Jacobite allusions in some of these poems might be the reason why the collection was not
published. They cite the examples of Finch’s elegies to King James II’s wife, Queen
Mary, and also to members of his entourage such as his Groom of the Bedchamber,
Colonel Baggot.'*? They also suggest that “several poems containing allusions to
prominent political and military figures of the era” might have been seen as politically
dangerous. Their examples include Finch’s poem to Sir George Rooke, a Tory but
nonetheless also a supporter of the Revolution of 1688, and the text, “Over the Picture of
Major Pownoll” which may have been written for a Captain Pownell “who was arrested
in 1692 as part of a plan for a French and Irish invasion of England”. A poem on the gift
of a portrait of Charles XII of Sweden to Lord Carteret is also seen as potentially
problematic although no mention is made of Finch’s decision to publish a poem about
this monarch in her 1713 collection.'”® Other evidence cited is the use of the image of an
“uprooted oak” in “Upon an improbable undertaking” despite the fact that similar
imagery is used far more overtly in “The Petition for an Absolute Retreat”.'** The

inclusion of the undeniably political text “Moderation or the Wolves and the sheep. A

142 . R
McGovern and Hinnant xix-xx.

143 . R

w McGovern and Hinnant xxi.

1 . .e
McGovern and Hinnant xxii.
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Fable” is also referred to by McGovern and Hinnant. This text, based on sources in
Ogilby, L’Estrange and La Fontaine, telis the tale of sheep who are gulled by wolves into

145

thinking the latter mean no harm.”™ As a result, the shepherds allow their dogs to sleep,

only for the sheep to be savaged by the wolves. The fable concludes with the moral:

To better Teachers lend your ears
When next you have the power
A Wolf whatever he appears
Intends but to devour (29-32)

McGovern and Hinnant argue that this work is “devoid of specific political reference” but
see it as functioning as a Jacobite text through its “images of violence and usurpation”.'*
I would contend that the fable could be read as a warning against both Whig and
Williamite politicians but also that this fable is no more boldly political than many of
those published in Miscellany Poems. Thus, whilst I would suggest that McGovern and
Hinnant are right to draw attention to the political allusions within many of the Wellesley
poems, I would also argue that it is important to note that Finch had already published
equally, if not more, political works. Likewise, with the exception of the elegy to James
in the folio manuscript, I have been unable to identify a single poem in either the folio or
the octavo manuscripts that is more politically daring than those found in Finch’s 1713

volume. We cannot know for certain why Finch chose not to publish the Wellesley texts.

It is possible that she simply became more cautious due to age and illness. Despite such

' See Ogilby’s “Of the Woolves and Sheep,” L’Estrange’s “A League betwixt the Wolves and the Sheep”
and La Fontaine’s “The Wolves and the Sheep”. '
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uncertainty, however, it is simply not acceptable to argue that Finch’s political
allegiances are responsible for this decision when this argument is undermined by the
overtly political nature of Miscellany Poems. Even taking into account that many of the
Wellesley poems were written after the 1715 Jacobite rising and the subsequent
government crackdown, the suggestion that Finch was fearful of expressing her political
opinions in print seems too easy when one considers the content of her 1713 volume. 1
would suggest instead that it is more likely that the deeply personal aspect of much of the
religious poetry in this manuscript, concerned with the poet’s spiritual redemption,
influenced Finch’s decision not to publish. It therefore seems plausible that it was in fact
the personal rather than the political aspects of the Wellesley collection that were

responsible for it remaining in manuscript.

The final section of this chapter will examine this later religious poetry, contained in the
Wellesley manuscript, and the ways in which these poems explore both the retreat from
the world and the passivity that characterise the previously considered poems from
Miscellany Poems and the sense of exclusion as a woman writer discussed in some of
Finch’s manuscript works such as “The Introduction” and “The Apology”. I will argue
that, through these poems, Finch combines such passivity and exclusion with her
Christian faith and, by so doing, envisages a future in which her political beliefs and her

commitment to her right to write are both vindicated.
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Before considering the ways in which Finch achieves these ends it is necessary to
characterise the nature of this late religious verse. In the introduction to their edition of
the Wellesley manuscript, Barbara McGovern and Charles Hinnant consider the major

features of this work. One of the foremost of these is that these poems are:

specifically non-millenarian: the implicit contrast between heaven and
earth focuses not on the possible appearance of the Kingdom of God on
earth but on Finch’s anticipation of bliss in heaven as a recompense for
having endured the bitter ashes of defeat for Christ’s sake.'*’

McGovern and Hinnant also identify the importance of passivity in relation to Finch’s
religious writing and her Jacobite beliefs yet fail to connect this with her broader body of

work:

contemplation ... helps to validate her [Finch’s] uniquely resigned stance
towards the world’s political hypocrisy. Finch’s pessimistic view of the
England of the post-Glorious Revolution does not take the form ... of an
active Jacobite resistance but of a reluctant withdrawal — a strategic
withdrawal carried out in the awareness that the injustice that prompted it
can only be redressed in another world.'*®

I would suggest that this focus upon the afterlife is the logical extension of the passivity
and the impulse to retreat manifest in many of the texts that appear in Miscellany Poems.

Finch’s commitment to passive obedience, which is demonstrated in these poems, means

47 McGovern and Hinnant xxviii.
148 McGovern and Hinnant xxix.
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that she cannot envisage confronting her political opponents in this world. Heaven,
however, offers the hope of an existence in which Finch will be enabled to triumph over

such opponents whilst maintaining strict obedience to God’s will.

Across the course of the Wellesley manuscript, Finch thus reverts continuously to the
idea that true happiness can only be found after death. With regard to this theme it is
therefore significant that one of the longest poems in the collection is “The last chapter of
Eclesiastes Paraphras’d”. Finch’s source for this poem is, of course, well known for its
emphasis upon the vanity of worldly concerns.'* In lines that are not based upon her
source, Finch develops the idea that this world cannot provide lasting fulfilment
previously explored in “The Petition for an Absolute Retreat” and “A Nocturnal

Reverie”. In her paraphrase Finch suggests that God:

... bids thee look for something to be found,
Which nature yet imperfect, cannot bear,

In worlds remote, in a sublimer sphere,

Nor thirst for pleasures, till instated there (180-3)

Such sentiments are reiterated in another Wellesley manuscript poem, “An Aspiration,”

where, addressing God, Finch signals her rejection of earthly concerns:

All my hopes on thee I place
Faithfull are thy words of grace

149 Another text in Miscellany Poems, “All is Vanity,” deals with similar themes.
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Nor intend to court the times
For profits intermixt with crimes (11-14)

Such rejection is intimately connected to the idea of submission that is an essential aspect

of passive obedience: “Creator to thy hands Divine/See thy creature I resign” (9-10).

Similar preoccupations are visible in “The happynesse of a departed Soul” where Finch
adopts the conventional Christian image of the earth as a “prison” (3) from which the
soul longs to be freed: “Blest is the Soul which loos’d from sordid Earth/Soars to the
Mansions of her Heavenly birth” (1-2). This poem also introduces the idea, developed
more fully in other Wellesley texts, that Finch’s own literary talent will reach its
apotheosis in the afterlife: “My self might utter one of Sion’s songs/To thee Lord Jesus
tune my harp and heart/With reverence due and true Poetick art” (48-50). However, it is
in the two poems “A Suplication for the joys of Heaven” and “A Contemplation” that the
theme of a compensatory afterlife is explored most completely. In effect, these two
works fulfil a similar function in the Wellesley manuscript to that performed by “4
Nocturnal Reverie” in Miscellany Poems. Just as the latter poem imagines life in the
retreat called for in “The Petition,” so the manuscript texts seek to represent the afterlife
which Finch longs for in the paraphrase of Ecclesiastes and “An Aspiration” and which

she glimpses briefly in “The happynesse of a departed Soul”.

In “A Suplication” Finch presents heaven as the prize awarded to those who have

struggled faithfully on earth and thus as “the safe Goal of our well ended race” (12). In
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keeping with orthodox Christian belief, eternal life is the objective to which earthly
existence should be directed. Those who achieve this aim are those who prioritise their

spiritual over their physical welfare:

... Men refin’d from every gross allay

Who taught the Flesh the Spirit to obey

And keeping late futurity in view

Do now possess what long they did persue (27-30)

Less conventional, however, is the way in which Finch individualises her representation
of heaven in order to enable it to encompass her own literary aspirations. Reiterating the
desire that her literary talent achieve fulfilment expressed in “The happynesse of a

departed Soul,” Finch thus imagines herself achieving glory as a poet:

My low Poetick tendency be rais’d

Till the bestower worthily is prais’d

Till Dryden’s numbers for Cecilia’s feast

Which sooth depress inflame and shake the breast
Vary the passions with each varying line

Allow’d below all others to outshine

Shall yeild to those above shall yeild to mine

In sound in sense in emphasis Divine

Stupendious are the heights to which they rise

Whose anthems match the musick of the skies (43-52)

Starting with a humility trope through which Finch asks for her own verse to be “rais’d”
in the name of God’s glory, these lines swiftly move towards a far more ambitious
conception of their author’s potential. Identifying the most celebrated poetry she can

conceive of, Dryden’s “A Song for St. Cecilia’s Day, 1687, Finch fantasises about a
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time in which these shall be considered inferior to her own work.'*® By claiming that
God is the originator or “bestower” of her verse, Finch is able to imagine herself
achieving poetic glory. The speaker of “The Petition for an Absolute Retreat,” who begs
to be released “From all roving Thoughts™ and also from “Aims, that may Contention
breed,” imagines only a mental focus upon heaven whilst still living in this world. The
speaker of “4 Nocturnal Reverie” envisages only the thwarting of her earthly aspirations
with the return of day. However, the speaker of “A Suplication” is able imaginatively to

remove herself from such worldly constraints and thus to overcome them.

Finch achieves such resolution not simply by projecting her ambitions onto an afterlife
but also by defining herself not as an individual but as part of a community that is both
literary and political. In the closing section of “A Suplication” Finch asks to join both

“With Poets who supernal voices raise,” (57) and also:

With the Heroick Spirits of the brave

Who durst be true when threaten’d with the Grave
And when from evil in triumphant sway

Who e’er departed made himself a prey

To sanguine perils to penurious care

To scanty cloathing and precarious fare

To lingring solitude exhausting thoughts
Unsuccour’d losses and imputed faults

With these let me be join’d when Heaven reveals
The judgment which admits of no appeals (61-70)

1% Rinch’s choice of this work by Dryden may well have been politically motivated. In his commentary on
Dryden’s poem Earl Miner observes that, “espousal of music for social and religious occasions [as in
Dryden’s text] was commonly a sign of royalist, high Anglican sympathies,” The Works of John Dryden:
Poems 1685-1692, ed. Earl Miner and Vinton A. Dearing, vol. 3 (Berkeley: University of California Press,
1969) 460.
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Although this suffering group is not identified, the references to opposition to a power
that holds “triumphant sway” combined with the mention of poverty and exclusion and
with Finch’s known political sympathies all suggest that it is composed of Jacobites and
nonjurors. By envisaging the triumph of this dispossessed group in heaven, Finch is thus
able to disregard the problems caused by commitment to passive obedience on earth.
Action, as both a woman with literary ambitions and as a member of a group paralysed
by dependence on divine will, can be deferred with good conscience if one is secure in
the belief that God will ensure one is rewarded after death. The model of Jacobite
passivity that Knoppers argues was disabling in that “it provided no rationale for action
or call to arms,” in this poem becomes ironically enabling for Finch as it is through such

passive submission to God’s will that the most valuable prizes are achieved.""

The poem “A Contemplation” uses this model even more explicitly. In this text Finch
imagines heaven as a place “Where none usurps anothers Lands” (15). This allusion
surely refers to both the Cavaliers who lost their estates during the Civil Wars and the
Jacobites and nonjurors who were dispossessed under William III. In the twelfth stanza
Finch builds on this allusion by making the equation between political suffering and

religious justification overt:

With Christ’s there Charles’s Crown shall meet
Which Martirdom adorns

'*! Lunger Knoppers 264.
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And prostrate lye beneath his feet
My Coronet of Thorns (45-8)'2

The central royalist trope of the martyred Charles here allows Finch the opportunity to
express her own political and religious allegiance. Although a dependence upon the
essentially passive image of martyrdom many have caused problems for those who
sought to bring about the political success of the Jacobite cause, it provides Finch with an
ideal means of expressing fealty. Just as Charles’s martyrdom wins him a heavenly
crown, so Finch’s political loyalty to the Stuarts and her symbolic laying of her

Countess’s coronet at Christ’s feet in a supreme act of passive obedience will win her

eternal life.

In the following stanza, Finch extends the scope of her imagined justification to include

the heavenly redress of her own husband’s sufferings:

The Lord to whom my life is joyn’d
For Conscience here opprest

Shall there full retribution find

And none his Claimes molest (49-52)

Yet it is not only her immediate family who are represented as transfigured and

vindicated in the afterlife. In the closing section of the poem Finch describes the spiritual

152 These lines would surely have reminded Finch’s readers of William Marshall’s famous frontispiece to
Eikon Basilike (1649). This frontispiece showed Charles positioned in relation to an earthly crown, a
crown of thorns and a heavenly crown.
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glorification of her associate Lady Margaret Tufton, sister of the Anne Tufton, Countess
of Salisbury, who was mentioned in “4 Nocturnal Reverie”. Margaret Tufton, states
Finch, is “For piety renown’d” (66) and will thus “in transcending Virtues Shine/And
Equally be Crown’d” (67-8). In the poem, Tufton’s philanthropy is used by Finch as an
exemplar of the laudable use of wealth in contrast to the materialistic extravagance of
Cardinal Wolsey and the more contemporary example of the Whiggish Marlborough.
This focus upon Tufton might appear to sit oddly within a poem that begins, as its title
suggests, as a contemplation of heaven rather than a coterie piece. Yet the reference to
her friend enables Finch to establish a similar sense of community in this work as in “A
Suplication”. The implication of this poem is thus that Finch, her family and friends,
both political and personal, will be rewarded in heaven for their sufferings on earth. The
allusion to a Tufton in both this poem and “4 Nocturnal Reverie” also emphasises,
intentionally or otherwise, the contrast between the earth-bound speaker of the published

poem and the hoped for spiritual liberation of the speaker of the manuscript work.

The later religious poetry, particularly “A Suplication for the joys of Heaven” and “A
Contemplation,” thus enables Finch to vindicate the passivity that characterises so much
of her work and which is so prominent a feature of Miscellany Poems. More than this,
such poems also reveal the way in which Finch was finally able to present this passivity,
in the form of submission to God’s will, in a manner that demonstrated that it was
through such passivity that she believed she would ultimately be able to achieve both

political and literary rewards.
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Before concluding my discussion of Finch’s religious poetry, I would like to contrast her
approach to a compensatory afterlife to that developed in the critically overlooked poetry
of Mary Astell (1666-1731). Astell provides a useful counterpart to Finch for several
reasons. A fellow Jacobite and nonjuror, Astell was a contemporary of Finch’s. Like
Finch, Astell also explored the relationship between political and gender-based exclusion
and authorship. Astell’s poetry thus provides a lens through which to gain a greater
insight into the distinguishing features of Finch’s poetry on these themes. Astell is, of
course, best known as a writer of prose works concerned with philosophical and
theological issues and as one of the first “feminists” in England. However, what is less
well known is that Astell was also the author of a small volume of poetry.'>® In 1689
Astell addressed her volume to William Sancroft, Archbishop of Canterbury, apparently
as a thanks offering for the financial assistance and introductions he had provided her
with shortly after her arrival in London. Archbishop Sancroft was an appropriate figure
for Astell to approach. In her 1986 biography of Astell, Ruth Perry describes how
Sancroft was noted for his charitable works and also how, as one of the leading nonjuring
clergy, he was an individual whom Astell admired and respected. The volume itself
contains just twelve poems and remained unpublished until reproduced as an appendix to

Perry’s work.'>*

153 Oxford, Bodleian Library, MS Rawlinson Poet 154, fols. 50r-97v.

1% The text of this manuscript is reproduced in Ruth Perry, The Celebrated Mary Astell: An Early English
Feminist (Chicago: University of Chicago Press, 1986), Appendix D. See Perry 66-69 for further
information about the manuscript volume. All quotations have been checked against the original
manuscript. For ease of reference, citations will be given for both the manuscript and the Perry appendix.
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Unsurprisingly, given the dedicatee, the poems in Astell’s collection all address religious
concerns. However, the single idea that Astell returns to most consistently is the
worthlessness of earthly rewards and the allied belief that those who suffer in this life
will achieve recompense in heaven. Like Finch, Astell thus explores the notion of a
compensatory afterlife that will redress the wrongs she experiences in this world. Yet
Astell’s work, unlike Finch’s, uses such an imagined afterlife actively to counter the
disadvantages faced by the poet in her earthly incarnation. Whereas Finch ultimately
appears passively to accept the idea that happiness is only possible in heaven, Astell uses
her conviction that she will be redeemed to assert her superiority to all those worldly
“blessings” that she is denied. Whilst Finch is thus forced to a position in which
vindication must be deferred, Astell’s stance leads her to a more militant assertion of her

own position in this world.

Astell’s compensatory approach to earthly unhappiness is introduced in the very first
poem in the collection, “The Invitation” (fol. 52r-v, Perry 401-2). In this poem the
speaker finds comfort through the knowledge that heaven will provide a refuge in which
worldly troubles are transformed into joy: “Then he who never lets us sigh in vain,/Will
turn to brightest Joy thy Greif & pain” (fol. 52r, Perry 402). More significantly, in the
first stanza of this poem, Astell also validates her own ambitions by merging her literary

with her religious aspirations:

Come Muse, and leave those wings that soar
No further than an Earthly flight,
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Let us the GOD of Heav’n implore,

And tune our Notes Aectherial height;

Heav’n thy Parnassus be, thence learn thy Song,

Thy Saviour’s side shall be thy Helicon. (fol. 52r, Perry 401)

In “The Invitation” Astell therefore links her own literary fame to both a heavenly muse

and also to Christ’s passion:

His Crown of thorns shall be thy bays,

His Cross shall be thy shady Grove.

Which will at last be to a Kingdom blown,

And thy sharp bays will sprout into a Crown (fol. 52r-v, Perry 402)

The initial text in her volume thus offers a presentation of the afterlife that combines a
conventional view of an “Eternal Rest” with a far more active and aspirational fulfilment
of the poet’s ambitions — a Muse that inspires a merely “Earthly flight” is of no interest to

Astell, her sights are set on an “AEtherial height” (fol. 52r, Perry 401).

In her second poem, “In emulation of M" Cowleys Poem call’d the Motto page I” (fols.
52v-53r, Perry 402-3), Astell develops the links between her creative and her religious
impulses and moves towards a rejection of the idea of fame. In this poem, Astell
dismisses those qualities that bring earthly renown — wealth, greatness, beauty, wit and
fame — yet she does so in a way that inverts the fact that she feels excluded from the
possession of such qualities. Instead of arguing simply that she will be recompensed for

such exclusion in heaven, Astell reverts to the idea of her own “Ambition” that she has
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introduced in “The Invitation” and rejects as beneath her the very assets she feels
deprived of: “These cannot my Ambition please,/My high born Soul shall never stoop to
these” (fol. 52v, Perry 402). Such sentiments distinguish Astell from Finch. Whereas
Finch’s compensatory view of heaven leads her to adopt a passive position of submission
to God’s will, Astell’s stance is characterised by the pride of an individual who refuses to
be valued by standards that she herself rejects. Yet such self-assertion is problematic.
Astell rejects “the common way” of worldly ambition that she is barred from on earth by
her “Nature” or sex yet she is also unable to emulate the Christian figures she admires
(fol. 53r, Perry 403). The speaker is aware that she cannot “be a Peter or a Paul”. The
only female role model she is able to identify is Mary, whose “Priviledge ...[she] cannot
wish,” a decidedly ambiguous phrase which implies both a sense of her own
unworthiness and a more straightforward disinclination for such a function (fol. 53r,
Perry 403). The poem ends on a distinctly ambivalent note with the speaker declaring,
“And tho I want a Persecuting Fire,/I’le be at lest a Martyr in desire” (fol. 53r, Perry
403). The solution that the speaker finds to her predicament may be theologically
acceptable yet one is left wondering whether it is truly satisfying. The fact that the poem
ends with the word “desire” leaves the reader less with a sense of the speaker’s

submission to God’s will than with an awareness of her thwarted wishes and potential.

In the poem “Ambition” (fols. 54v-55r, Perry 405) Astell returns to the idea that she is
superior to those who seek earthly success yet reverses the dynamic of the poem written
in emulation of Cowley. Whereas the latter poem ends on a note of regret, “Ambition” is

distinctly triumphant in tone:
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Vile Greatness! I disdain to bow to thee,

Thou are below ev’n lowly me,

I wou’d no Fame, no Titles have,

And no more Land than what will make a grave,

I scorn to weep for Worlds, may I but reign

And Empire o’re my self obtain,

In Caesars throne I’de not sit down,

Nor wou’d I stoop for Alexanders Crown (fol. 54v, Perry 405)

Despite the reference to “lowly me” this poem is spoken in the voice of an individual
with a profound sense of self-worth. Perfecting the manoeuvre that enables her to reject
the very earthly rewards she may not possess, this text positions the speaker as one who,
whilst excluded from “Fame,” “Titles,” “Land” and “Empire,” is simultaneously greater
than the greatness she rejects. The third stanza extends such self-reliance, essentially
rendering Astell impervious to the whims of critics and establishing her as the primary

judge of her own work:

If I write sense no matter what they say,

Whither they call it dull, or pay

A rev’rence such as Virgil claims,

Their breath’s infectious, I have higher aims (fol. 55r, Perry 405)

Having already established in her poem in emulation of Cowley that it is spiritual rather
than earthly achievement that is of true value, Astell continues to explore this idea in the
final two stanzas of “Ambition”. The contrast bétween those “Mean spirited men” (fol.
55r, Perry 405) who seek worthless fame and her firm assertion in the first stanza that

women are possessed of the feature that is essential for true glory — a soul — enables
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Astell to finally dispose of the idea that her sex restricts her. Indeed her gender, which
implicitly bars her from the possession of many forms of earthly power, in itself seems to

become an aid in her quest for “a Crown of Glory”:

This I’'me Ambitious of, no pains will spare

To have a higher Mansion there,

Where all are Kings, here let me be,

Great O my GOD, Great in Humilitie (fol. 55r, Perry 405)

These lines are paradoxical in more ways than are implied simply by the coupling of two
seemingly opposite qualities. The very humility that the speaker identifies as the route to
true glory is barely in evidence in a poem that is committed to exposing her “scorn” for
the world and her own “higher aims”. Such a paradox draws attention to the complexity
of the situation from which Astell’s speaker seeks to free herself. As a clearly ambitious
individual she is forced to sublimate her ambition into terms that coincide with both
earthly possibilities and Christian values, yet this very sublimation simultaneously

aggrandizes her.

The poem “Heaven” (fols. 75r-79v, Perry 429-435) enables Astell’s recurrent theme of

the worthlessness of earthly rewards to reach its apotheosis:

... to its native place my Soul aspires,
And something more than Earth desires,
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Heav’n only can it’s vast Ambition fill,
And Heav’n alone must exercise my mind and quill (fol. 75v, Perry 430)

In these lines, Astell returns to the desire she expressed in the opening lines of “The
Invitation” that her Muse should help her reach an “AEtherial height”. In “Heaven,” far
from being “a poor simple Girl” (fol. 75r, Perry 429) as she claims in that text, the
speaker has achieved the confidence to view heaven not as the “Eternal Rest” of the

earlier poem, but as the only state that can fulfil her own “vast Ambition”.

The final poem in the volume, “The Thanksgiving” (fols. 90v-93r, Perry 449-453),
synthesizes Astell’s belief that worldly gifts are a distraction from the love of God with a
reiteration of the idea that earthly suffering is in fact a blessing as it focuses the mind on
spiritual redemption. The speaker emphasises her own unworthiness in relation to God’s
bounty yet also underlines her confidence in God’s love for her. The features that more
worldly individuals might perceive as lacking from her life are transmuted into signs of
God’s favour. Even her “Friendless” (fol. 92r, Perry 451) state is a blessing as it is a sign
that God has jealously “engross’d” (fol. 92v, Perry 452) all of her heart. The speaker is

ultimately shown as vindicated in relation to those who pity her:

From my secure and humble seat,

I view the ruins of the Great.

And dare look back on my expired days,

To my low state there needs no shameful ways. (fol. 91v, Perry 451)
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The inversion of worldly hierarchies is thus complete and Astell concludes her volume
with a poem in which her speaker marks herself out as an individual beloved of God and

“secure” in her dismissal of those who possess the earthly gifts she lacks.

Whilst both Astell and Finch use the concept of a compensatory afterlife as a means of
coping with difficult external circumstances, the contrasting tones of their poetry tells us
much about their differing approaches to worldly disappointment. Although Astell
undoubtedly perceives heaven as the ultimate goal of both her life and verse, she also
attempts to assert the dignity and vindication of her poetic speaker whilst she is still on
earth. For Finch, the only hope of such vindication lies far in the future after death.
Finch also merges her own ultimate fulfilment with those of the communities to which
she belonged. She thus imagines her own literary triumph in “A Suplication for the joys
of Heaven,” the same poem in which she visualises the vindication of the dispossessed
Jacobites. The keen sense of individualism and self-assertion that is so apparent in

Astell’s poems is, I would suggest, absent in Finch’s religious writing.

Finch’s poem “A Contemplation” makes the differences between the two authors even
more apparent. The verbal echoes between this work and Astell’s “The Invitation” are
remarkable. Like Astell’s poem, Finch’s text opens with a decision to raise her thoughts
heavenward. However, unlike Astell, Finch feels the need to excuse and justify her

ambitious thoughts:
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Indulg’d by ev’ry active thought
When upwards they wou’d fly

Nor can Ambition be a fault
If plac’d above the sky

When humbled first we meekly crave
Remission for the past

We from the fore-tasts which we have
May guesse our Joys at last (1-8)

Whereas Finch’s lines emphasise her supplication, Astell’s reveal her sense of personal
entitlement. Rejecting a mere “Earthly flight” Astell aspires to “tune our Notes AEtherial

Height”.

There are also similarities between the third stanza of Astell’s poem and the fifth stanza
of Finch’s work. Astell envisages God calling her to “Wipe thy blind eyes dark’ned with
tears” (fol. 52r, Perry 402) whilst Finch views heaven as a sphere in which “tears are
wip’d from clouded Eyes” (19). For Astell, God “never lets us sigh in vain” (fol. 52r,
Perry 402) whilst for Finch? the afterlife ensures that “Sighs for ever cease” (20).
However, the closest parallel between the texts is also the one that most clearly illustrates
the differences in tone between the two poems. In the final stanza of “The Invitation”
Astell visualizes her praise of God as resulting in her attainment of both “bays” and a
“Crown” of spiritual glory. Finch by contrast imagines prostrating herself beneath the
feet of both Christ and Charles I and crowns herself, not with bays and glory, but with

thorns.
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A comparison of Astell’s to Finch’s poetry thus enables the reader to gain a clearer
perspective on the passivity of the latter. In this chapter I have illustrated the ways in
which Finch’s published works are more politically assertive than previously
acknowledged and have argued that a too-exclusive focus upon gender obscures this fact.
However, at the core of those beliefs that Finch felt able to express in print, lies a
submissiveness to God’s will and to external circumstances that is the inevitable result of
a Jacobitism founded on notions of passive obedience. The example of the poetry written
by fellow Jacobite Mary Astell demonstrates that a belief in a compensatory afterlife is
compatible with self-assertion in this world. Finch’s poetry, by contrast, imbues an
already passive political stance with a further layer of personal diffidence. The result is a
complex body of work dominated by divergent impulses towards political expression and

submission.

Towards the end of her life Finch appears to have resolved the issues of political failure
and dispossession as a woman writer that recur in so much of her verse. However, the
resolution she achieves, which is demonstrated in her later religious verse, is intensely
personal as it is intimately connected to her hopes for her own spiritual salvation. I
would suggest that the deeply private nature of such verse, rather than the political
connotations of the Wellesley manuscript as a whole, is the most likely reason that these
works remained unpublished. The fact that such works did remain in manuscript should
not detract from the fact that they are the culmination of a broader body of writing in
which Finch had shown that she was not afraid to engage with political issues in public,

as is demonstrated by her publication of Miscellany Poems. Jacobitism, I would suggest,
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was therefore central to Finch’s authorial identity as it gave her the impetus to publish her
most political works and thus, at least temporarily, to overcome the anxieties she felt

about her status as a woman who wrote.
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Chapter Two

“A History Reduc’d into Patches”: Jane Barker’s Prose Fictions

Jane Barker (1652-1732), poet, novelist and Jacobite polemicist, is one of the early
modern women writers who have been “rediscovered” and rescued from almost total
oblivion in the past two decades. In 1997 many of her poems and three of her novels
appeared in an edition edited by Carol Shiner Wilson and in the year 2000 she became
the subject of a single author study by Kathryn King.! The body of critical work
concerned with Barker, whilst still small, is thus steadily expanding. Considerable
research into Barker’s biography has also been undertaken, primarily by Kathryn
King, Jeslyn Medoff and Carol Shiner Wilson.” As a result, we now possess a

substantial amount of information about Barker’s life.

Born in Northamptonshire, Barker lived for eighty years during which time she
published both novels and poetry and also produced coterie verse. She appears to
have attended a girls’ school in Putney but also to have been a committed autodidact
who read extensively in the fields of poetry, classics and medicine.> Barker never

married and frequently praised the single life in both prose and verse. At some point

! Jane Barker, The Galesia Trilogy and Selected Manuscript Poems, ed. Carol Shiner Wilson (Oxford:
Oxford University Press, 1997) and Kathryn King, Jane Barker, Exile: A Literary Career 1675-1725
(Oxford: Clarendon Press, 2000). See King, Exile 2, for a brief discussion of the disappearance of
Barker’s writing from public view after her death.

? Kathryn King and Jeslyn Medoff, “Jane Barker (1652-1732) and Her Life: The Documentary
Record,” Eighteenth-Century Life 21.3 (1997): 16-38; Carol Shiner Wilson, Introduction, The Galesia
Trilogy; King, Exile. For the biographical information in this chapter I am particularly indebted to the
last of these sources.

3 Barker’s novel Love Intrigues, or, the History of the Amours of Bosvil and Galesia, As Related to
Lucasia, in St. Germains Garden (London: E. Curll and C. Crownfield, 1713) appears to be strongly
autobiographical. Barker’s brother Edward, who studied at Oxford, is portrayed in her novel as
assisting Barker’s fictional alter ego, Galesia, in her studies. Edward’s death shortly after he received
his MA in 1675 seems to have affected Barker very deeply and her sorrow at his loss recurs as a theme
in both her poetry and her prose writings. At some point, probably in the 1670s, Barker also
established friendships with a group of students at Cambridge with whom she exchanged coterie verse
(King, Exile 23). In her novel A Patch-Work Screen for the Ladies; or, Love and Virtue Recommended
(London: E. Curll and T. Payne, 1723), Barker describes this supportive community of friends and
shows Galesia receiving books and pamphlets from these students.
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during the first half of the 1680s and after the death of her father Barker moved to
London. There, she published her first book, Poetical Recreations, in 1687.* The
events of Barker’s life in the second half of the 1680s are obscure. However, the
evidence of her manuscript poems suggests that she converted to Roman Catholicism
under the influence of the Benedictines at some point during this decade. After the
Revolution of 1688 Barker followed the exiled Stuart court to France. Living in St-
Germain-en-Laye, Barker continued to work on her collection of manuscript poems
now known as the Magdalen Manuscript.” In 1704 Barker returned to Wilsthorp in
Lincolnshire, where she had originally moved with her family in 1662, and managed a

farm whose leasehold she had inherited several years before.®

Despite her return to
England Barker appears to have remained unstintingly loyal to the Jacobite cause.

Indeed, in 1718 Barker wrote to James Butler, second duke of Ormonde, encouraging

him to lead a Jacobite invasion of England.’

The first decades of the eighteenth century also saw the publication of Barker’s
novels. Love Intrigues, or, the History of the Amours of Bosvil and Galesia appeared
in 1713. This was followed in 1715 by Exilius; or, The Banish’d Roman. In 1718
Barker followed these two novels with a non-fiction text, a translation of a French
devotional work entitled The Christian Pilgrimage. In the 1720s Barker published

her two “patchwork” narratives: A Patch-Work Screen for the Ladies; or, Love and

* Poetical Recreations: Consisting of Original Poems, Songs, Odes, & c. With Several New
Translations. In Two Parts (London: Benjamin Crayle, 1688). Kathryn King has discovered that
although the title page of this work bears the date 1688, the volume was actually on sale by December
1687. This indicates that the work was not written in response to the Revolution of 1688 as some critics
have supposed (King, Exile 31).

’ Oxford, Magdalen College Library, MS 343. See Kathryn King, The Poems of Jane Barker: The
Magdalen Manuscript (Oxford: Magdalen College, 1998) for further information. See King, Exile
112-14 for manuscript evidence of Barker’s conversion.

S King, Exile 13.

? London, British Library, Stowe MS 232, Letter of 19 March 1718. This BL holding contains a
variety of Jacobite correspondence.
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Virtue Recommended (1723) and The Lining of the Patch Work Screen; Design’d for
the Farther Entertainment of the Ladies (1726). Both of these novels feature the
character of Galesia, who had previously appeared in both Love Intrigues and
Poetical Recreations. Of these five works, all but The Lining of the Patch Work

Screen were published by the notorious Edmund Curll.®

Barker’s movements during these years are somewhat elusive and it is possible that
she returned to France between the publication of The Christian Pilgrimage and A
Patch-Work Screen for the Ladies. However, it does seem certain that she left
England for France once more in 1727.° In 1730, following an apparently miraculous
cure from a tumour, Barker also became involved in a renewed campaign to have
James II canonised. The campaign ended in failure and Barker died within two years

of this date.!® She was buried in St. Germain.

As can be seen from this brief summary, Barker’s life was a complex one. Issues of
gender, politics and religion intersected in both her life and work and it is this
intersection that makes her such an interesting figure. However, [ would suggest that,
in the move towards gaining recognition for Barker, there is a possibility that her
complexity is being overlooked. In Chapter One I considered the ways in which an
intense focus upon issues of gender in the work of Anne Finch is limiting our

understanding of the political nature of much of her work. In this chapter I will argue

8 Exilius; or, The Banish’d Roman: A New Romance: In Two Parts, Written after the Manner of
Telemachus (London: E. Curll, 1715); The Christian Pilgrimage; or, A Companion for the Holy Season
of Lent (London: E. Curll and C. Rivington, 1718); The Lining of the Patch Work Screen; Design’d for
the Farther Entertainment of the Ladies (London: A. Bettesworth, 1726). Kathryn King points out that
Bosvil and Galesia was the first novel published by Curll (Exile 189).

? King, Exile 159. Wilson, The Galesia Trilogy xxxi.

' King, Exile 103-8.
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that, in a similar manner, the desire to make Barker’s work more visible may in itself
have led to premature and constricting attempts to categorize her writing. As with
Anne Finch, the initial impetus for work on Barker came from feminist critics. As a
result, the first scholarship concerned with Barker tended to focus on issues of gender.
One of the earliest articles on this author, written by Jane Spencer, thus explored the
ways in which she sought “to define herself as a woman and a writer”. The very title
of this article, “Creating the Woman Writer: The Autobiographical Works of Jane
Barker,” with its emphasis upon gender and autobiography, makes it clear that the
first of these designations is as important as the second. Although Spencer
acknowledges the importance of both religion and politics to Barker’s life and work,
such issues are marginalised in this article. Not only is Barker’s gender identity
viewed as central, it is also presented in extremely narrow terms. Spencer writes that,
“Jane Barker was one of the earliest ‘respectable’ women novelists” and aligns her
clearly with the tradition of Katherine Philips as opposed to Aphra Behn.!! As I will
demonstrate, such descriptions have had a powerful and misleading effect upon

subsequent interpretations of Barker’s work.

Thirteen years after Spencer’s initial article on Barker, Carol Barash sought to extend
our understanding of Barker’s work by drawing greater attention to the political
aspects of the texts. Unfortunately, Barash’s analysis subjugated Barker’s politics to
her own gender-based preoccupation with the femme forte.'> This resulted in a focus

upon the figure of Mary of Modena and upon female relationships that exaggerated

' Jane Spencer, “Creating the Woman Writer: The Autobiographical Works of Jane Barker,” Tulsa
Studies in Women'’s Literature 2.2 (1983): 165-81 (166, 179).

2 Carol Barash, English Women’s Poetry, 1649-1714: Politics, Community, and Linguistic Authority
(Oxford: Oxford University Press, 1996).
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their significance in Barker’s work and thus distorted the nature of her writing. "

The late 1980s and 1990s saw moves to contextualize Barker’s work in ways which
drew attention to the wide variety of the author’s preoccupations, most notably with
religion and politics. Such contextualisation viewed gender as existing alongside such
concerns but not dominating them. The 1988 anthology, Kissing the Rod, emphasized
the importance of both religion and politics in its headnote on Barker and the three
poems by this author reproduced in this volume focus on Catholicism and medical
study as well as upon gender politics.'* Even more significantly, Carol Shiner
Wilson’s 1997 edition contained an introduction that placed Barker within her
literary, historical and political contexts as well as considering her as a “woman
writer”. Wilson’s edition not only reproduced Barker’s three novels but also a
variety of her manuscript poems, written during the author’s exile in St. Germain.
Several of these poems point the reader towards Barker’s political interests through

their focus upon the exiled Stuart monarchs and their court. 3

Yet, even with such developments, the religious and political aspects of Barker’s
work remained under explored. Wilson’s edition, despite providing an excellent
introduction to Barker, could clearly only hint at the possibilities for future study in

these areas within the remit of a thirty page introduction. As a result, in her 2000

1 See King, Exile 130-1 for a detailed rebuttal of Barash’s argument.

14 Germaine Greer, J eslyn Medoff, Melinda Sansone and Susan Hastings, eds., Kissing the Rod: An
Anthology of Seventeenth-Century Women’s Verse (London: Virago, 1988) 354-369. The three poems
anthologised are “Fidelia arguing with her self on the difficulty of finding the true Religion,” “A Virgin
life,” and “She begining to study phisick, takes her leave of poetry, so falls into a long degression on
anatomy”.

5 Of particular interest in this respect are “To His Royal Highness the Prince of Wales, on His birth
day 1689: or 99,” “To Her Majesty the Queen, on the Kings going to Callis this carnival 1696,” “The
Miseries of St. Germains, writ at the time of the pestilence and famin, which reign’d in the years, 1694
et 95,” and “At the sight of the body of Our late gracious sovereign Lord King James 2d As it lys at the
English Monks”.
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study, Kathryn King argued that issues of gender still predominated in interpretations
of Barker’s work and that such a situation served to falsify our perceptions of this

author. King warned:

... if this study teaches us anything it is that feminocentric paradigms
conceal as much as they reveal and, for historically minded readers,
may impose unacceptable distortions. By examining Barker’s
religious and political affiliations, her immersion in a mixed-gender
literary manuscript culture, her continuities with so-called ‘male
literary traditions’ as well as with other women writers, her
identifications with universities, learned men, and academic medicine,
and her unfolding loyalties to the modern market-place of print, we
have seen some of the ways she lived and wrote as part of her own
time and place. Indeed, an account of her multiple engagements with
early modern culture offers, if not a rebuke, at least a challenge to
treatments that assign women to a private feminine sphere and women
writers to feminocentric lines of ascent — constructs which, for this
period anyway, seem more and more the products of our own separatist
imaginings.'®

My own readings of Barker’s work fully support King’s conclusions. To prioritise
gender concerns over all others in her work seems to inflict precisely the
“unacceptable distortions” King laments. Barker, unfortunately, appears to be
particularly vulnerable to such distortion. For the reason that they include stories
ostensibly concerned with love, courtship and seduction Barker’s first published
novel, Love Intrigues, her two “Patchwork Narratiyes” and also Exilius have been
analysed predominantly in terms of gender relationships. In King’s words, “existing
approaches ... tend to concentrate upon gender-and-genres themes in relation to
feminist paradigms of female authorship or to pursue the meanings of Barker’s

autobiographical self-inscriptions”.!” Like King, I in no way wish to downplay the

significance of such interpretations. However, also like King, I wish to suggest that

' King, Exile 233.
" King, Exile 147.
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there is more to Barker’s work than an exclusive concentration upon gender can
reveal. This is especially the case as Barker’s writing is frequently viewed not simply
through the perspective of gender, but through the restrictive view of gender that was
apparent in Spencer’s article. As Barker’s stories about love tend to be cautionary
and as she herself and her quasi-autobiographical literary personas Fidelia and Galesia
appear as resolutely single, Barker is frequently seen as a “pious” and “respectable”
writer and is placed in contrast to more “scurrilous” novelists such as Behn, Manley
and Haywood. King quotes John Richetti’s influential description of Barker’s works
as “pious polemics” but asserts that she herself has yet to discover any evidence that

Barker was viewed “as morally improving” or indeed “read at all” after her lifetime.'®

Whilst undermining the labelling of Barker as a “pious” writer, King also seeks to
question the “good girl/bad girl” division of early modern women writers into
descendants of either Katherine Philips or Aphra Behn. Making reference to the work
of critics such as Paula McDowell and Carol Barash, King argues that such
distinctions are simplistic and misleading and serve to eradicate the political

connections between writers who are usually separated by such labels."”

Despite
King’s efforts, such distinctions remain prevalent today. In 2004 as sensitive a critic

as Hero Chalmers reiterated the idea of a division between the heirs of Behn and the

heirs of Philips, firmly identifying Barker as an heir of the latter.””

'® John Richetti, Popular Fiction Before Richardson, Narrative Patterns: 1700-39 (Oxford: Clarendon
Press, 1969) 239, qtd. in King, Exile 7; King, Exile 8. King comments that neither of the patchwork
narratives had a second edition (Exile 190).

% Barash, English Women’s Poetry; Paula McDowell The Women of Grub Street: Press, Politics and
Gender in the London Literary Marketplace 1678-1730 (Oxford: Clarendon Press, 1998); King, Exile
19-20. King does not refute the fact that Barker “wrote to pious and didactic purposes” but argues
against a simplistic reading of such didacticism (Exile 9).

% Hero Chalmers, Royalist Women Writers, 1650-1689 (Oxford: Clarendon Press, 2004) 200.
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Whilst I would agree with King’s analysis I would also contend that her application of
it does not go far enough. Although King repeatedly emphasises the importance of
politics and religion in Barker’s writing, I would suggest that her study ultimately
underplays the bold and overt nature of Barker’s political engagement and, as a result,
misrepresents the “tone” of her political expression. Such remarks should not be
taken as a negation of King’s achievement. On the contrary, it is only because of
King’s work that we are now in a position to examine Barker’s politics in greater
detail. In the following two chapters, I will explore the nature of Barker’s political
beliefs and specifically her Jacobitism. I will argue that Barker is a writer whose
politics are far more specific and interventionist than have yet been identified and will
suggest that our impressions of Barker’s “pious” and decorous writing persona are

still preventing us from appreciating her political radicalism.

Central to such radicalism is Barker’s Catholicism. Barker’s religious beliefs will be
discussed in Chapter Three. However, it is important to note at this stage that her
conversion powerfully influenced the ways in which she perceived the political events
of her age. The collection of manuscript poems by Barker now housed in Magdalen
College, Oxford, which includes a narrative of her conversion, offers a profound
insight into the ways in which her religion shaped her interpretation of such events.
These poems, which were not published during Barker’s lifetime, appear to have been
circulated only among those sympathetic to her views.?! In these poems Barker
reinterprets English history in the light of her new faith. Viewing the battle between
good and evil as quite literally manifested in the events of English political history,

Barker presents the battle between the Jacobites and their enemies as a battle for the

*! Magdalen MS 343; King, Exile 135.



120

soul of England. Barker’s conversion to Catholicism prompts a sense of intense
involvement with public, political events. Barker was obviously not the only writer to
cast the Revolution of 1688 and its aftermath in terms of a spiritual conflict between
heaven and hell. Elizabeth Singer Rowe, although a staunch Williamite, operates in
similar terms when writing as “Philomela” in her Poems on Several Occasions of
1696.7 Of course it is important to remember that Barker’s and Singer Rowe’s
readings of contemporary political events should be seen in the context of a
widespread literary engagement with ideas of providence and English history in the
1690s and the first decades of the new century. Pope in both the 1704 and 1713
versions of Windsor Forest and Dryden in his translations and interpretation of Virgil
both use their writing to explore English history. Whiggish appropriations of Milton
at this time use the poet to investigate ideas of Englishness and texts such as Robinson
Crusoe are now being read in terms of Whig history.? By viewing early modern
women writers such as Barker and Singer Rowe within such contexts we not only
extend our understanding of their own work but also further extend the

recontextualisation of early eighteenth-century literature as a whole.

Barker’s published works, including the prose fictions that will be the focus of the
present chapter, are not as apocalyptic in tone as these manuscript texts. However, I

would argue that many of them do display a similar level of political commitment,

2Elizabeth Singer Rowe, Poems on Several Occasions. Written by Philomela (London: 1696). King
complains about the fact that the writings of early modern women are often depoliticised, “We are
reminded how anachronistic it is to expect the verse of early modern women to yield the qualities of
mild benignancy that the sentimental notions of femininity of a later age have encouraged us to attach
to the idea of ‘the woman poet,”” Exile 133. King also likens Barker to Singer Rowe: “We hear in
Barker much the same note of resounding certitude voiced in the early verse of Elizabeth Singer ...
when, in the same decade but from the other end of the political spectrum, she called upon God to
gunish William’s enemies at the Battle of the Boyne,” Exile 132.

3 See Nicholas von Maltzahn, Milton’s History of Britain: Republican Historiography in the English
Revolution (Oxford: Clarendon Press, 1991) and “The First Reception of Paradise Lost (1667),” RES
47 no. 188 (1996): 479-99; Tom Paulin, Crusoe’s Secret: The Aesthetics of Dissent (London: Faber,
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they simply manifest it in different ways. Barker is not a naive writer. She is,
admittedly, neither a distinguished versifier nor a great prose writer. However, she is
a more accomplished technician than is usually acknowledged. As a result she is
able to construct texts that convey political opinions that are, in some instances, not
just bold but positively dangerous whilst simultaneously protecting herself. One of
the main techniques that she uses to do this is to create works which operate on
different levels simultaneously — in effect, she establishes ways of covering her traces.
Thus texts such as Love Intrigues and the two patchwork narratives are, in some
senses, “about” gender relations in late seventeenth- and early eighteenth-century
England. These texts allow Barker to explore the implications of love, marriage —and
seduction — for women at this time. Perhaps more significantly, they also allow her
to explore the possibilities open to women who chose to reject the roles of wife and
mother and to live instead as single women. These novels are also broadly political
in terms that maintain the idea of Barker as a “respectable” woman writer whose
politics are less overtly propagandistic than those of, for example, the novelist and
pamphleteer Delarivier Manley. Thus, the frequent references to broken vows and
lost lovers that recur within Barker’s fictions can — and indeed are— frequently

identified as standard Jacobite tropes.**

However, certainly in the cases of Exilius and the patchwork narratives, the specifics
of Barker’s plots can be read as far more precise and indeed far more aggressive in

their political implications. I will argue that Barker’s prose fictions contain more

2005) 80-104 and Michael Seidel, “Crusoe in Exile,” PMLA 96:3 (1981): 363-74.

2 See Paul Kléber Monod, Jacobitism and the English People, 1688-1788 (Cambridge: Cambridge
University Press, 1989), particularly Chapters 2 and 3, for an extended discussion of Jacobite
symbolism. A discussion of the political significance of broken vows can be found in Toni Bowers,
“Sex, Lies, and Invisibility: Amatory Fiction from the Restoration to Mid-Century,” The Columbia
History of the British Novel, ed. John Richetti, John Bender, Deirdre David and Michael Seidel (New
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specific political references than have yet been acknowledged and also that the
individual texts contain different political messages with her final novel, The Lining
of the Patchwork Screen, being her most overtly Jacobite. Even Kathryn King, who
acknowledges the political aspects of Barker’s work, fails to draw attention to the
specificity of Barker’s political commitment.> Although King describes Barker as
“arguably, England’s leading producer of Jacobite fiction” and points out some of the
specific allusions in Exilius, her overall interpretation of Barker’s politics, as
manifested in her prose narratives, is that their Jacobitism is not “overt, systematic, or
even sustained”.?® Although the prose fictions are presented as “highly allusive
political meditations,” they are seen as essentially nostalgic and elegiac — at one point
Barker is said to speak “less as a woman than as a study in exemplary Jacobite
quietism”. Exilius becomes an “inadvertently” Jacobite work.”’ A reader unfamiliar
with Barker’s works would, I believe, gain an inaccurate impression of Barker’s

engagement with political issues from such comments.

This said, King does make it clear that she believes that “Barker’s Jacobite politics
went well beyond a sentimental attachment to the Stuart rose, oak trees, and tartan
plaids ... or the ‘emotional Jacobitism’ sometimes attributed to Pope”.2® The term
“Emotional Jacobitism” was coined by Douglas Brooks-Davies and has been analysed
by Howard Erskine-Hill.?> Pointing out that “‘Emotional’ may be equated with

‘nostalgia’ and may “be understood to refer to residual feeling when action or

York: Columbia University Press, 1994) 50-72.

% Other works which consider the political aspects of Barker’s writing are Carol Barash’s English
Women'’s Poetry 174-208 and Toni Bowers’, “Jacobite Difference and the Poetry of Jane Barker,” ELH
64 (1997): 857-69.

% King, Exile 149, 161.

27 King, Exile 149, 163, 152.

2 King, Exile 12.

 Douglas Brooks-Davies, Pope’s Dunciad and the Queen of the Night: A Study in Emotional
Jacobitism (Manchester: Manchester University Press, 1985); Howard Erskine-Hill, The Poetry of
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desired change are assumed to be hopeless,” Erskine-Hill argues that “Emotional
Jacobitism” is part of “a self-evidently retrospective judgement”.>’ Barker does look
to the past with regret and she clearly feels that the age in which she lives is one in
decline. However, her engagement with politics is not the form of Jacobitism that
Erskine-Hill defines as “principled sentimentalism” 3! Barker’s texts are not simply
wistful evocations of a political order that has been lost, they are also critiques of
what has come to replace it. As such, they are highly conscious interventions in the
world in which their author lives and writes and, I would suggest, in the case of the
patchwork narratives, they offer direct political challenges to their readers. Despite
her claims that Barker is more than a merely “emotional Jacobite,” King’s
characterisation of Barker’s Jacobitism as not “overt, systematic, or even sustained”
not only suggests that it is close to “emotional Jacobitism” but is also dangerously
reminiscent of the remarks made by critics such as Jerry C. Beasley and John Richetti

who present Barker as an essentially “moral” rather than political writer.>?

For Beasley any political content in Barker’s work is entirely subsumed within a more

general tone of moral critique:

The point is not that works like Haywood’s amorous Love in Excess
(1719) or Barker’s didactic romance of Exilius (1715) are motivated by
hidden partisan interest, or that they set out to record in some veiled
way the particular events of contemporary political history. Rather it is
that, despite their characteristic brevity and occasional crudeness of
composition, such narratives offer surprisingly timely and effective
recreations of the moral texture of English society in a post-
Revolutionary age. That texture, as it is woven, strikingly resembles

Opposition and Revolution: Dryden to Wordsworth (Oxford: Clarendon Press, 1996).

*% Erskine-Hill, Poetry of Opposition 11.

*! Erskine-Hill, Poetry of Opposition 10, n. 10.

32 Jerry C. Beasley, “Politics and Moral Idealism: The Achievement of Some Early Women Novelists,”
Fetter'd or Free? British Women Novelists, 1670-1815, ed. Mary Anne Schofield and Cecilia
Macheski (Athens, Ohio: Ohio University Press, 1986) 216-36; Richetti 230-9.
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what we find in the blatantly partisan fictions by Manley and

Haywood, and the stories themselves very often parallel the novella-

like episodes that make up the bulk of a work like the New Atlantis.>
I would argue that it is precisely the point that Barker’s novels are motivated by
“hidden partisan interest” if one knows how to look for it. Indeed, the very similarity

Beasley identifies between Barker’s texts and Manley’s and Haywood’s “blatantly

partisan fictions” might serve as an indication that this is the case.

For Beasley, Exilius, the only one of Barker’s novels that he considers in any detail, is
primarily concerned with issues of female morality. Itis, “... a long, loosely
structured, episodic narrative of intense moral purpose — a conduct book of sorts,
showing the proper behavior of young ladies in all manner of real-life situations”.
Although the work does contain “an oblique reference to the exiled Stuart Pretender”
it is “never directly topical”.>* As a result of this reading, Beasley sees Barker as

presenting only a purely individual message of hope in her work:

... this “new Romance” develops as a sweeping indictment of British
culture in general, attacking its prevailing values and institutions as
morally bankrupt, disordered, hostile to ideals of social and political
justice. The contemporary world as Barker portrays it is brightened
only by the resolute Christian heroism of the lonely female saints who
struggle to survive in it, although they cannot reconcile it to what they
themselves are; and by the few striking figures of male virtue who rush
to their defense, comfort and succor them, at last uniting<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>