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ABSTRACT 

Henry Mackenzie (1745-1831) has been identified in literary 

history as the arch-sentimentalist of English fiction, yet the pre

cise nature of his literary sentimentalism has not previously been 

specified. The present study undertakes to make that specification 

by examining the various sources of Mackenzie's sentimentalism, by 

identifying and characterizing the major sentimental elements in his 

work, and by analyzing the aim and direction of his unfolding liter

ary career to determine the peculiar attitude toward and use of sen

timental materials which make Mackenzie's performance distinctive. 

The study distinguishes two kinds of sentimentalism, the first 

being the sentimental ethical doctrine associated with the philosopher 

Shaftesbury and the second being the sentimental fictional tradition 

inaugurated by the novelist Richardson. Although many recent writers, 

including Mackenzie's biographer Harold William Thompson, have treated . 

the two types of sentimentalism as if they were intimately related or 

even identical, they are here shown to be distinct and in fact to have 

developed independently of each other. The principles of doctrinaire 

sentimentalism originated in the seventeenth century among latitudin-

arian preachers who wished to combat certain depressing ideas of the 

Puritans, Stoics, and Hobbesians by stressing the optimistic doctrines 

v 
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of the divine perfection of nature, the immutable character of virtue, 

the essential goodness of man, and the existence of a moral sense. 

Literary sentimentalism, on the other hand, developed in response to the 

psychological needs and aspirations of the new, predominantly feminine, 

reading public of the early eighteenth century, which gave rise to works 

of fiction celebrating feminine softness and sensitivity over such tra

ditional masculine virtues as firmness and aggressiveness. Mackenzie's 

sentimentalism is found to be basically of the soft kind, rooted ex

clusively in the literary tradition and having only the most super

ficial connections with the doctrinaire tradition. The frequently 

encountered belief that Mackenzie's fiction embodies the doctrines of 

Shaftesbury is thus explicitly denied. The study also finds a third 

source of sentimental elements, of less importance critically than the 

first two, in the author's personal sentimentalism, the individual 

character and experience of Mackenzie the man. 

Mackenzie's attitude toward sentimental literary materials 

was determined largely by his conditioning as a cultivated but pro

vincial Scot in late eighteenth-century Britain. Like other members 

of the Edinburgh literati, Mackenzie followed in his writing the best 

English models of the previous age and embraced the values of English 

Augustan culture as he understood it. His writing everywhere reflects 

his concern for such qualities as clarity, balance, and correctness, 

and also for such status-oriented motives as elitism, complacency, and 

conventionality. His distinctive brand of literary sentimentalism 

characteristically adapts sentimental materials to the service of these 

status-oriented motives. Thus the character-type of the man of feeling 
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is made to serve elitist ends, the ostensibly pathetic emotions of 

pity and sorrow are imbued with pleasurable complacency, and a whole 

range of stock sentimental motifs is routinely employed in the service 

of conventionality. Mackenzie's literary sentimentalism is seen, 

therefore, as a distinctive synthesis of sentimental and Scottish 

Augustan values. 

The final section of the study, surveying Mackenzie's career 

as a sentimentalist with Scottish Augustan leanings, shows that Mac

kenzie chose as his models a succession of English authors of increas

ing respectability, including Sterne, Richerdson, and Shakespeare in 

the novel and drama, and Addison and Johnson in the essay. In the 

light of this survey, Mackenzie's most important contribution to 

literature is found to be The Man of Feeling (1771), which merits its 

place in literary history as the quintessential British novel of sen

timent not because of its sentimental qualities alone but because of 

the Augustan purity with which they are expressed. 



CHAPTER 1 

MACKENZIE: "MAN OF FEELING" OR "SCOTTISH ADDISON"? 

In literary history, small reputations are likely to contain 

large distortions. The achievement of a Lillo or a Walpole or a 

Mackenzie may come to seem one-dimensional, limited to a single kind 

of literary phenomenon or even a single performance. Thus the repu

tation of George Lillo, who wrote several highly distinctive plays 

of which the best is probably the verse tragedy Fatal Curiosity, none

theless is based chiefly on The London Merchant; though not his most 

powerful drama, the latter play fills for historians a pivotal position 

as the first modern prose tragedy. For similar reasons Horace Walpole, 

a great letter writer and a notable playwright,"'" belletrist, and 

gentleman-publisher, is remembered mainly as the author of The Castle 

of Otranto, a crude little novel which happens to occupy a singular 

position in literary history as the earliest Gothic chiller. And Henry 

Mackenzie, who as poet, playwright, essayist, and critic was a leading 

member for decades of the distinguished Edinburgh literati and was 

dubbed by them "the Scottish Addison," is known principally as the au

thor of one production of his early youth, The Man of Feeling. Perhaps 

owing partly to the generic ring of its title, this small book has been 

"^Although never acted and not generally approved, Walpole's 
play The Mysterious Mother is capable of attracting extravagant admira-
ation. For example, Peter Burra declares that it is "certainly the 
greatest play of the century, and is possibly only surpassed by Otway 
in everything between Walpole and Shakespeare." Baroque and Gothic 
Sentimentalism (London: Duckworth, 1931), p. 15. 

1 
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labeled "the most sentimental of all English novels,"''" a claim that has 

served to install Mackenzie as the arch-sentimentalist of English fic

tion and by virtue of that installation to render the less sentimental 

of his works seemingly irrelevant. Indeed, though the successful Edin

burgh lawyer and sportsman differed in very obvious ways from his weak 

and unworldly fictional hero, Mackenzie himself, for some sixty years 

following the book's publication, was regularly referred to as the Man 
o 

of Feeling. Thus are minor authors categorized, their reputations and 

sometimes even their personal identities linked to a single facet of 

their work: Lillo the prose tragedy man, Walpole the Gothic novelist, 

Mackenzie the Man of Feeling. 

In Mackenzie's case the pigeonholing has led to three general 

misconceptions concerning him and his work. The first of these is the 

belief that he wrote nothing of any importance besides The Man of Feel

ing; the second is the assumption that his sentimentalism is doctri

naire in nature, deriving directly from the teachings of the third Earl 

of Shaftesbury; the third is the notion that he was a writer of ex

cesses, the ultimate extremist of the sentimental school. Each of 

Wilbur L. Cross, The Development of the English Novel (New 
York: Macmillan, 1899), p. 83. Like estimates are made by Robert 
Morss Lovett and Helen Sard Hughes, The History of the Novel in Eng
land (Boston: Houghton Mifflin, 1932), pp. 135-136; Robert Palfrey 
Utter and Gwendolyn Bridges Needham, Pamela's Daughters (New York: 
Macmillan, 1936), p. 80; Archibald Boiling Shepperson, The Novel in 
Motley (Cambridge: Harvard University Press, 1936), p. 83; Walter 
Allen, The English Novel (New York: Dutton, 1954), p. 88; and Har
rison R. Steeves, Before Jane Austen (New York: Holt, Rinehart and 
Winston, 1965), p. 193. 

2 Mackenzie acknowledges the epithet of Man of Feeling in the 
epilogue to The Prince of Tunis, which was performed and published in 
1773; see his Works (Edinburgh: Constable, 1808), VIII, 200. For a 
late application of the epithet, in Mackenzie1s 76th year, see J. G. 
Lockhart, The Life of Sir Walter Scott,'Bart. (Edinburgh: Black, 
1871), pp. 466-469. 
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these ideas seriously distorts the actual role in English literary 

history played by this minor but uniquely interesting figure. 

In the first place, Mackenzie's literary career was quite ex

tensive and varied, distinguished by notable successes in the drama, 

the periodical essay, and literary criticism as well as. in the novel. 

His youthful novel The Man of Feeling is in some ways not even typical 

of Mackenzie's work in general. Yet his identification with that ini

tial triumph is easily understandable. In 1771, the year The Man of 

Feeling was published, Mackenzie was only twenty-five and just begin

ning his legal and literary careers. As a fledgling author he had 

composed a boyish tragedy^ and a small assortment of poems, including 

two pseudo-traditional ballads, "Duncan" and "Kenneth"; a pair of com

panion poems, "The Old Bachelor" and "The Old Maid," which are reminis

cent of Shenstone's "The Schoolmistress"; and a satirical-didactic poem 

in Popean heroic couplets, The Pursuits of Happiness. There was noth

ing in this early imitative work to bring Mackenzie into public notice. 

But in April of 1771 his novel of destiny was published in London by 

Cadell, and, though receiving mixed reviews from the critics, it be

came an immediate popular success. By late summer the first edition 

2 had been sold out and had been followed by a second. There were at 

least nine editions published by the end of 1800, and forty more have 

^Virginia, or the Roman Father, which Mackenzie later claimed 
to have written at the age of sixteen. See Harold William Thompson, 
A Scottish Man of Feeling (London: Oxford University Press, 1931), 
p. 172. 

2 Henry Mackenzie Letters to Elizabeth Rose of Kilravock, ed. 
Horst W. Drescher (Munster: Aschendorff, 1967), p. 89n. Hereafter 
cited as Letters. 
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been published since then.''" By all accounts the novel enjoyed a tre

mendous early vogue, especially among the young and sensitive. John 

Gait, a Scottish novelist contemporary with Mackenzie, recorded "the 

enthusiasm with which The Man of Feeling was received by the young and 

9 
ingenuous." Robert Burns at the age of twenty-three listed The Man 

of Feeling extremely high among his "bosom favourites" as "a book I 

prize next to the Bible," and is said to have worn out two copies of 

it. Another youthful author (though hardly of a stature to be named 

alongside of Burns) chose as the inspiration for his first play what 

he termed "that perhaps best novel in the English language, 'The Man 

4 of Feeling'." So highly was the book esteemed that a young clergy

man in Bath, evidently coveting the general applause, was moved to 

make a handwritten copy of the entire novel and, on the strength of 

his fraudulent manuscript, claim the authorship of it. Sir Walter 

Scott tells the story of this painstaking fraud by way of illustrating 

the book's powerful early vogue. The Man of Feeling, writes Scott: 

^Thompson, pp. 152 and 417-418; but Thompson's lists are un
doubtedly incomplete. For example, he records only two editions for 
1771, presumably the Cadell first edition and a "second edition, cor
rected." But there was another edition dated 1771 published in Dub
lin, apparently a copy of the Cadell first edition, without the 
"corrections" of the second edition; a copy of this 1771 Dublin edi
tion is in the University of Arizona Library. There have also been 
two separate editions of The Man of Feeling since Thompson's biog
raphy was published: a paperback edition with an introduction by 
Kenneth C. Slagle (New York: Norton, 1958) and the Oxford English 
Novels edition edited and with an introduction by Brian Vickers 
(London: Oxford University Press, 1967). 

2 Quoted by Thompson, p. 365. 
3 Thompson, p. 218. 

^William Earle, junior, Preface to Natural Faults CLondon: 
Earle and Hemet, 1799). 
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. . . was so much a favourite with the public as to become, 
a few years after, the occasion of a remarkable literary 
fraud. A young clergyman, Mr. Eccles, of Bath, observing 
that this work was unaccompanied by an author's name, laid 
claim to it, transcribed the whole in his own hand, with 
blottings, interlineations, and corrections; and maintained 
his assumed right with such plausible pertinacity, that 
Messrs. Cadell and Strachan (Mr. Mackenzie's publishers) 
found it necessary to undeceive the public by a formal 
contradiction. This impostor was afterwards drowned while 
bathing in the river Avon.1 

Eccles had not simply been bathing when he drowned in the Avon, but 

had been attempting to save a child swept away by the current, and for 

Mackenzie as for others, the nobly humane circumstances of Eccles's 

2 death "vindicated his title to The Man of Feeling." The whole story 

of Eccles's imposture, together with that of his death and the after

math to it, provides an unusual glimpse into the feelings that the 

novel was capable of arousing in its readers. Eccles's fraud was not 

generally known at the time of his drowning, and the following month 

an anonymous poem in his memory was published in the Gentleman' s 
O 

Magazine. The little elegy, professedly composed by an invalid "on 

viewing the turfless grave of the Rev. Mr. Eccles," refers to its 

subject as "the Man of Feeling" and repeatedly recommends that "one 

grateful tear" be dropped for his sake. The tone of the poem, which 

is not totally devoid of grace, very closely approximates that of The 

Man of Feeling in its elegiac celebration of unrecognized worth ("Here 

^The Lives of the Novelists (New York: Dutton, 1910), p. 292. 
o 
The Anecdotes and Egotisms of Henry Mackenzie, ed. Harold 

William Thompson (London: Oxford University Press, 1927), p. 190. 
Hereafter cited as Anecdotes. 

3 The Gentleman's Magazine, and Historical Chronicle, XLVII 
(1777)j 452^ — 
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worth exalted undistanguish'd lies"), its emphasis on tears as the 

proper tribute of sensibility, and even its refined preference of a 

single tear to a torrent. The tender feeling in these lines was indeed 

owing to the Man of Feeling, but of course the legitimate bearer of 

that title was not Charles Eccles of Bath but Henry Mackenzie of Edin

burgh, as his publishers made clear. 

From the summer of 1771 onward, Mackenzie's name was linked 

in the public mind with the title of his first novel. With the publi

cation of this small book Jfockenzie had not only given himself a title 

for life, but had also established his authority to make his readers 

weep, especially those who — like the poet, the playwright, and the 

invalid cited above — could be listed among the young, the sensitive, 

or the weak. For such as these, Mackenzie would always be the Man of 

Feeling. Yet Mackenzie's other literary productions were by no means 

overlooked by his contemporaries. Mackenzie was in fact Britain's 

leading novelist through most of the decade of the 1770's; the success 

not only of The Man of Feeling (1771) but also of The Man of the World 

(1773) and Julia de Roubigne (.1777) support this claim. The last novel 

was particularly well received. When the young poet Samuel Rogers 

visited Edinburgh in 1789, he looked forward most eagerly to meeting 

not the Mail of Feeling but "the author of Julia de Roubigne.Mac

kenzie succeeded in other branches of literature as well. His first 

performed drama, The Prince of Tunis (1773), was a minor triumph of 

sorts: except for John Home's Douglas, Mackenzie's tragedy stands as 

2 the most successful Scottish play of the eighteenth century. And the 

^Thompson, p. 151. 
2Ibid., p. 162. 
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two essay-periodicals which Mackenzie nonaged and largely authored, 

The Mirror (1779-1780) and The Lounger (1785-1786), were among the 

half-dozen outstanding successes of this type in the second half of 

the eighteenth century."'' 

The notion adopted by later generations that Mackenzie is to 

be remembered only as the author of The Man of Feeling simply over

looks the facts of his extensive literary career; and the consequent 

view of The Man of Feeling as a flash-in-the-pan success by a lucky 

dilettante has led to misreading of this book as well as to mis judg

ment of the rest of his work. Seen in the context of Mackenzie's 

whole career, the early novel can be recognized as the product of the 

author's developing, self-c6nscious craftsmanship, rather than as the 

ungoverned outpouring of an emotionally driven amateur. The differ

ence between these two views of Mackenzie is important, for they in

fluence the emphasis that is placed on various qualities of his writ

ing. Those who see Mackenzie as a rather guileless but fortunate 

amateur are apt to regard The Man of Feeling as a specimen of "pre-

Rcmanticism" and to find in it all sorts of foreshadowings of the 

future, including certain philosophical doctrines of possible signifi

cance politically. Those who see Mackenzie as a self-conscious crafts

man, on the other hand, are more apt to recognize The Man of Feeling 

as a specimen of latter-day Augustanism and to observe in it the old, 

traditional virtues of clarity and decorum, as well as a certain imi— 

tativeness of both manner and content. The difference between the 

two views of Mackenzie is quite well suggested, it would seem, by the 

^Robert D. Mayo, The English Novel in the Magazines 1740-1815 
(Evanston: Northwestern University Press, 1962), p. 72. 
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two courtesy-titles which were bestowed on him in his own lifetime — 

"the Man of Feeling" and "the Scottish Addison." 

The second general misconception concerning Mackenzie is that 

he is a sentimentalist of the doctrinaire sort, a preacher in fiction 

of certain theological and ethical principles. For example, it is in 

some quarters a critical cliche that Mackenzie's fiction embodies the 

benevolist doctrine of Shaftesbury and the other moral sense philoso

phers. This is a quite venerable idea which has been lent modern au

thority by Mackenzie's biographer Harold William Thompson, who firmly 

supports Leigh Hunt's observation that "Mackenzie wished to illustrate 

the theories of Hutcheson and Shaftesbury". Thompson's only modifica

tion of Hunt's analysis is the addition of Adam Smith to the list of 

philosophers,"'" and in a later sunming-up Thompson declares that Mac

kenzie "will always be important for his consistent presentation of 

that sentimental and humanitarian philosophy." This picture of 

Mackenzie as a consistent, doctrinaire sentimentalist has led some 

historians of literature to odd misreadings of his work. For example, 

Lionel Stevenson describes Julia de Roubigne as a novel which "teaches 

the Shaftesbury-Hutcheson theory negatively, as The Man of Feeling 

taught it positively: the characters in Julia de Roubigne, blameless 

though they may be, are destroyed by their sensibility because it has 

3 
no humanitarian outlet." There is no suggestion in the story itself, 

however, that the Othello-like tragedy is caused by any lack of a 

^A Scottish Man of Feeling, pp. 19-20. 

^Ibid., p. 155. 

3 The English Novel: A Panorama (Boston: Houghton Mifflin, 
1960), p. 146. 
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'1 humanitarian outlet." Stevenson's interpretation quite evidently 

originates outside the novel, in the belief that since Mackenzie wrote 

fiction to illustrate the Shaftesbury-Hutcheson doctrine of benevo

lence , as Thompson tells us, then even Julia de Roubigne must be found 

to illustrate it, if only negatively. 

This conception of Mackenzie as a follower of Shaftesbury and 

Hutcheson has fairly recently been challenged by John S. Rouch, who 

suggests that Mackenzie's work is more probably based on the philoso

phy of the Scottish Common Sense school led by Reid."*" Rouch cannot 

be accused of superficiality in his study of Mackenzie, yet he has 

fallen into an error much like Stevenson's, the error of supposing 

that the governing factor in Mackenzie's work is a definite philosoph

ical system, be it Shaftesbury's or Reid's or some construct of his 

own. Mackenzie remains in Rouch's view a doctrinaire preacher, an 

author whose "ethic is the most important factor in his writings." 

Now it cannot be denied that Mackenzie, like everyone else in his time, 

did profess the belief "that literature should be dedicated to moral 

3 didacticism," but m his informal utterances he appears to have been 

much more concerned with his prestige as a literary artist than with 

his influence as a moral teacher. For example, in a letter to his 

cousin in 1773 he egresses a very human fear that The Man of the 

World might be thought inferior to his earlier work, and he also shows 

understandable anxiety about the reception of his play The Prince of 

1 "Henry Mackenzie: A Re-examination," Diss. University of 
Cincinnati 1961, p. 118. 

2 Ibid., p. 3. 

3Ibid. 
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Tunis, which was soon to be performed; there is no mention at all of 

any particular ethic in these works."*" And Rouch himself admits con

cerning The Prince of Tunis that it "seems to have no special moral 

lesson that it must preach." This admission can hardly be reconciled 

with Rouch's general claim that in Mackenzie's writing the ethical 

purport is so important as to be indistinguishable from the esthetic 

3 quality. The latter claim is a distortion, like Stevenson's inter

pretation of Julia de Roubigne, that grows from the assumption that 

Mackenzie wrote to illustrate a doctrine. 

There are two opposed views of Mackenzie as a doctrinaire 

writer, then. The first, expressed by Hunt, Thompson, and Stevenson, 

assumes that Mackenzie's writings are based on the moral sense phi

losophy of Shaftesbury and Hutcheson. The other view, put forward by 

Rouch, holds that the moral basis of Mackenzie's works is closer to 

the common sense philosophy of Reid. Both views fall into the same 

fundamental error of regarding Mackenzie's imaginative writings pri

marily as expressions of a specific, established philosophy. The fact 

is that very few imaginative writers manage to use their novels, plays, 

and poems as effective doctrinal vehicles, or manage to do so with any 

consistency. Philosophers may deal consistently in philosophy, but 

novelists, playwrights, and poets have other demands to satisfy be

sides the requirements of doctrinal consistency. In the words of Hoxie 

N. Fairchild, "the pressure of literary tradition and fashion, the 

^Letters, pp. 125-127. 

2 "Henry Mackenzie: A Re-examination," p. 215. 

^Ibid., p. 109. 
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desire to imitate more successful writers, the temptation to say what 

one does not mean in order to be thought witty or edifying or sublime 

— these remind us of the inevitable difference between art and life.""*" 

Fairchild's wise caveat is highly applicable in Mackenzie's case. A 

2 young, prestige-conscxous Scot, he was prunarxly concerned not wxth 

his consistency as a philosopher but with his reputation as an artist. 

In working out a pattern of tragedy for Julia de Roubigne, he natural

ly turned for guidance not to Shaftesbury but to Shakespeare. 

The identification, by now quite traditional, of Mackenzie1s 

fictional effects with Shaftesbury's ethical system probably derives 

at least partly from a semantic confusion surrounding the word senti

mental. Shaftesbury's ethic lays stress on the supposed innate ben

evolence of men and the corollary that, since men are essentially good, 

their feelings are essentially sound moral guides; in that respect, 

it is a feeling-centered or sentimental philosophy. Mackenzie's fic

tion, on the other hand, deals largely with warm and delicate feelings 

and the stock pathetic situations which supposedly trigger those feel

ings, and it is in that respect sentimental. It does not follow that 

as a literary sentimentalist Mackenzie is necessarily a follower of 

the benevolist Shaftesbury. If he were such a Shaftesburian (or doc

trinaire) sentimentalist, he might properly be grouped with such cru

sading writers as Henry Brooke and William Godwin. But as a literary 

"^Religious Trends in English Poetry, I (New York: Columbia 
University Press, 1939), viii. Hereafter cited as Religious Trends, I. 

o 
Mackenzie's three novels, his one successful play, and his 

best-known poetry were all published by the time he was thirty-two. 
His concern for his standing as an author is expressed throughout 
his Letters. 
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sentimentalist — that is, a dealer in certain kinds of literary ef

fects rather than a doctrinaire preacher — he belongs rather with 

such fictionists as Goldsmith and Sterne. Of course, Mackenzie does 

show in his fiction a fondness for benevolence, just as he favors 

virtue in general, but there is simply no evidence that he was ever 

seriously interested in the doctrines of Shaftesbury or Hutcheson. 

The third general misconception concerning Mackenzie is that 

he is notable for being the arch-sentimentalist of English fiction, 

the bathetic extremist of the type. Undeniably, The Man of Feeling 

is immoderate in its lachrymosity. One edition of the novel includes 

an "Index to Tears (etc.)" with some forty-seven entries."'" The Man 

of Feeling is indeed a monument to the vogue of sentimental tearful

ness, a vogue which it in fact did much to further: it was not only 

weepy itself, but a great cause of weeping in others. To weep easily 

was, in the minds of the impressionable, to show proof of sensibility, 

so those readers who prided themselves on their inner refinement were 

almost afraid not to weep over an acknowledged sentimental master

piece. Hence it became the fashion to weep over The Man of Feeling. 

Like all fashions, however, this one had its moment and passed. Its 

passing is vividly depicted by one of Sir Walter Scott's correspon

dents, Lady Louisa Stuart, in a letter dated September 4, 1826. After 

commenting on Scott's new Lives of the Novelists, including his sym

pathetic account of Mackenzie, Lady Louisa takes a fresh look at The 

Man of Feeling: 

I am lately returned from a friend's house where these 
prefaces have been devoured, by nan, woman, and child. One 
evening after they were finished, a book was wanting to be 

^The Man of Feeling (London: Cassell, 1893), pp. vi-vii. 
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read aloud, and what you said of Mackenzie made the company 
chuse The Man of Feeling, though some apprehended it would 
prove too affecting. However we began: I, who was the 
reader, had not seen it for several years, the rest did not 
know it at all. I am afraid I perceived a sad change in it, 
or myself — which was worse; and the effect altogether 
failed. Nobody cried, and at some of the passages, the 
touches that I used to think so exquisite — Oh Dear! They 
laughed. I thought we should never have got over Harley's 
walking down to breakfast with his shoe-buckle in his hand. 
Yet I remember so well its first publication, my mother and 
sisters crying over it, dwelling upon it with rapture! And 
when I read it, as I was a girl of fourteen not yet versed 
in sentiment, I had a secret dread I should not cry enough 
to gain the credit of proper sensibility.! 

It is not surprising that some later critics and historians, 

impressed by the foolish excesses of certain of Mackenzie's early 

readers, have been content to dismiss him as the sincere but absurd 

Man of Feeling who pushed sentimentalism to its grotesque limits. 

Writing in this vein, George Saintsbury characterizes Mackenzie's 

fiction as the sensibility novel of the French and of Sterne, "re-

duced to the absolutely absurd," and Paul Van Tieghem remarks that 

among Sterne's imitators Mackenzie "merite une place a part, ne 

serait-ce que par I'outrance avec laquelle il semble faire sans s'en 

3 aperce-voir la caricature du genre." More recently Harrison R. 

Steeves, after commenting that The Man of Feeling is so saturated with 

sentimentality "that it overflows into quite unintended comedy," 

claims that Mackenzie's blundering in this respect is all that saves 

him from oblivion. "It takes a peculiar kind of artistic incompetence 

"'"Wilfred Partington, ed., The Private Letter-Books of Sir 
Walter Scott (New York: Stokes, 1930), pp. 272-273. 

'The English Novel (London: Dent, 1913), p. 171. 

3 y •  
"La Sensibilite et la Passion dans le Roman europeen au 

XVIIIe Siecle," Revue de Litterature oomparee, VI,(1926), 433. 
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to make an unimportant writer important. Mackenzie has it."''" 

Although the contemptuous view of Mackenzie as a tasteless 

sentimental fool is widespread — infecting at times even Mackenzie's 

admiring biographer, Harold William Thompson — it is plainly super

ficial. Unquestionably Mackenzie is guilty of excess, but that excess 

is not the sum total of his literary assets. Even Harrison Steeves, 

who in the passage quoted above seems to be echoing Saintsbury and 

Van Tiegheoi rather directly, admits later in his discussion that Mac

kenzie's work "shows qualities that might have assured him of some 
Q 

importance as a novelist." Moreover, if Mackenzie's status as a 

writer is to be based on his sentimental excesses alone, he can hardly 

be granted preeminence among his contemporaries. To offer just one 

crude example, if lachrymosity be chosen as the crucial factor, then 

The Man of Feeling is outdone by The Adventures of a Bank-Note (1770-

ll 
1771) and Mackenzie is instantly displaced by Thomas Bridges. Surely 

Mackenzie's preeminence is based on factors other than mere abundance 

of stock sentimental motifs. The Man of Feeling has been declared 

worthy of attention because of "its singular purity as a specimen of 

the cult of sensibility." Surely that purity lies not in its ex

cesses . 

"'"Before Jane Austen, p. 193. 
2 , For instances of Thompson's sneering at Mackenzie's sentimen-

talism see A Scottish Man of Feeling, pp. 124 and 172. 
3 Before Jane Austen, p. 197. 

^J. M. S. Tompkins, The Popular Novel in England 1770-1800 
(Lincoln: University of Nebraska Press, 1961), p. 95. 

^Allen, p. 88. 
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In seeking those distinctive qualities which truly set Mac

kenzie's work apart, we might do well to follow a hint provided by 

Mckenzie's great contemporary, Sir Walter Scott. Possessing insights 

derived from his own experience as a Scottish novelist and critic and 

from his long personal acquaintanceship with Mackenzie, Scott was 

uniquely qualified to make a probing and balanced estimate of Mac

kenzie 's work. It is particularly suggestive, therefore, that in as

signing an epithet to Mackenzie, Scott rejected "the Man of Feeling" 

and chose instead "the Scottish Addison." In doing so, he was of 

course paying tribute to Mackenzie's management of the two excellent 

essay-periodicals, The Mirror and The Lounger, but he was also direct

ing attention to a quality that had been an essential ingredient of 

Mackenzie's writing, in combination with the more obvious pathos, from 

the beginning. That Addisonian quality can be seen in the careful 

observance of decorum and correctness — a tendency which might be 

labeled Augustan — which is as characteristic of Mckenzie's writing 

as any emotional display. It may well be considered more essentially 

characteristic than the emotionalism, for it is what gives Mackenzie 

his preeminence among sentimentalists, what puts him in a different 

class from the likes of Thomas Bridges. The "singular purity" of The 

Man of Feeling is due largely to the fact that it is the only full-

fledged sentimental novel written by a highly decorous Augustan. Only 

a Man of Feeling who was also the Scottish Addison could have produced 

it. 

From the vantage point of the present, two centuries after the 

publication of The Man of Feeling, it appears that Henry Mackenzie lias 
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been generally misunderstood. The perhaps inevitable pigeonholing of 

a minor author has led to misleading distortions concerning both the 

extent and the nature of his literary performance. The extent of Mac

kenzie's contribution to literature may be judged fairly well from his 

authorized Works, published in eight volumes in Edinburgh in 1808, and 

a fuller picture of his literary career is provided by Harold William 

Thompson's biographical account, A Scottish Man of Feeling. The dis

tortions concerning the precise nature of Mackenzie's literary achieve

ment remain, however. Certainly Mackenzie's importance in literary 

history is linked to his performance as a sentimentalist, but just 

what that means in Mackenzie's case has never been made clear. Herein 

lies the present challenge of his work, in the need to specify the 

peculiar nature of his sentimentalism, which is at least partly to 

specify how the emotionalism of the Man of Feeling is combined with 

the Augustanism of the Scottish Addison. 

The next chapter begins the investigation with a consideration 

of the varieties and possible sources of Mackenzie's sentimentalism. 



CHAPTER 2 

SOURCES OF MACKENZIE'S SENTIMENTALISM 

It is a principal thesis of this study that Mackenzie's 

sentimentalism is not necessarily expressive of Shaftesburian doctrine 

but rather consists of literary effects which are for the most part 

unrelated to Shaftesbury's benevolist theory. Yet some attention must 

be given to Shaftesburian doctrine in the process of showing that Mac

kenzie's sentimentalism is in fact distinct from it. Mackenzie's 

sentimental traits need also to be accounted for in other ways. This 

chapter will outline the principal Shaftesburian tenets, therefore, 

and also consider two other possible sources of Mackenzie's sentimen

talism, the first of these being the literary tradition of novelists 

such as Richardson, Goldsmith, and Sterne, and the second being the 

peculiar character and experience of the author himself. 

The labels doctrinaire sentimentalism, literary sentimentalism, 

and personal sentimentalism will serve to keep the three kinds of sen

timentalism distinct in the discussion. 

Doctrinaire Sentimentalism 

Chief among Shaftesbury's teachings are the belief in the 

essential goodness of man and in the primacy of feeling — in Fair-

child's words, "the idea that feeling is good because man is good"^ 

"^"Religious Trends in English Poetry, II (New York: Columbia 
University Press, 1942), 6. Hereafter cited as Religious Trends, II. 

17 
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— and the conception of a "moral sense" by which man chooses right 

over wrong. Before surveying these and other tenets of Shaftesburian 

theory, however, it is appropriate to review the seventeenth-century 

origins of the theory. The basic ideas of Shaftesbury's system were 

not new, after all, but had been current among liberal Christian lead

ers for half a century. Shaftesbury's real importance, therefore, 

lies not in the novelty of his ideas but rather in the accuracy with 

which he formulated views that were already quite widely held, if not 

altogether understood. He emerges as the culmination of a movement 

which had developed during the latter half of the seventeenth century 

among liberal or lati'tudinarian theologians and preachers, especially 

that group known as the Cambridge Platonists. Since these churchmen 

are the true originators of the sentimental doctrine, it is of inter

est here to outline their principal theological and ethical innova

tions, and their motives in promulgating them."'" 

The Cambridge Platonists, or "Latitude-men," were liberal 

Christians who tried to make Christianity responsive to certain in

tellectual challenges to it. They wished to reconcile the old faith. 
o 

with the new science, and they wished to combat the depressing views 

of the seventeenth-century Puritans, Stoics, and Hobbesians. The 

basic sentimental doctrines my be seen, then, as products of reaction 

— the reaction of certain good-hearted divines against certain 

"'"Convenient summaries of the contributions of the Cambridge 
Platonists are provided by R. S. Crane, "Suggestions toward a Gen
ealogy of the 'Man of Feeling'," ELH, I (1935), 205-230; Louis I. 
Bredvold, The Natural History of Sensibility (Detroit: Wayne State 
University Press, 1962), pp. 8-11; and Basil Willey, The English 
Moralists (London: Chatto S Windus, 1964), pp. 172-189. The present 
account is based chiefly on Crane. 

^R. L. Brett, The Third Earl of Shaftesbury (London: Hut
chinson's University Library, 1951) p. 17. 
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contemporary ideas that seemed to them repugnant and dangerously 

demoralizing. One such repugnant idea was the Puritan theory of 

justification by faith alone, with its implication that good works 

and Christian charity are in themselves worthless. To counter this 

demoralizing theory, the Latitude-men insisted on the religious value 

of good works, and their teaching became characteristically practical 

in tendency and aim. They became great preachers of the social vir

tues, and they urged their listeners to cultivate benevolence as the 

best way of serving God. Thus developed the accent on benevolence 

as a prime virtue, a characteristic of sentimental doctrine. 

Another seventeenth-century idea that was repugnant to the 

Cambridge Platonists was Hobbes's view of man as an unredeemably evil 

wretch who does and indeed should adopt political and even moral prin

ciples only as arbitrary expedients. The Hobbesian view was obvious

ly damaging to Christian principles, and it seemed particularly dan

gerous to the new breed of preachers who hoped to uplift men's spirits 

and help build a positive-thinking society of peace and universal 

charity. In opposition to Hobbes, therefore, the latitudinarians 

preached that man is essentially gentle and good-willed, drawn to 

society by his natural sympathy for his fellows. Thus evolved a sec

ond characteristic tenet of doctrinaire sentimentalism, the stress on 

man's supposed natural goodness. 

Finally, the Stoic teaching that the feelings should be denied 

— a doctrine which was urged by various seventeenth-century disciples 

of Seneca, especially Antoine LeGrand"*" — was clearly unacceptable to 

the optimistic Latitude-men, for whom benevolence and Christian 

"'"Crane, p. 216. 
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charity were emotions initially and actions consequently. These preach

ers accordingly stressed the importance of good feelings as the neces-

ary impulse to good works, and even came to regard the tender emotions 

of sympathy and pity as indices of genuine goodness. Thus developed 

the sentimental belief that feeling is of prime importance and, with 

that belief, the aristocratic corollary that men of feeling might con

stitute a sort of sentimental elite. 

The essential humanitarian foundations of doctrinaire sentimen-

talism were laid in the second half of the seventeenth century, then, 

as elements of a general reaction against certain distasteful and dan

gerous theories then current. In countless sermons throughout this 

period, the latitudinarian divines opposed the repugnant doctrines of 

the Puritans, Hobbesians, and Stoics with the counter-doctrines of 

benevolence as the central virtue, benevolence as natural to man, and 

benevolence as feeling. By the end of the century, preachers were 

even extolling benevolence as positively pleasurable, delightful to 

the good man because of the satisfaction he could take in contemplating 

his own goodness. This is what Crane calls "that curious type of 

hedonism — the often frankly avowed pursuit of altruistic emotions for 

egoistic ends — which was to characterize most of the representative 

'men of feeling' of the next two generations.""^ Both the principles 

of benevolence and the self-approving spirit had been quite fully de

veloped by the end of the century. It remained for Shaftesbury to 

gather these humanitarian principles and that complacent spirit to

gether into an explicit doctrine and offer it to a receptive and 

Suggestions toward a Genealogy of the 'Man of Feeling' 
p. 229. 
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appreciative world, which he did in 1711 with the publication of Char

acteristics of Men, Manners, Opinions, Times. 

In drawing together the humanitarian principles of the Cam

bridge Platonists and developing them in his own way, Shaftesbury was 

led towards a theology which is incidentally anti-Christian. The real 

starting point of this theology is the fundamental belief that, in the 

words of C. A. Moore, "Virtue itself is an independent good, immutable 

and eternal.Those who dwell on this belief tend to be led away 

from a morality that is God-centered toward one that is nan-centered. 

For if virtue is independent and immutable, God has no real legisla

tive function: God's moral laws are not laid down through sheer di-

2 vine will, but rather are willed because they are right. Moreover, 

if man's moral concern is to attain virtue, the freeing of virtue from 

God tends to make God irrelevant to man's moral well being. This ten

dency is confirmed by Shaftesbury's assumption of a moral sense in 

man which spontaneously responds to virtuous behavior, much as the 

3 sense of hearing responds to harmony in sound. It should be noted 

that this moral sense theory, probably the best known of Shaftesbury's 

doctrines, derives logically from the more fundamental doctrine of in

dependent and immutable virtue. The freeing of virtue from God implies 

an independent avenue to virtue for man, and Shaftesbury conceived that 

independent avenue as a moral sense. 

^"Shaftesbury and the Ethical Poets in England, 1700-60," 
PMLA, XXI (1916), 269. 

^Willey, The English Moralists, p. 179. 

3 
Moore, p. 269. 
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These ideas were not entirely new, of course. The general no

tion of a universal moral code had been established in Roman antiquity, 

in the conception of natural law, and orthodox Christianity had acknowl

edged for centuries the power of man's reason to find virtue. Aquinas, 

though he started with divine revelation, asserted that human reason-

ing, if rightly done, will confirm the truth of revelation."'" Richard 

Hooker, defending the Anglican ideal in the sixteenth century, argued 

that man needs to regard not only scriptural revelation but also nat-

2 ural law as it is revealed to his inner reason. Milton also insisted 

on the twofold guide of external scripture and internal Holy Spirit, 

3 this Holy Spirit being none other than man's natural reason. And 

Shaftesbury's inmediate predecessors, the Cambridge Platonists, had 

laid stress on the immutable nature of virtue and man's innate power 

of recognizing it. In the words of Ernest Tuveson, 

A long line of English moralists, ranging from Lord 
Herbert of Cherbury to More, Cudworth, and Norris, ex
press the same general ideas. The function of the reason, 
ran this doctrine, is necessary to bring the particular 
information from the senses into right relationship with 
the innate verities which are inscribed on the mind. There 
had for some time been a marked tendency to deny, in prac
tice, that man suffers from original sin. A redemption, 
however, was considered necessary; it may be thought of 
as a progressive purification of the personality, whereby 
the divine element in human nature gains the upper hand, 
controlling the passions and the reason. Man is good, 
holds this Christian humanist doctrine, only in potentia; 
everyone has a course for him, and a goal to be attained, 

"'"Crane Brinton, Ideas and Men (New York: Prentice-Hall, 
1950), p. 195. 

2 Fairchild, Religious Trends, I, 559. 

3Ibid. 
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not without spiritual sweat and tears. The decision is 
for each soul to make, the divine power aiding and abet
ting the pilgrim in his ascent.1 

What Shaftesbury did was to carry the doctrine a crucial step further, 

seeing man's nature not as potentially good but as naturally good. As 

Tuveson has written, in a different context from the above, 

Shaftesbury's innovation was the naturalization of this 
moral faculty. The moral intuition, in the successful 
developed personality, is the original, not final state 
of man. In other words, the ancient picture is turned 
upside down: the task of the human being is to retain 
a natural and original moral sense, instead of to attain 
it by a long course of redemption.2 

This doctrine obviously undermines the whole point of Christianity. 

Moreover, Shaftesbury's theology includes a deistic conception of 

nature as divinely perfect ahd adequate in itself as divine revela

tion, and a transformation of God from the awesome and at times 

anthropomorphic figure of the Old Testament to a depersonalized 

benevolent principle, simply the embodiment of supreme goodness or 

benevolence. In its optimistic view of the divine perfection of 

nature and the essential goodness of man, Shaftesbury's sentimental 

deism implicitly denies Christianity: in repealing the Fall, it 

renders the Redeemer superfluous. 

"*""The Origins of the 'Moral Sense'," HLQ, XI (1948), 242. 

^"The Importance of Shaftesbury," ELH, XX (1953), rpt. in John 
Loft is, ed., Restoration Drama: Modern Essays in Criticism (New York: 
Oxford University Press, 1966), p. 262. 

3 Convenient summaries of Shaftesbury's theological and ethical 
theories are provided by C. A. Moore, "Shaftesbury and the Ethical 
Poets in England, 1700-60," PMLA, XXI (1916), 264-325 and Basil Willey, 
The Eighteenth Century Background (Boston: Beacon Press, 1961), pp. 
57-75. The best full-length study is Stanley Grean, Shaftesbury's 
Philosophy of Religion and Ethics (Athens, Ohio: Ohio University 
Press, 1967). R. L. Brett's study is concerned mainly with literary 
theory. 
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Yet, although the Shaftesburian theology is clearly hostile to 

orthodox Christianity, remarkably few of those who took up sentimental 

deism seem to have been troubled by its heretical implications. 

Shaftesbury himself, though scornful of some aspects of church worship, 

remained at least nominally a Christian,"'" and his close follower Fran

cis Hutcheson was a Presbyterian minister. While it may be true that 

Hutcheson had some qualms when he pondered the question of the place 

2 • of God and Revealed Religion in the Shaftesburian system, it appears 

that most Christians who embraced the new sentimentalism did so in 

blissful ignorance of its basic heresy. The sentimental religious ex

perience is, after all, largely emotional rather than intellectual. 

Moreover, the specific emotional content was possibly not new at all 

but rather an inherited habit. Fairchild believes that the impulse 

toward sentimentalism is actually the emotional residue left over from 

Calvinism. He reasons that the most deeply committed Calvinists early 

in the seventeenth century were probably not gloomy but inwardly op

timistic: believing themselves to be among the elect, they were sus

tained by the conviction of their own inner strength and goodness. 

Later in the century, as their formal beliefs faded under the glaring 

rays of the Enlightenment, they were left with a sense of inner virtue 

that had to seek new corroboration in the nature of the universe, and 

3 
the search discovered sentimentalism. Whether or not the impulse 

^Brett, p. 46. 
2 Thompson, p. 16. 
3Fairchild, Religious Trends, II, 8. 
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developed in just this way, it has been thoroughly demonstrated by 

Crane and Fairchild that sentimentalism evolved within the context of 

established Christianity. People did not have to defect from Christi

anity to embrace sentimentalism; they simply became sentimental Chris

tians. Yet, despite the historical confusion of sentimentalism with 

Christianity, we must not lose sight of the fact that they are logi

cally incompatible. The most characteristic tenets of sentimentalism 

are precisely those that are most at odds with traditional Christian

ity. 

Having outlined the origin of doctrinaire sentimentalism in 

the reactions of latitudinarian divines to certain seventeenth-century 

challenges to Christianity, and having noted the anti-Christian im

plications of this sentimentalism, we may now proceed to isolate and 

enumerate its four major doctrines. Two of these are theological, 

concerning the independence of virtue and the perfection of nature; 

the other two are ethical, concerning the goodness of man and Shaftes

bury's theory of the moral sense. The short two-part list will pro

vide a convenient structure to keep in mind when considering Macken

zie 's relationship to doctrinaire sentimentalism. 

1. The independent and immutable character of virtue. — 

It is important to note that in this context virtue is synonymous 

with benevolence. To the optimistic sentimentalists, for whom the 

universe is just what man would have it, the highest virtue naturally 

is good will, that is, good will toward men. God, therefore, must be 

the perfection of benevolence — in Shaftesbury's words, "the best-

natured being in the world.1'"1" Gone is the terrifying, vengeful deity 

"'"Quoted by Willey, The English Moralists, p. 223. 
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of the Hebrews and the Puritans. In stressing benevolence as the prime 

virtue, the sentimentalists were opposing gloomy orthodoxy as much as 

Hobbesian atheism. 

2. The divine perfection of nature. — "Nature" here refers to 

the whole order of creation, a magnificently complex system of inter

connected parts, all moving with infinite precision according to the 

unchanging natural laws. Naturally this view, appreciating as it did 

the order of the universe, went well with the satisfying Newtonian 

world view and with the growing popular interest in science. Confi

dence inspired by the universal order served the emotional needs of 

the sentimentalists, too, for they felt assured that all must be for 

the best in this perfectly organized universe. The appearance of evil 

was ascribed to man's imperfect vision, his inability to grasp the 

entire scheme together and see how seeming evil is actually part of 

the total good. 

Nature came to displace Revelation, logically enough. In view 

of the perfection of the physical universe, supposed supernatural phe

nomena such as miracles and divine scripture became suspect; certainly 

they were not needed for man's apprehension of the deity, manifest in 

his works. Indeed, physical nature itself was regarded as most fit 

for man's devotional contemplation. The sentimental deist's worship

ful attitude toward nature is perfectly illustrated by Shaftesbury's 

own "Apostrophe to Nature" in The Moralists: 

0 mighty Nature! wise substitute of Providence! impowered 
creatress! Or thou impowering Deity, supreme creator! Thee 
1 invoke and thee alone adore. To thee this solitude, this 
place, these rural meditations are sacred; whilst thus in
spired with harmony of thought, though unconfined by words, 
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and in loose numbers, I sing of Nature's order in created 
beings, and celebrate the beauties which resolve in thee, 
the source and principal of all beauty and perfection.! 

In thus affirming the divine order of nature, the sentimentalists 

were here also, as in their assumption of absolute virtue, opposing 

the views of both orthodox pessimists and Hobbesian atheists: the 

gloomy view of the world as fallen with Adam and the desperate view 

of the universe as simply chaotic. 

3. The essential goodness of man. — Following from the two 

principles enumerated above is the doctrine that to be moral, man 

needs only to be natural. Like nature, of which he is part, nan is 

seen as essentially good; he naturally seeks virtue, and he seeks it 

for its own intrinsic beauty, without thought of any future rewards 

or penalties. On this point Shaftesbury is in open opposition to the 

orthodox teaching that we cannot hope to be good without thought of 

heaven or hell; for him and other sentimentalists, disinterestedness 

is of the very essence of true goodness. Virtue must be its own re

ward, loved and sought for itself. The orthodox teaching is actually 

subversive of true virtue, in Shaftesbury's view. 

Yet evil does exist in Shaftesbury's system, despite man's 

natural inclination to good. Evil results when man somehow disturbs 

the harmony of his own good nature. Any sort of disproportion is 

2 wrong — even benevolence can be excessive — but the most conmon 

"^Characteristics of Men, Manners, Opinions, Times, ed. John 
M. Robertson, 2 vols, in 1 (New York: Bobbs-Merrill, 1964), p. 98. 

^Brett, p. 74. 
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moral deformity is an imbalance between self-love, necessary for the 

individual's survival, and the social affections, or interest in the 

public good. To prevent self-love from becoming predominant, as 

often happens, we need to understand that it is precisely through the 

exercise of the social affections that we derive the greatest self-

enjoyment. We should behave altruistically, in other words, to serve 

selfish ends. Here again is that note of "curious hedonism" that 

Crane has remarked in latitudinarian sermons of the seventeenth cen

tury — a hedonism that hardly seems consistent with the doctrine that 

virtue should be pursued with perfect disinterestedness."'" 

4. The existence of a moral sense. — As stated earlier, • 1 1 U 

the ethical theory of the moral sense is implicit in the two theo

logical propositions listed above. The conception of virtue as inde

pendent of God suggests an independent avenue to virtue for man; and 

the rejection of supernatural revelation in favor of natural evidence 

necessitates finding another guide to moral conduct besides Biblical 

precept. The sentimentalists found another guide in nan's inner sense 

of right and wrong, what Shaftesbury termed the moral sense. As we 

have noted earlier, this moral sense is not simply conscience or right 

reason. Conscience my tell us what is good and what is evil, but it 

does not of itself cause us to choose the good. The virtuous soul 

chooses good because it has a taste for good. This taste or relish 

for good is what distinguishes the truly virtuous man; one who behaves 

well for any ulterior purpose, such as the force of law or the hope of 

Century Background, p. 74. 
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heaven, is merely prudent rather than virtuous."'" The genuinely vir

tuous man is motivated by a healthy moral sense which causes him to 

enjoy what is good, much as a healthy esthetic sense causes him to 

enjoy what is beautiful. 

Xt is this virtual identification of the moral sense with the 

esthetic sense that is perhaps most distinctive about the moral sense 

theory as conceived by Shaftesbury and developed by his follower 

2 Francis Hutcheson. It is based on the Neoplatonic conception of the 

3 ultimate identity of goodness and beauty. Since it is supposed that 

nan seeks goodness for its intrinsic beauty, man's appreciation of 

goodness seems akin to his appreciation of other kinds of beauty. The 

moral sense recognizes moral harmony and proportion just as the esthet 

ic sense recognizes tonal harmony and physical proportion. Moreover, 

like the esthetic sense, the moral sense must be trained to reach its 

maximum capability. Here Shaftesbury made his most pointed appeal to 

the cultivated class of which he was a member. Just as the full devel 

opment of the esthetic sense is the mark of a gentleman, so, claimed 

Shaftesbury, is the full development of the moral sense. The com

pletely cultivated man must be a completely compassionate man; his 

benevolence is the token of his good taste in morality. This aspect 

of Shaftesbury's theory is particularly significant for the present 

purpose, for it leads quite naturally to the cult of sensibility and 

^"Bredvold, pp. 13-14. 
2 A useful summary of Hutcheson's arguments concerning the 

moral sense is provided by D. Daiches Raphael, The Moral Sense 
(London: Oxford University Press, 1947), pp. 15-46. 

^Grean, p. 247. 
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the conception of a sentimental elite, that is, an order of people dis

tinguished from the mass of grosser men by the precious tenderness of 

their feelings. If the essence of doctrinaire sentimentalism is con

tained in the proposition that, since man is good therefore the feel

ings are good, the essence of the cult of sensibility might be ex

pressed by the proposition that, since we the elect are good therefore 

our feelings are good. However, the development of this egoistic cult 

of sensibility later in the century is a phenomenon that Shaftesbury 

himself would surely have deplored."'" His own formulation simply stipu

lates a moral sense, innate in all men yet susceptible to training, 

like the esthetic sense. 

With the four basic tenets of the Shaftesburian doctrine ab

stracted and enunciated, it is now possible to make a preliminary esti

mate of the extent to which Mackenzie expounds them in his writings. 

However, while it is possible to decide whether or not certain doc

trines are specifically urged in Mackenzie's work, it naturally remains 

impossible to judge the more general, indirect influence of Shaftes

burian sentimentalism on a writer in Mackenzie's day. The new senti

mental spirit touched everyone to some extent, and it no doubt helped 

to create the reading audience for books like The Man of Feeling. In

sofar as Shaftesbury helped crystallize the sentimental spirit, and in

sofar as that spirit affected the public taste that encouraged produc

tions like Mackenzie's, a case for Shaftesbury's indirect influence on 

Mackenzie can be constructed. C. A. Moore states the case succinctly: 

^Brett, p. 199. 
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In the literature before Shaftesbury's vogue as well as in 
philosophy, there were already faint signs, especially in 
comedy, that public taste was moving towards a more senti
mental interpretation of life; but unrestrained sentimental-
ism did not become a national characteristic until Shaftes
bury's philosophy, which was itself merely one manifestation 
of the new ideal, had provided an authoritative defense of 
it. The habitual study and reproduction of this theory was 
at least a powerful agent in the formation of the popular 
temper which encouraged the flaccid emotionalism we find 
in most poetry of the period and in such prose fiction as 
Pamela and The Man of Feeling.^ 

To go beyond that in claiming Shaftesburian influence on Mackenzie, 

however, is plainly unwarranted. There is in fact no convincing evi

dence that Mackenzie absorbed from Shaftesbury any direct influence 

at all. His only reference to the philosopher is this brief and off

hand comment in a letter to his cousin: 

I never thought Shaftesbury so dangerouCs a] Writer as some 
People hold him; there is a Freedom of Enquiry no doubt in 
his Works; & his setting out w^ the Defence of Ridicule as 
a proper Weapon of Argument was naturally alarming to serious 
Men; but I am never much afraid of an Author friendly to the 
finer Virtues. I would even trust a Mind arrived at the Man
hood of Principle S Reason, with Rousseau himself. 

This passage suggests only that Mackenzie is somewhat acquainted with 

Shaftesbury's works and that he finds him on the side of virtue, though 

given to "freedom of enquiry," like Rousseau. There is no hint that 

Mackenzie pondered Shaftesbury's ideas at all rigorously, or that he 

was even attracted to them. (It should perhaps be kept in mind here 

that Mackenzie, orthodox in all things, remained a lifelong Presby

terian.) The external evidence simply does not support the popular 

notion that Mackenzie was a doctrinal disciple of Shaftesbury; and the 

internal evidence from Mackenzie's public writings positively undermines 

'''Moore, p. 324. 

^Letters, p. 187. 
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it. With regard to the four basic Shaftesburian tenets enumerated 

above, certainly, Mackenzie proves to be a most inattentive advocate. 

Shaftesbury's two theological tenets affirm (1) the indepen

dent and immutable character of virtue, and (2) the divine perfection 

of nature. Although neither of these principles is explicitly stated 

by Mackenzie, his writing admittedly does abound in effusions on the 

beauty of nature and its inspirational effect on the human spirit. 

The tone of this nature worship in Mackenzie might without serious 

distortion be characterized as Shaftesburian, but with the caveat 

that the same tone is quite conmon in eighteenth-century writing of 

various kinds. Hence the warmly enthusiastic treatment of nature 

cannot by itself be taken as evidence that the author is expounding 

the Shaftesburian variety of deism. He might simply be echoing other 

authors. As for the principle of "the independent and immutable char

acter of virtue," Mackenzie's writings actually provide material to 

oppose it. In The Man of the World (Pt. II, Chaps. XVIII-XIX), a 

tribe of brave but cruel Cherokees is held up for our admiration. In 

contrast to the thieving, corrupt, contemptible white men, the Indians 

are shown to be honest, just, and thoroughly noble. Their outstanding 

virtue is their stoicism. They inflict the most barbarous tortures on 

their enemies, and they in turn bear the same torments calmly. It is 

this fierce stoicism that makes them noble savages. Yet that virtue 

is the very antithesis of the tender sensibility and flowing tears that 

are held up for admiration in other parts of the same novel. Mackenzie 

here seems to believe that there are evolutionary varieties of morality, 

that what is bad in a civilized society is not necessarily bad in a 

primitive culture. Moreover, in The Lounger No. 2, he contrasts 
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primitive society in which "a very simple code of morality and of rec

titude" is sufficient, to advanced society which requires "a nicer and 

more refined system of morality." In some of his writings at least, 

Mackenzie clearly practices a kind of ethical relativism: behavior 

which would be intolerable in Britain appears admirable in America. 

This is not to say that Mackenzie deliberately preaches ethical rela

tivism; but certainly he does not consistently preach the "immutable 

character of virtue." 

Shaftesbury's two ethical tenets affirm Cl) the essential good

ness of man, and (2) the existence of a moral sense. Again, Mackenzie 

does not explicitly state either principle, and his position with re

gard to the essential goodness of man is particularly difficult to de

fine fran his fiction. Like all non-doctrinaire novelists, Mackenzie 

populates his fictional worlds with good characters as well as with 

evil ones. Yet a true follower of the "friend of man," as Thomson 

called Shaftesbury, might be expected to find the good man not quite 

so atypical as Mackenzie finds him. His men of feeling are good, but 

they are cherished exceptions in a setting of selfish, grasping, un

principled men of the world. Indeed, Mackenzie seems at times to relish 

the fact that virtue is so rare in this world of evil men. It makes 

his men of feeling all the more precious. "Every noble feeling rises 

within me!" sighs the narrator at the conclusion of The Man of Feeling, 

as he contemplates Harley's grave, "every beat of my heart awakens a 

virtue! — but it will make you hate the world — No: there is such an 

air of gentleness around, that I can hate nothing; but, as to the world 

— I pity the men of it." This note of complacent misanthropy that 

closes The Man of Feeling might be contrasted to the tone of complacent 
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optimism with which Fielding concludes Tom Jones. Where Fielding openly 

delights in the eventual triumph of good-nature in the face of meanness, 

Mackenzie privately cherishes the unrecognized, merit of his fallen man 

of feeling. Blessed are the pure of heart in Fielding's novel, for they 

inherit his fictional world; in Mackenzie's book, the only ones who are 

at home in the world are the unfeeling and unprincipled — that is, the 

men of the world. Mackenzie is clearly no "friend of man." In his 

fiction he is positively misanthropic, as befits a literary sentimental

ist. Like other such sentimentalists, Mackenzie uses his egoistic mis

anthropy to unite reader and author in a highly exclusive cult, a little 

band of moral precieuses huddling against a world of philistines. This 

strategy is exploited even today by such sentimental works as The Catch

er in the Rye, which is hostile to the generality of mankind in much the 

same way as The Man of Feeling is. 

As for the existence of a moral sense, Mackenzie's writings are 

admittedly replete with instances of felt virtue, a "sentiment" of vir

tue which does seem to be associated with a moral sense of some kind. 

Undoubtedly Mackenzie had absorbed some of the fashionable enthusiasm 

for "sentiment" and "sensibility" which filled the popular literature 

of his time. By the 1770's, doctrinaire sentimentalism, often in com

bination with literary sentimentalism, was commonly exhibited in prose 

fiction as well as in poetry. It was natural for Mackenzie, following 

the practice of novelists before him such as Sterne and Henry Brooke, 

to make use of such fashionable catch-words from the doctrinaire tra

dition as "benevolence" and "sensibility." In Mackenzie's case, how

ever, adopting a catch-word is not the same thing as adopting a doc

trine. What we are really asked to admire in The Man of Feeling, after 
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all, is not Harley's effective benevolence — he actually achieves very 

little in the way of good works — as his excessive sensitivity, on the 

grounds that it is somehow beautiful. Thus it is Harley's wea]<ness 

that is chiefly exhibited, while his goodness is largely presumed. The 

book does not urge the effectiveness of the moral sense at all, but 

rather celebrates the introverted sensitivity and submissiveness which 

are Harley's principal characteristics. The quality that Mackenzie's 

fiction upholds is not so much goodness as weakness, and it is this as

pect of Mackenzie's sentimentalism, the appreciation of weakness as if 

it were goodness, that particularly needs to be accounted for. 

The traditional idea that Mackenzie's fiction deliberately 

preaches Shaftesbury's doctr'ines seems, at best, to direct attention 

away from what is central in Mackenzie's work. Much more closely akin 

to Mackenzie's brand of sentimentalism than any body of ethical doc

trine is that set of literary practices mde fashionable by the enormous 

success of Samuel Richardson. This literary tradition offered a fund 

of fictional materials of proven attractiveness — certain favorite 

types of characters, settings, incidents, even stylistic features — 

which a fledgling novelist of the 1770's might well wish to draw upon 

regardless of his attitude toward Shaftesburian ethics. From this 

source came sentimental elements of a distinct kind, elements, that is, 

of the phenomenon of literary sentimentalism. 

Literary Sentimentalism 

The essence of literary sentimentalism is the applauding of 

feminine tender-heartedness as a high virtue. This tender-heartedness 

may be directed toward objects worthy or unworthy; what matters is 
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simply the tender feeling, which is believed to signify a superior kind 

of inner delicacy or refinement in its possessor. Chaucer's prioress, 

with her self-conscious delicacy of manner and her ready tears of sym

pathy for the sufferings of small animals, is probably the earliest 

example in English literature of an explicitly sentimental character: 

She was so charitable and so pitous 
She wolde wepe, if that she saugh a mous 
Kaught in a trappe, if it were deed or bledde. 
Of smale houndes hadde she that she fedde 
With rosted fleesh, or milk and wastrel-breed. 
But soore wepte she if oon of hem were deed, 
Of if men smoot it with a yerde smerte; 
And al was conscience and tendre herte. 

This passage is not an early example of literary sentimentalism, how

ever, for the tender-heartedness here is not applauded; Chaucer's tone 

is ironic. In true literary sentimentalism, of which The Man of Feel

ing is the outstanding example, the tender-heartedness of the princi

pal character is not only applauded by the author but is presumed to 

be shared by the reader, who therefore shares also the merit and the 

applause, and is thus flattered. This flattery is the sine qua non 

of effective sentimentalism. The reader who is not flattered by liter

ary sentimentalism will simply scorn it. 

There have been many attempts to account for the development 

of sentimentalism in eighteenth-century literature, most of which con

fuse literary sentimentalism with doctrinaire sentimentalism or try to 

derive the characteristics of one from the other.''' Doctrinaire senti

mentalism did permeate a great deal of eighteenth-century English 

"^A notable exception is the broad definition of sentimental 
fiction in Joseph Wood Krutch, Five Masters (Bloomington: Indiana Uni
versity Press, 1959), pp. 149-162, which relates literary sentimentalism 
to bourgeois values without reference to doctrinaire sentimentalism. 
Two discussions which emphasize the influence of the new feminine read
ers are Eleanor M. Sickels, The Gloomy Egoist (New York: Columbia 
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poetry, but literary sentimentalism, celebrating feminine tender

heartedness above all things, is a distinct phenomenon, different in 

origin and manifestation from doctrinal sentimentalism. This literary, 

feminine sentimentalism is found typically not in poetry but in the 

novel, for its development is linked with the very creation of this 

new eighteenth-century form. 

To understand the appearance of literary sentimentalism in 

eighteenth-century England we must understand something of its audi

ence, that is, the class of readers whose interests and tastes consti

tuted a demand for the new literary commodity. It was a new class of 

readers, the same class that made for the rise of the novel form. It 

was made up of the families and dependents of tradesmen and shopkeep

ers, a growing class that was newly equipped with the money to buy 

books and the leisure to read them, but was not equipped with the 

education and taste to appreciate classical literature and belles 

lettres.^ These readers were most easily entertained by the unassuming, 

rather undefined form of colloquial narrative that we now know as the 

hovel. Most significantly, the members of this new middle class who had 

the most leisure for reading were the women. The development of econom

ic specialization freed women from many of the old household duties 

such as manufacturing cloth and soap. Middle class wives and daughters 

found life considerably easier than it had been, and servant-girls also 

shared in the increased feminine leisure. At the same time, women were 

University Press, 1932), pp. 202-207 and Steeves, pp. 160-164. 

"'"Ian Watt, The Rise of the Novel (Berkeley: University of 
California Press, 1965), p. 48. 
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still excluded from most of the occupational and recreational activi

ties of their men."'" It was natural that much of the new feminine lei

sure should be spent in reading. Since the uncultivated taste of mid

dle and lower class women was nost easily satisfied by novels, it was 

practically inevitable that novels would flourish together with the new 

reading class. Indeed, female readers supported the new form increas

ingly throughout the eighteenth century until, in Mackenzie's time, it 

was thought that at least three-fourths of the novel-reading public 

2 consisted of women. In the final two decades of the century, the 

English novel was overwhelmingly given over to the soft-hearted sex, 

both as authors and as readers. 

The novelist who first completely captivated the new bourgeois 

and predominantly feminine reading class was, as everybody knows, 

Samuel Richardson. His wholehearted catering to the new appetite and 

his establishment of the novel as the dominant form in modern litera

ture are really one and the same achievement; what established the 

English novel as a viable literary commodity in the eighteenth century 

was precisely its success in satisfying the vulgar feminine taste of 

the new reading class. It should not be supposed, however, that there 

was anything cynical or calculating in Richardson's motives. On the 

contrary, he wrote with the most earnest sincerity. He was himself a 

full citizen and working member of the new middle class; spiritually 

he was almost quintessentially bourgeois. He also seems to have been 

\/att, p. 44. 
2 Tompkins, p. 120. Mackenzie himself comments that women are 

"very high in the Republic of Letters at this very aera." Letters, 
p. 70. 

^Krutch, p. 157. 
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instinctively feminine in his outlook. "There is no need to assume 

that the profound interest in women's problems which Richardson mani

fests in his novels is an attempt to please feminine taste," writes 

Ian Watt, "for everything we know about his own personality and way of 

life shows that he shared these tastes to a very remarkable degree.""'" 

Richardson was simply writing according to the solemn dictates of his 

own uncultivated literary taste and moral bent. It happened that his 

taste and bent coincided perfectly with that of the newly forming 

class — generally bourgeois, predominantly feminine — which would 

constitute the British novel-reading public in the eighteenth century. 

Richardson was sincere, not calculating. But let us suppose 

for a moment that he was calculating, that he shrewdly sized up the 

wants of his middle-class female readers and set out deliberately to 

exploit them. How were such readers to be won? The obvious bait was 

flattery, but on what grounds could these women be flattered? Their 

actual status, relative to men, was clearly inferior, and few of them 

could boast any intellectual or artistic attainment. Yet there was 

and had always been one peculiarly feminine quality which might give 

women grounds for complacency, and that was their supposed emotional 

delicacy. Chaucer's prioress quite evidently prided herself on this 

feminine delicacy of feeling, and women in Richardson's time were sus

ceptible to the same foible. A woman might be inferior to her mate 

in all outward considerations, but she could still be his superior in 

the matter of inward delicacy of feeling, or at least she might be 

persuaded to think so. The exploitation of this womanish foible is 

what lies at the heart of literary sentimentalism. 

"^The Rise of the Novel, p. 152. 
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Of course Richardson was in earnest and believed in the moral 

purpose of his fiction, yet the crucial effect of Pamela was to flatter 

his women readers with the idea that they possessed an innate quality 

that made them superior beings, despite any external evidence to the 

contrary. This innate quality was, of course, their feminine softness 

of heart, or emotional delicacy. The idea, as history has shown, was 

irresistibly attractive. It was not long before women could boast 

that their inner delicacy was morally superior to masculine intellect, 

that women were, in other words, morally superior to men. A passage 

from Frances Brooke's Emily Montague illustrates this vanity perfectly: 

Women are religious as they are virtuous, less from 
principles founded on reasoning and argument, than from 
elegance of mind, delicacy of moral taste, and a cer
tain quick perception of the beautiful and becoming in 
everything. This instinct, however, for such it is, is 
worth all the tedious reasonings of the men.^ 

In the fictional world of the novel, as the passage from Emily 

Montague illustrates, feminine delicacy of feeling, a vulnerable soft

ness which in most contexts might be regarded as a weakness, is trans

formed into the principal virtue. By the wish-fulfilling magic of 

sentimentalism, a common kind of weakness becomes a rare kind of 

strength. 

Now the appeal of this sentimental wish-fulfillment is not 

limited to weak females, but extends to the weak of both sexes. In

deed, the establishment of feminine delicacy as the highest virtue, in 

the world of the novel, made it practically inevitable that the ideal 

male character should have to develop the same kind of delicacy. Thus 

"'"Quoted by Tompkins, p. 94. 
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came into being a new character-type, outwardly masculine but possessing 

a feminine nervous system. The type is known generically as the man of 

feeling, and it achieved final definition in Mackenzie1 s Harley. 

The feminine origin of the man of feeling accounts for several 

traits which would otherwise be puzzling. Among these are his passive-

ness and submissiveness, his tameness of thought and deed, his suscep

tibility to spells of weeping and even swooning — weaknesses of women 

which the nan of feeling exhibits to a marked degree. Mackenzie's 

Harley, for example, is passive to an extreme, quite unable to assert 

himself and make his way in the world of men. In London — whither he 

has ventured reluctantly, at the urging of others — Harley is mocked, 

gulled, and shunned until he* withdraws once again to country retire

ment. His submissiveness in the face of misfortune and mistreatment 

would seem abject if it were not presented by the author as virtuous. 

Such exaltation of submissiveness, a hallmark of sentimental fiction, 

served a psychological need which was practically universal among women 

in eighteenth-century Britain. "As a sex, whatever their individual 

fates were," writes Tompkins, "they needed to idealize submission to 

preserve their self-respect."^ 

Harley's feminine ancestry is also betrayed in the domesticity 

and tameness of his experience. He lives and moves in a quite narrow

ly circumscribed world, never crossing the boundary into areas where 

his female readers might not comfortably follow him. Even the episode 

titled "The Man of Feeling in a Brothel" is such that Harley's sex is 

irrelevant; a woman might feel and do exactly as he does on this 

^Tompkins, p. 88. 
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occasion. The quality of Harley's emotional life is consistently like 

that of his women readers — tender, proper, and commonplace. That 

coirmonness was crucial to his popularity. Mackenzie himself attributed 

the great success of The Man of Feeling to its "mellow Colouring"; the 

more lurid melodrama of The Man of the World was like "the Darkness of 

a Storm," he felt, and accordingly less pleasing."1" The true sentimen

tal vein is confined to the little domestic world of women and common 

feminine feelings. 

These feelings may be displayed quite extravagantly, however, 

by frequent sighing, trembling, weeping, and fainting. Predictably, 

such characteristically feminine responses are frequently exhibited 

by the man of feeling, sometimes with a vengeance. Har ley is a nota-

2 ble example. One edition of The Man of Feeling, mentioned above, 

contains an Index to Tears with some forty-seven entries, most of them 

shed by the male protagonist. The swooning scene in this novel is 

similarly notorious. Languishing in his sickbed after failing to win 

his adored Miss Walton — he is too passive even to make his feelings 

known to her — Harley is visited by her and learns that his love is 

not unrequited after all. While Miss Walton experiences a more con

ventional swoon, Harley literally faints dead away! It is the ultimate 

sentimental swoon, never to be surpassed. 

Although the generic man of feeling bears all these vestiges 

of his feminine origin, it must not be supposed that he is regarded as 

effeminate. He is emphatically not so regarded, for he represents the 

very perfection of manhood. It .just happens that his distinguishing 

"'"Letters, pp. 141-142. 
2 See p. 12 above. 
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traits originated in women. He might therefore be said to be more a 

woman's man than a man's man, but in the fictional world which he in

habits — really a woman's world, after all — his masculinity is not 

questioned. 

In view of the feminine origin of this soft type of sentimen-

talism, it might seem that the label "literary sentimentalism" is im

precise; the label "feminine sentimentalism" would be more suggestive 

of its essential nature. Such a label would bear unwarranted connota

tions and implications, however. This sentimentalism was explicitly 

associated not so much with femininity as with popular fiction, where 

it chiefly resided. Mackenzie adopted it because it was conventional 

in fiction, not because he himself had feminine instincts (as Richard

son did). Mackenzie the novelist was sentimental largely because the 

novel was sentimental. It is true that the novel was sentimental be

cause women were sentimental, but this fact is incidental with respect 

to Mackenzie. Although he was quite conscious that women were more 

susceptible to sentimentalism than men,"'" he did not for that reason 

think that sentimentalism was necessarily feminine. Sentimentalism 

was the dominant literary fashion when Mackenzie wrote, and that was 

what mattered. The label "literary sentimentalism" seems preferable, 

therefore, because it distinguishes the literary commodity, which is 

accidentally feminine, from the ethical system, which is necessarily 

doctrinaire. Whereas the raison d'etre of doctrinaire sentimentalism 

is to convince, that of literary sentimentalism is simply to please. 

Whereas the doctrinaire sentimentalist (such as Henry Brooke or William 

Godwin) is primarily a preacher or reformer, the literary sentimentalist 

^Letters, pp. 65, 68, 199. 
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(such as Mackenzie or Sterne) is primarily a craftsman or artist. 

Very naturally, the distinction between doctrinaire sentimen-

talism (Shaftesburian ethics) and literary sentimentalism (flattery of 

feminine faint-heartedness), which is plain enough with regard to their 

separate origins, became obscured as literary sentimentalists adopted 

two of the catchwords from the doctrinaire tradition, "benevolence" 

and "sensibility." These were not part and parcel of the literary 

commodity at its inception, but were taken up by later sentimental 

novelists after they had become fashionable. It took little effort 

to identify sensibility, the mark of aristocratic refinement, with the 

feminine tender-heartedness of the sentimental heroine or hero, especi

ally when the reading public was so willing to be persuaded of the 

identity. The man of feeling, it happily appeared, was none other than 

the man of sensibility, but with a more familiar name. And if benevo

lence was a celebrated virtue, then the heroine or hero of a sentimen

tal novel should be made to display benevolence. Richardson himself 

illustrates the trend by making his last novel, Sir Charles Grandison 

(1753-4), unlike his earlier Pamela (1740), a showcase of benevolence. 

In approving the benevolent acts performed by a fictional hero, the 

reader demonstrated his own leaning toward benevolence; his approval 

became narcissistic, thus serving the purpose of sentimental flattery 

perfectly. 

Literary sentimentalism may and frequently does pay incidental 

lip-service to the values of doctrinaire sentimentalism, then, but 

what is essential to it is the over-valuation of feminine tender

heartedness. It is most important to keep the hierarchy clear if we 
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are to understand literary sentimentalism in any complete way. Critics 

and historians who give equal status to elements from both sources pre

sent a rather baffling picture of sentimentalism. John S. Rouch, for 

example, writes that the sentimental novel "was generally marked by 

heroes of sensibility, benevolent actions, lachrymal effusions, senti

mental speeches, and by egoistic villains. All of these characteris

tics appear in The Man of Feeling."^ True enough, but wherein lies 

the coherence of this list? By what principle do "lachrymal effusions" 

accompany "benevolent actions"? May a novel have one without the other 

and still be sentimental? Of the five items listed by Rouch, only 

three — the "hero of sensibility," "the egoistic villain," and the 

"lachrymal effusions" — are from the primary fictional tradition in

augurated by Pamela whereas the "benevolent actions" are adopted in

cidentally from the doctrinaire tradition. (Listing "sentimental 

speeches" as a mark of sentimentalism merely begs the question.) 

Similar lists of "pre-Romantic" and sentimental qualities are provided 

2 3 4 by Sherbo, Foster, and Erametsa, all failing, however, to distin

guish between elements originating in the literary (Richardsonian) 

tradition and those taken over from the doctrinaire (Shaftesburian) 

tradition. The incoherence of such lists may not seem very troubling 

as long as we are dealing with authors who combine the two traditions. 

•'""Henry Mackenzie: A Re-examination," p. 141. 
2 Arthur Sherbo, English Sentimental Drama (East Lansing: Michi

gan State University Press, 1957), pp. 13 and 21. 

3 James R. Foster, History of the Pre-rr>mantic Novel in England 
(New York: MIA, 1949), p. 1. 

4 Erik Erametsa, A Study of the Word "Sentimental" and of Other 
Linguistic Characteristics of Eighteenth-Century Sentimentalism in Eng
land (Helsinki: University of Helsinki, 1951), pp. 64-65. 
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Yet there have been authors who used one tradition and not the other. 

The preeminent examples of novelists who kept the two senti

mental traditions apart, in their earlier work at least, are Richard

son himself and his great contemporary Fielding. Pamela obviously 

exhibits all the characteristics of literary (feminine) sentimentalism, 

but it does not exhibit benevolent actions nor does it expound the doc

trines of the goodness of mankind and the primacy of feeling: in 

Krutch's words, Richardson "had never dreamed of making the 'dictates 

of the human heart' superior to the conventional code of morality. He 

distrusted romantic love so profoundly.""'" And Fielding, reacting 

against the bourgeois femininity of Pamela, displays in Joseph Andrews 

and Tom Jones very little literary sentimentalism. Yet, again opposing 

Richardson, Fielding does endorse some essentials of doctrinaire senti

mentalism. In Tom Jones, the inner quality that leads good men to vir

tue is described in terms that make it appear identical to Shaftes

bury 's moral sense, that is, not simply conscience but a taste for vir

tue, a sense "whose use is not so properly to distinguish right from 

wrong, as to prompt and incite them to the former, and to restrain and 

withhold them from the latter" (Bk. VI, Ch. 6). While it is true that 

Fielding also insists on the need for prudence as a guard to virtue in 

this life, he obviously reserves his warmest enthusiasm for goodness 

of heart, the fundamental well-spring of benevolence. It is the good 

of heart in this novel, Squire Allworthy and Tom Jones, who ultimately 

prosper despite their errors, whereas Thwackum, Square, and Blifil — 

representing pedantic religion, dogmatic deism, and hypocritical 

"*"Five Masters, p. 170. 
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connivance, all without goodness of heart — eventually arrive at bad 

ends despite their temporary gains. Though Fielding's view of human 

life of course goes beyond simple-minded naivete, he remains the great 

champion of what he called good nature, and in his fiction offers a 

view of man's ethical potential which might reasonably be characterized 

as Shaftesburian. Indeed, R. L. Brett, who is supported on this point 

by Fielding's biographer, W. L. Cross, writes that Tom Jones is "an 

attempt to express Shaftesbury's moral theory in fictional form."''" How 

then are we to classify Fielding, as sentimental or anti-sentimental? 

W. F. Wright, keeping his eye mainly on the literary (feminine) tradi

tion, groups Fielding with Defoe and Smollett among "authors who were 

2 without question unsentimental." Utter and Needham, regarding instead 

the doctrinaire tradition, point to the vexing confusion that necessar

ily arises: "If sense means virtue based on policy, a utilitarian code 

of morals, and sensibility means right and ready feeling, or intuitive 

morals, Fielding would be for sensibility and in opposition to the 

father of the novel of sensibility [Richardson]." What is needed to 

clarify the situation is to recognize that Pamela exhibits literary 

(feminine) sentimentalism but not doctrinaire sentimentalism, whereas 

Tom Jones exhibits elements of doctrinaire sentimentalism but not of 

literary sentimentalism. There is no reason at all why these two kinds 

of sentimentalism must accompany each other. 

^The Third Earl of Shaftesbury, p. 182. 

^Sensibility in English Prose Fiction, 1760-1814, A Re-
interpretation (Urbana: University of Illinois, 1937), p. 9. 

3 
Pamela's Daughters, pp. 113-114. 
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Mackenzie's sentimentalism, which is essentially a strategy of 

consolation addressed to the gentle losers of this world, derives 

principally from the literary tradition but includes vogue-serving 

nods in the direction of the doctrinaire tradition as well. In addi

tion to these literary and doctrinaire traditions, however, we have 

yet to consider a third possible source of sentimental elements in his 

work, and that is the peculiar character and experience of Henry Mac

kenzie himself. To distinguish it from the received "public" tradi

tions of literary and doctrinaire sentimentalism, we shall label this 

third source "personal sentimentalism." 

Personal Sentimentalism 

That an author's own character1 may be a source of sentimental

ism in his work, quite distinct from literary and doctrinaire senti

mental traditions, has been demonstrated in the case of Goldsmith by 

W. F. Gallaway, Jr., who finds that whereas Goldsmith kept "from being 

entangled in the doctrinaire sentimental movement," he nonetheless had 

his own fount of sentimentalism: "a natural sensitivity of heart which 

led to love of home, of brother, of the 'old familiar faces,' — a 

sentimentalism that is found in all periods irrespective of the liter

ary and ethical slogans flaunted by crusaders like Shaftesbury and 

Rousseau.""'" In Mackenzie's case, our view of the man himself is some

what obstructed by the distorted public image which he early acquired 

and retained throughout his life. The image of Man of Feeling, which 

the public at large seems to have accepted as a literally accurate 

characterization, led some of Mackenzie's personal acquaintances to 

1"The Sentimentalism of Goldsmith," PMLA, XLVIII (1933), 1177. 
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emphasize — perhaps to over-emphasize — the opposite traits of the 

prominent Edinburgh lawyer and sportsman. Thus Henry Lord Cockburn, 

who recalled Mackenzie with evident affection, makes a great point of 

the contrast between the man himself and his public image: 

The title of "The Man of Feeling" adhered to him ever after 
the publication of that novel; and it was a good example of 
the difference there sometimes is between a man and his work. 
Strangers used to fancy that he must be a pensive sentimental 
Harley; whereas he was far better, — a hard-headed practical 
man, as full of worldly wisdom as most of his fictitious char
acters are devoid of it; and this without in the least impair
ing the affectionate softness of his heart.1 

Sir Walter Scott's thumbnail sketch agrees substantially with Cock-

burn's: 

No man is less known from his writings. You would suppose a 
retired, modest, somewhat affected man, with a white handker
chief, and a sign ready for every sentiment. No such thing: 
H. M. is alert as a contracting tailor's needle in every sort 
of business — a politician and a sportsman — shoots and 
fishes in a sort even to this day — and is the life of com
pany with anecdotes and fun.^ 

Finally, a story told by Miss Ann Fraser-Tytler, a family friend, 

shows that Mackenzie's own wife considered the title of Man of Feeling 

to be not wholly appropriate: 

^Charles Wells Moulton, ed., The Library of Literary Criticism 
of English and American Authors (New York: Peter Smith, 1935), V, 113. . 

2 Ibid. Samples of Mackenzie's decidedly unsentimental humor 
can be found in his Anecdotes. One of the stories, told by Mackenzie 
himself, concerns a "north-country laird." This man, with "a dry sort 
of humour, who was thought to have for some time been rather tired of 
his wife, said after her death that the best piece of cold meat a man 
could have in his house was a dead wife" (pp. 18-19). Another of Mac
kenzie's anecdotes follows entire: "The minister of Inverkeithing took 
violent fright upon crossing a dangerous ferry. 'We are in God's 
hand,' said the steersman. 'You rascal,' exclaimed the terrified 
minister, 'what hand is that to be in!'" (p. 98). 
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Drinking tea there one evening we waited some time for Mr. 
Mackenzie's appearance: he came in at last, heated and ex
cited: "What a glorious evening I have had!" We thought he 
spoke of the weather, which was beautiful; but he went on to 
detail the intense enjoyment he had had in a cockfight. Mrs. 
Mackenzie listened some time in silence, then looking up in 
his face she exclaimed in her gentle voice, — "Oh, Harry, 
Harry, your feeling is all on paper."1 

That remark of Mrs. Mackenzie's need not be taken too literally, but 

it does show the readiness of those close to Mackenzie — his own wife 

as well as Lord Cockburn and Sir Walter — to contradict the foolishly 

distorted image of the Man of Feeling which had been created in the 

public mind. This inconsistency between Mackenzie's public and pri

vate images has made the man himself peculiarly elusive to later gen

erations. One response to the discrepancy between the two images has 

been a tendency to regard Mackenzie with a bemusement that approaches 

suspicion. Evidences of the sort offered by Cockburn, Scott, and Mrs. 

Mackenzie, together with the facts of Mackenzie's long and successful 

legal career from admission as King's Attorney in Exchequer in 1765 

to appointment as Comptroller of Taxes for Scotland in 1799, have given 

rise to a tradition that Mackenzie was a kind of literary-legal Jeckyll 

and Hyde, a man of feeling in his writings and a hard-headed Scot in 

everything else. Thus Ernest A. Baker, relying on this tradition, 

declares that Mackenzie was actually a "thorough man of the world, who 

merely amused one half of his brain with his fairy-tales of superfine 
Q 

sensibility." The Man of Feeling becomes something of a sham in this 

"'"Quoted by Thompson, p. 181. 
2 For a sunmary of this tradition, see David G. Spencer, "Henry 

Mackenzie, a Practical Sentimentalist," PLL, III (1967), 314-315. 

^The History of the English Novel, V (London: Witherby, 1934), 
96. 
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view, for Mackenzie the lawyer and man of the world could not possibly 

have taken seriously the dreamy sentimentalism of his own first novel; 

if he had taken it seriously, he could not have become a worldly suc

cess, for the man of feeling and the man of the world are supposedly 

irreconcilable opposites. Thus evolves the notion of Mackenzie as a 

kind of equivocal, possibly half-mocking sentimentalist, and of The 

Man of Feeling as a near-parody of the sentimental novel type. 

But what really matters with respect to personal sentimentalism 

is not the man as seen objectively, by others, but the man as seen by 

himself. It is his own attitude toward himself and the world around 

him which should indicate the nature and extent of his sentimentality, 

and not the estimates of others. While it is true that some of Mac

kenzie's contemporaries thought him anything but a man of feeling, the 

significant question is what Mackenzie thought of himself. 

The authorized edition of Mackenzie's collected Works published 

in 1808 offers only a few uncertain glimpses into the author's private 

world. Other sources, such as his Anecdotes and Egotisms and his "Life 

of Home" are somewhat more revealing. But the best source by far for 

our present purpose is the recently published Henry Mackenzie Letters 

to Elizabeth Rose of Kilravock."*" In these intimate letters to his 

favorite relative and confidante, Mackenzie reveals several facets of 

his character which are of real interest to the student of literary 

sentimentalism. Mackenzie emerges in these letters as a man who, 

though certainly not feminine himself in the way that Richardson was 

^Heriry Mackenzie Letters to Elizabeth Rose of Kilravock, ed. 
Horst W. Drescher (Munster: Aschendorff, 1967). 
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feminine, seems nonetheless to have been peculiarly susceptible to the 

blandishments of literary (feminine) sentimentalism. 

To begin with, Mackenzie regarded himself as rather weak phys

ically, frail of body and probably not long- for this world. In 1770, 

the year preceding the publication of The Man of Feeling, he was con

fined for three weeks by "a Lameness in one of my feet." He was moved 

to quote the line "We live in Tenements of Clay" and added, " — mine 

is one of those slight London Leaseholds not built for standing long, 

nor very comfortable to their Inhabitants while they do stand."-'- He 

. . 2 continued to complain of his lameness in later missives, and we can 

guess that susceptibility to lameness was a life-long condition, for 

he mentions in the Anecdotes that "I was not strong enough in my limbs 

when a boy to dance well," and again, as an old man, he reports that 

he has had to give up fishing because "an unfortunate lameness cut me 

off from it."11 He also refers in the 1808 edition of his Works to his 

"very indifferent state of health," which fairly completes the picture: 

in childhood, youth, maturity, and old age, Mackenzie suffers from 

physical disability and frailty, at least in his own view. In the 

5 preface to the 1808 Works he even hints at his impending death — a 

favorite notion of his, apparently, for he had thirty years earlier 

made the fictitious editor of Julia de Roubigne offer a similar farewell 

^Letters, p. 48. 

^Ibid., pp. 189 and 198. 

3 Anecdotes, p. 74. 

^Ibid., p. 85. 

^Works, I, iii. 
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to the world in the introduction to that novel. (Even in 1808 Macken

zie had twenty-four years of life remaining.) 

Not only did Mackenzie consider himself rather too frail for 

this world, he also considered himself too sensitive for worldly deal

ings. In The Man of Feeling he sketches the portrait of a minor char

acter who, contrary to his artistic leanings, is committed to that most 

worldly of occupations, a legal career. The young man has "feelings 

of that warm kind, that could ill brook a study so dry as the law," but 

he dutifully persists in it (Ch. XXI). In his Anecdotes, Mackenzie 

confessed that this unhappy young lawyer was a close replica of him

self.^ For Mackenzie, to be a man of feeling is necessarily to be at 

odds with the world. In his "Life of Home" he comments on the artistic 

temperament "of that warm susceptible kind . . . which is more fitted 

to delight in the world of sentiment than to succeed in the bustle of 

9 
ordinary life." Indeed, the inadequacy of the nan of feeling in nat

ters of the world is a ubiquitous motif in Mackenzie's writings, and 

there can be no doubt that he saw himself as one of the unworldly type. 

"I have been at war with the World from a Boy," he confided to his 

cousin in 1770. His sense of identification with the unprosperous 
* > 

men of feeling who stand in the shadows of The Man of the World is so 

complete that he lets one of them echo his youthful sentiment verbatim: 

"I have been at war with the world from a boy" (Pt. I, Ch. I). 

^Anecdotes, p. 190. 

2 "Account of the Life of Mr John Home," in The Works of John 
Home, Esq. (Edinburgh: Constable, 1822), I, 6. 

3 
Letters, p. 34. 
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What is significant here with respect to Mackenzie's personal 

sentimentalism is the way in which his consciousness of weakness and 

inadequacy is paradoxically made to serve an egoistic end: apparent 

weakness is reinterpreted as inner strength. The posture of weakness 

is sentimentalized, in other words. First the weakness is diagnosed 

as excessive sensitivity: Harley's "bashfulness" turns out to be 

nothing but "a consciousness, which the most delicate feelings pro

duce" (Ch. XI). Mackenzie understood this kind of painful bashfulness 

very well, for he himself "was often the martyr of that shyness which 

Harley is stated as being affected by in his intercourse with man

kind."^ Next, the excessive sensitivity is presumed to be an ingredi

ent of poetic sensibility: writing of Home, Mackenzie observed that 

"to poetical excellence, perhaps, even a degree of nervous sensibili-
o 

ty, bordering on weakness, is often favorable." Finally, those ag

gressive individuals who do succeed in business are judged to be crude 

Philistines who derive their strength from a want of sensibility: 

writing as "Brutus," Mackenzie declared that "from the time of Swift 

downwards, the remark of the superior fitness of coarse and ordinary 

3 minds to the plain operations of business, has been often repeated." 

^Anecdotes, p. 186. 

^"Account of the Life of Mr John Home," p. 15. 
3 The Letters of Brutus to Certain Celebrated Political Charac

ters (Edinburgh: Stewart, Ruthven, 1791), pp. 17-18. Mackenzie's 
great admirer Robert Burns had expressed the same notion not long pre
viously in a letter to Mrs. Dunlop dated Ellisland, April 10, 1790: 
"Among the few favoured of Heaven in the structure of their minds 
(for such there certainly are) there may be a purity, a tenderness, 
a dignity, an elegance of soul, which are of no use, nay, in some 
degree, absolutely disqualifying, for the truly important business 
of making a man's way into life." The Letters of Robert Burns, ed. 
John De Lancey Ferguson (Oxford: Clarendon Press, 1931), II, 20. 
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According to this reasoning of Mackenzie's, the real cause of the fail

ure of the man of feeling is his superior sensibility; he is simply 

"too good for this world," as Harley's old servant says of his bashful 

master in The Han of the World (Pt. II, Ch. V). Apparent weakness 

turns out to be inner strength — a paradox which Richardson's readers 

had been happily accepting for decades. 

It appears, then, that Henry Mackenzie really was, in his own 

view, a man of feeling. He was of course a very outstanding success 

by ordinary standards, but he himself believed he was ill-suited to his 

profession and that his success was actually rather modest. After all, 

he had been urged to pursue an illustrious career in London but had 

shrunk from it. "Shy and unambitious and fond of my family," he had 

timidly turned away from a chance to win "rank and wealth" and embraced 

instead the "comfort and content" which his spirit needed"*" — the life, 

in other words, not of a man of the world but of a man of feeling. And 

whereas he might have been regarded as hale and hearty by his fellow 

sportsmen, he saw himself as fairly delicate, with the shadow of mor

tality upon him. Although he was not externally a pale and pensive 

Harley, as many of his readers assumed, he appears to have been inter

nally so constituted that the kind of flattery employed by literary 

sentimentalism might very naturally have appealed to him. "The dis

position of the author will not always correspond with the temper of 

the man," as Mackenzie himself put it in The Mirror No. 2. 

Two extracts from the letters will suffice to show his per

sonal sentimentalism in action. The first is a reminder to his cousin 

^Anecdotes, p. 190. 
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and fellow-sentimentalist, Elizabeth Rose, of the difference between 

themselves and the unfeeling multitude: 

In the Midst of your own Sensations you must make Allowance 
for common Minds. The Self-Enjoyment of the Soul is not the 
Property of every one; £ the Beauties of Nature £ Culmony 
[the family estate] form but a mere Landscape to the Eye, 
when they are not a State for the finer Feelings to speak 
on £ be heard. In this Article, at least, those are only 
capable of Delight who are deserving of it; and the World 
of Sentiment is not so entirely unsubstantial as the Vota-
ries of the other are inclined to imagine it.1 

The egoistic motive here is perfectly apparent, as it is in the sec

ond extract concerning his bride, Penuel Grant. Mackenzie finds 

reason to pride himself on the fact that she was not much sought after 

by others: her charms are of that subtle kind which only a man of feel

ing can fully perceive. He describes her heart as one whose 

. . . Value is enhanced from being of a Sort that is not so 
apt to strike the common Eye, but has something peculiarly 
attractive for those to whom it is unfolded. ... I think 
I nay say it is not every one to whom it [Mackenzie's own 
heart] would have yielded; there is a Delicacy, perhaps not 
always a happy one, which I believe it to possess, that could 
not have dispens'd in the Object of its Choice with something 
beyond the ordinary Class of Virtues. 

Just as the man of feeling is a being of superior refinement, so also 

is his beloved — necessarily so, for her refinement is proven by the 

very fact that a man of feeling has chosen her! Thus is the situation 

sentimentalized, and the ego served. 

This personal sentimentalism of Mackenzie's is obviously not 

very different from literary sentimentalism in general purpose and 

technique. Both types flatter the ego by turning supposed weaknesses 

into supposed assets. The differences between traditional literary 

sentimentalism and Mackenzie's personal sentimentalism lie in their 

^"Letters, p. 139. 
2Ibid., pp. 183-184. 
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origins and, sometimes, in their immediate purposes. Literary senti

mentalism, which began as a strategy to satisfy emotional needs of 

bourgeois women readers, had become by Mackenzie's time a literary 

tradition, as its label is meant to indicate. A stock element from 

this source — unusual tender-heartedness toward animals, for example 

— might be wholly conventional in Mackenzie, with no reference to his 

own beliefs or practices. On the other hand, personal sentimentalism 

stems from the author's individual psychology and experience rather 

than from a received tradition, and it therefore has some unique sig

nificance. For example, the picture of poetic sensibility unhappily 

yoked to a worldly career is a sentimental motif that is Mackenzie's 

own. Of course, there are nnny cases in which it is impossible to 

assign an element definitely to one source and not the other. The 

whole pervasive theme of hidden worth, the paradoxical idea that out

ward weakness may be interpreted as inner strength, is at the same 

time an inheritance from the literary tradition and an expression of 

the author's personal bias. Naturally the literary sentimental tradi

tion was congenial to Mackenzie personally, and there is no point in 

trying to keep the two kinds of sentimentalism separate at all times. 

Yet there are instances in which Mackenzie's sentimentalism is clearly 

conventional, and others in which it is probably personal, and in these 

cases the distinction is worth noting. Our purpose is to develop an 

understanding of sentimentalism as it is manifested in Mackenzie's 

writings, and this purpose requires that we take into account the vari

ous sources of sentinental elements: the doctrinaire (Shaftesburian) 

tradition, the literary (Richardsonian) tradition, and the unique 

psychology and experience of Mackenzie himself. 



CHAPTER 3 

MACKENZIE'S AUGUSTAN-SENTIMENTAL SYNTHESIS 

To f tally understand the peculiar quality of his sentimentalism, 

we need not only to distinguish the various types of sentimentalism but 

also to understand the artistic aspirations and attitudes which direc

ted Mackenzie's performance. We need particularly to understand the 

special concern for decorum and correctness which Mackenzie as a Scot 

labored under — the concern which made him not simply the Man of Feel

ing but the Scottish Addison as well. That concern for correctness in 

eighteenth-century British literature is perhaps best suggested by the 

adjective "Augustan." Though already fading in England, it particu

larly dominated the Scottish writers of Mackenzie's day. To denote 

the idea as it affected Mackenzie, therefore, the label "Scottish 

Augustanism" seems appropriate. 

What made the Augustan spirit especially potent in Mackenzie's 

Edinburgh was the fact that the Union of 1707 had rendered the northern 

capital, and its language and culture, provincial. Just as London be

came the political hub for all Britons, northerners as well as south

erners, so also London English became indisputably the language of 

polite literature. Scottish men of letters, many of whom still used 

the Scots dialect in their informal dealings, naturally felt somewhat 

insecure when writing English and therefore tended to be exceptionally 

scrupulous in following London standards. There thus arose among 

58 
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cultivated Scots an exaggerated concern for the values of decorum and 

correctness. As David Craig has put it, 

"Correctness" was of course what all Augustans — whether 
American, French, English, or Scottish — were out to im
pose. But in Scotland it was made the more constrained 
and all-embracing by the deference to England and the 
awareness of the uncouth at home. Henry Mackenzie and 
Jardine . . . show far less character in their writings 
than they evidently had in life, which is hardly true of 
Addison or Steele. The Scottish literati, indeed, out-
Augustan the Augustans.1 

It would not be just to infer from the above that Mackenzie 

depreciated the culture of his native region. On the contrary, he 

took great pride in the achievements of the many literary Scots who 

graced Edinburgh's Golden Age — men such as David Hume, Adam Smith, 

John Home, Robert Burns, and Sir Walter Scott, all of whom he knew 

personally — and by the end of his life Mackenzie had won a reputa

tion as a leading promoter and defender of Scottish culture. He 

helped to found the Royal Society of Edinburgh, as well as the Highland 

Society of Scotland (which concerned itself with both the economics 

and the arts of the Highlands), brought Robert Burns to the notice of 

2 
the greater world by his enthusiastic review of the Kilmarnock poems, 

and, as chairman of the Highland Society investigating committee, de

fended the authenticity of Ossian. Yet Mackenzie's enthusiasm for 

things Scottish was deeply colored by his allegiance to genteel Augus

tan values. For example, he regarded the Highlanders, in whom he took 

3 such a great interest, as only "half civilised." . . He could enjoy the 

^Scottish Literature and the Scottish People, 1680-1830 (Lon
don : Chatto S Windus, 1961), p. 55. 

o 
David Daiches, The Paradox of Scottish Culture (London: Ox

ford University Press, 1964), p. 76. 

3 Anecdotes, pp. 16-17. 
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"pure classical Scots spoken by genteel people" but not the "vulgar 

patois of the lower orders of the people. In his review of Burns' 

poetry, he missed the really significant new Scots strain and praised 

instead the relatively vacuous imitations of contemporary English 
o 

verse. And, like the rest of the Edinburgh literary establishment, 

he neglected real Scots Gaelic materials in favor of Macpherson's 
q 

Ossian, which, though lacking credentials of authenticity, better 

suited the Augustan conception of primitive poetry. The total perform

ance constitutes a striking illustration of what David Daiches has 

called "a phenomenon common enough in eighteenth-century Scottish cul

ture — national pride in the native heritage accompanied by a nervous 

desire to do the genteel thing." 

Inevitably, the influence of Scottish Augustanism on Macken

zie's own writing was decisive. To begin with, his written language 

is thoroughly English, meticulously free of the Scotticisms of which 

5 the Edinburgh literati were so painfully conscious, and his style is 

invariably precise, balanced, and elegant. Samuel Rogers, to whom a 

"broad Scotch accent" was offensive, found Mackenzie's writings "re-

markable for a pure English idiom," and Sir Walter Scott characterized 

^Anecdotes, p. 15. 

2 Daiches, p. 76. 

3Ibid., p. 10. 

^Ibid., p. 34. 

5 Thompson, p. 349 and Daiches, p. 22. 

Recollections of the Table Talk of Samuel Rogers, ed. Morchard 
Bishop (Lawrence: University of Kansas Press, 1953), p. 30. 

7Ibid., p. 29. 
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Mackenzie's style as "chaste, correct, almost studiously decorous."''" 

The preface to the 1815 edition of his works calls the style "pure, 

sweet, and elegant, with dignity, but without pomp." In the view of 

his contemporaries, Mackenzie fully achieved the stylistic goal of 

Scottish Augustanism. Modern critics also have remarked the "deft" 

3 and "perfect" expression of The Man of Feeling, and its "singular 

purity.1,11 

Just as Mackenzie's prose style is patterned after that of the 

classical English stylist, Addison, so his important works in all 

genres are patterned after the best established English models. His 

most ambitious and successful poem, The Pursuits of Happiness, is an 

imitation of Pope's satirical-didactic manner; his novels are reminis

cent of works by Richardson, Fielding, and Sterne; and his two essay 

periodicals, The Mirror and The Lounger, are direct imitations of The 

Spectator. When we consider the diversity of these models, we can see 

that Mackenzie's criterion for selection of a model was not congeni

ality of matter or manner but preeminence in a genre. Never an inno

vator, Mackenzie simply tried to pattern his writing after that of the 

best English model in whatever genre he was attempting. He tried to 

be like Pope in didactic poetry, like Addison in the periodical essay, 

and like Richardson — and sometimes Fielding, and sometimes Sterne —• 

in sentimental fiction. Partly because of his Richardsonian and 

~*The Lives of the Novelists, p. 296. 

2 The Works of Henry Mackenzie, Esq. (Edinburgh: Scholey S 
Cowie, 1815), I, vii. 

3 
Tompkins, p. 54. 

^Allen, p. 88. 
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Sternean touches, he has sometimes been classed as a "pre-Romantic 

which is one of the most misleading things that can be said about him. 

Mackenzie imitated Richardson and Steme not because they represented 

the wave of the future but because they were regarded as the culmina

tion of the past, "classics" of prose fiction. As in all his writing, 

Mackenzie tried to cultivate the established patterns, not to help de

velop new ones. In the novel as in poetry and the essay, he is not a 

pre-Romantic but rather a post-Augustan, a practitioner of that par

ticularly conservative northern trend, Scottish Augustanism. 

The extent to which the Augustan model dominated Mackenzie's 

literary efforts is illustrated best of all by his management of the 

two essay periodicals, The Piirror and The Lounger. To begin with, the 

very decision to publish an essay periodical carried with it the choice 

of an Augustan English model, for The Spectator was the prototype that 

2 defined the form in the public mind throughout the century. Part of 

the game in writing the essays was to produce amusing variations on the 

3 themes made familiar by Addison and Steele. Thus Mackenzie wrote an 

early Mirror essay against duelling (No. 11), and the papers are popu

lated by such characters as John Homespun, Colonel Caustic, and Urnphra-

ville, who might well have belonged to an Edinburgh chapter of the 

Spectator club. Not only did Mackenzie adhere very closely to the 

Spectator model, he even advertised the fact. His Mirror No. 96 is a 

supposed letter from a reader charging the paper with plagiarism, 

^For examples, see Ernest Bernbaum, Guide through the Romantic 
Movement, 2nd ed. rev. and enl. (New York: Ronald Press, 194-9), p. 7 
and Foster, pp. 169-174. 

^Mayo, p. 72. 
3Ibid., p. 83. 
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claiming for example that Umphraville is none other than Sir Roger de 

Cover ley, and in Mirror No. 1U Mackenzie had specifically named the 

Spectator as the model and inspiration for the Mirror's efforts "to 

combat vice, to encourage virtue, to form the manners, and to regulate 

the taste" of its readers. The Mirror and The Lounger show Scottish 

Augustanism at work on Mackenzie in two ways; they show how, in 

Daiches' words, "Mackenzie sought to improve the literary climate of 

Scotland by imitating the tone and manner of Addison and Steele,"^ 

and they show Mackenzie's eagerness to cast himself in the magisterial 

role that Addison had filled. Whether he succeeded in making Edin

burgh more Augustan than it had been is doubtful, but he did succeed 

in winning Addisonian status for himself. The Mirror and The Lounger 

were among the most successful imitations of The Spectator format in 

the second half of the century, and they forthwith became minor clas-

2 sics themselves with extensive circulations in book form. And, of 

course they won for Mackenzie his proudest title, that of the"Scottish 

Addison." 

Yet Mackenzie's effort to achieve the Scottish Augustan ideal 

completely was finally undermined by the locale in which he wrote: 

3 late eighteenth-century Edinburgh was not Augustan London. In the 

concluding paper of The Mirror (No. 110), Mackenzie explained how the 

very setting of the periodical had militated against its success. For 

one thing, the local names of Edinburgh were hardly "important enough 

^The Paradox of Scottish Culture, p. 77. 

^Mayo, p. 72. 

3 Daiches, p. 78. Daiches also quotes at length from The Mirror 
No. 110. 
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for the dignity of writing. There is a sort of classic privilege in 

the very names of places in London, which does not extend to those of 

Edinburgh." Moreover, an Edinburgh publication necessarily lacked 

the authority to create a humorous rapport with its readers, in Mac

kenzie's view. "People are too proud to laugh upon easy terms with 

one, of whose title to make them laugh they are not apprised," he 

wrote with provincial defensiveness. "A joke in writing is like a 

joke in conversation; much of its wit depends upon the rank of its 

author." Being the Scottish Addision was a fine thing in Mackenzie's 

eyes, but not so fine as being Addison himself. 

This whole-hearted allegiance to what Addison represented, 

this exaggerated longing for Augustan respectability, is ultimately 

what makes Mackenzie's literary performance distinctive. He was a 

sentimentalist, of course, but a sentimentalist with an over-riding 

concern for decorum, propriety, correctness — for "doing the genteel 

thing." His very sentirnentalism was directed at establishing his 

respectability. In his personal sentirnentalism he emphasized those 

qualities of sensibility which made him seem most refined, most ele

vated above those ordinary provincial Scots he saw around him — most 

like an English virtuoso, one might say. In his literary practice his 

Augustanism is shown in a similar elitist bias: while all varieties 

of literary sentirnentalism were probably congenial to him personally, 

he nonetheless was selective in his adoption of materials, borrowing 

mainly from the English sentimentalist who was most highly accredited, 

Richardson, and from the one who was currently most fashionable, 

Sterne. 
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In all his writing, Mackenzie was scrupulously conventional. 

He was most emphatically not a romantic explorer seeking to break new 

ground in the regions of sentimentalism, but rather a consolidater and 

cultivator of what had already been won. His sentimentalism is itself 

conventionalized, therefore, compounded largely of sanctioned emotions, 

motifs, and expressions from the received literary tradition of Rich

ardson and Sterne. From the doctrinaire tradition he apparently took 

nothing directly — his taste was for literature, not philosophy — 

but simply retained those standard benevolist themes which had already 

been adopted by the literary tradition and become fashionable in it. 

An example is the theme of benevolence toward unfortunates. Such a 

theme is employed by Mackenzie not as part of a program of ethical 

indoctrination — let this point be stressed once more — but rather 

as part of a received literary practice. "Once sentimentalism has 

taken definite form," Fairchild reminds us, "its literary media may 

be cultivated by a conscious artist who has no religion worth mention

ing, sentimental or otherwise.""*" This is precisely the case of Mac

kenzie vis-a-vis sentimental doctrine. He is an Augustan artist who 

cultivates, among other literary commodities of his time, the literary 

media of sentimentalism. Therefore his sentimentalism is itself 

Augustan, that is, self-consciously orthodox, controlled, and refined. 

And it is this Augustan-sentimental synthesis which gives Mackenzie's 

writing its unique quality. It is this which gives The Man of Feeling 

"its singular purity as a specimen of the cult of sensibility" and 

its permanent position in the history of British literature. 

"^Religious Trends, II, 363. 

^Allen, p. 88. 
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This synthesis of sentimental and Augustan values, it should be 

noted, is in one respect inherently unstable. Literary sentimentalism 

aims at ego-satisfaction through self-glorification: one's feelings 

are not merely good but better than other people's. The thoroughgoing 

sentimentalist loves himself best and tends to depreciate the rest of 

mankind. There is in fact a foundation of misanthropy underlying 

literary sentimentalism, as we have remarked earlier. Augustanism, on 

the other hand, is altogether dependent on mankind at large, inasmuch 

as respectability is conferred by others and not by one's inner self. 

The Augustan is other-directed, working for reputation, whereas the 

sentimentalist is inner-directed, abandoning the attempt to win the 

approval of others and instead conferring approval on himself. 

The two value-systems of Augustanism and sentimentalism being 

fundamentally at odds, it is an apparent anomaly for an author of 

Augustan instincts like Mackenzie to adopt as his material the media 

of literary sentimentalism. He could do so because by the 1770's 

literary sentimentalism had in fact become traditional in the novel. 

Its barely disguised misanthropy notwithstanding, the odor of ortho

doxy which had come to surround it was enough to recommend it to a 

young Augustan of the time. In fact, as the dominant tradition in the 

English novel, sentimentalism might seem practically mandatory for a 

Scottish Augustan novelist like Mackenzie. And the synthesis could be 

made to work well, as The Man of Feeling demonstrates, despite the ap

parent contradiction. 

Just how does the synthesis function in Mackenzie's writing? 

How does Mackenzie use the materials of sentimentalism to serve the 

peculiar late eighteenth-century Scottish concern for such motives as 
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elitism, complacency, and conventionality? Mackenzie's synthesis can 

be illustrated quite fully by an examination of these three motives, 

each of which receives full play in Mackenzie's writing. First, Mac

kenzie's elitist tendency can be discerned in his treatment of the 

character-type of the man of feeling and the highly exclusive coterie 

of feeling to which he belongs. Second, the essentially complacent 

attitude of Mackenzie's sentimentalism can be seen in his treatment of 

pity, sorrow, and grief — emotions which are here attended not with 

genuine turmoil and distress but with a reassuring sense of one's per

sonal worth, good-heartedness, and merited good fortune. Finally, Mac

kenzie's faithful observance of convention is illustrated by a number 

of stock sentimental motifsj all drawn from earlier fiction, which 

Mackenzie uses quite routinely and superficially, sometimes in ways 

that make for doctrinal inconsistency; they are used not to serve the 

integrity of the story, in other words, but merely to satisfy conven

tional expectations. The remainder of this chapter on the Augustan-

sentimental synthesis will be given to analysis of Mackenzie's Scot

tish Augustan treatment of these sentimental materials: the "coterie 

of feeling," the "pleasures of sorrow," and certain secondary "stock" 

sentimental motifs. 

Elitism: The Coterie of Feeling 

The fictional man of feeling, who achieves definitive embodi

ment in 1771 as Mackenzie's Harley, is a rather powerless and unheroic 

figure who might therefore seem ill equipped to exhibit the Augustan 

ideal of elitism. He is, indeed, a misfit in the world, one of life's 

failures. Moreover, he is acutely conscious of his failure, which he 



68 

attributes to his highly sensitive feelings. But which side is ulti

mately to blame here, the man of feeling or the hostile world? The 

question, which is implicit everywhere in sentimental fiction, emerges 

clearly in one of the best-known passages from The Man of Feeling, the 

climactic scene in which Harley, near death, summarizes the life-vision 

of a worldly failure. The occasion is the final visit of the fiction

al narrator, Charles, to the languishing man of feeling, who addresses 

the visitor as follows: 

"This world, my dear Charles, was a scene in which I never 
much delighted. I was not formed for the bustle of the busy, 
nor the dissipation of the gay; a thousand things occurred, 
where I blushed for the impropriety of my conduct when I 
thought on the world, though my reason told me I should have 
blushed to have done otherwise. . . . There are some feelings 
which perhaps are too tender to be suffered by the world. The 
world is in general selfish, interested, and unthinking, and 
throws the imputation of romance or melancholy on every temper 
more susceptible than its own. I cannot think but in those 
regions which I contemplate, if there is any thing of mortali
ty left about us, that these feelings will subsist; — they are 
called, — perhaps they are — weaknesses here; — but there 
may be some better modifications of them in heaven, which may 
deserve the name of virtues." 

Perhaps the most remarkable quality of this self-revealing 

speech is the complacency with which the man of feeling accepts his own 

failure in the world. That he has been a failure he does not dispute. 

He simply "was not formed for the bustle of the busy, nor the dissipa

tion of the gay," and a thousand social faux pas still pain his memory. 

This conviction of personal inadequacy, deeply ingrained in the charac

ter of the man of feeling, is in fact what drives him to the compensa

tory expedient of glorifying his supposed inner and "hidden" virtue. 

As W. F. Gallaway has put it, in sentimentalism "the worth of a simple 

virtue apart from any important achievement is recognized to an extent 

that seems explicable only by a need on the part of the sentimentalist 
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to find an excuse for his own good-natured incapacity.""'* 

The incapacity of the man of feeling with respect to worldly 

endeavors is a pervasive theme in Mackenzie's novels, as is the disgust 

awakened in the man of feeling by the dull and crass ways of the world. 

"There is a degree of sentiment, which, in the bosom of a man destined 

to the drudgery of the world, is the source of endless disgust," he 

wrote in The Man of the World (Pt. I, Ch. I), and it is a thought that 

is often repeated in his novels. Indeed, the tension between the man 

of feeling and "the world" is so pronounced that it generates a dualis-

tic outlook. On one side are the man of feeling and a very few select 

people just like him; on the other side are the philistines. This du

alism shows itself in the pervasive contrasts between the man of feel

ing and the man of the world. The Man of Feeling is followed by a se

quel entitled The Man of the World; in the first book, Harley is op

posed by a worldly baron; in the second, a man of feeling named Annesly 

is ruined by a man of the world named Sindall; in Julia de Roubigne, 

men of feeling frequently voice their revulsion from the world. "Our 

feelings were often equally disgusted with many of the common notions 

of mankind," writes Julia, "and we early began to form a league against 

them" (Letter X). The dualistic vision also shows itself in various 

secondary contrasts such as, in The Man of Feeling, the pairings of the 

"misanthropist" and his tender-hearted brother in Chapter XXI and of 

the businessman and his poetic brother in Chapter XXXIII. 

Yet, whereas awareness in Mackenzie's novels of the opposition 

between sensibility and "the world" is pervasive and acute, the 

"'""The Sentimentalism of Goldsmith," p. 1171. Fairchild makes 
a similar observation in Religious Trends, II, 372. 
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fictional man of feeling is neither bitter nor depressed. On the con

trary, he is able to regard his disappointing career with positive 

complacency. He salvages his self-esteem by the simple expedient of 

calling into question the worldly criteria for success. He decides 

that he is in fact "too good for this world," as Harley's servant de

clares of his master in the sequel-novel, The Man of the World (Pt. II, 

Ch. V). Those tender feelings of his, although called "weaknesses 

here," are in heaven properly recognized as virtues. The nan of feel

ing is really designed for heaven, it would appear, and his worldly 

failure is simply a consequence of his angelically innocent nature. 

He would not have it otherwise, of course. Indeed, he cherishes his 

unfitness for the world as evidence of his fitness for heaven. When 

he seems to be admitting defeat, he is really proclaiming his triumph. 

The professions of humility on the part of the man of feeling are 

ironic, therefore; what he really feels is complacency. J. M. S. Tomp

kins analyzes the egoistic "humility" of the man of feeling as follows: 

There is plenty of this complacency in The Man of Feeling, 
together with the ironical humility which so often accom
panies it. The sensible man feels that he is an advanced 
type of being, of finer clay than the rest of the world, 
and though he pays for his superiority by weakness and 
anguish, he does not find the price too high, but regards 
with gentle scorn the low pleasures of the unthinJdng world. 
Superiority, however, is not a very amiable feeling; more
over, all the strength of practical competence was on the 
other side. This, then, was to be disarmed by humility. 
With what heart-wrung whimsicality does the Man of Feeling 
forestall his critic in his confessions of weakness; with 
what delicate sarcasm does he assent to the verdict of the 
world and head a chapter in which Harley expresses his dis
quiet about English behavior in India: "The Man of Feeling 
talks about what he does not understand."1 

"*The Popular Novel in England 1770-1800, p. 102. 
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By his ingenious inversion of values, whereby failure is 

re-interpreted as success, the man of feeling becomes a new and para

doxical sort of hero. He has "in large part substituted the ideal of 

ecstatic self-approval for the former ideal of glorious reputation," 

in the words of Paul E. Pamell,^ and the power of this idea lies in 

the fact that the new heroism is available to everyone. Anyone who 

chooses to regard himself as a man of feeling, including any reader, 

is ratified in his special status by no other authority than his own 

feelings. He does not have to wait for public recognition of his deeds 

or for his appearance in the social register. He does not have to be 

a man of action or even a man of quality. He is a man of feeling — 

his feelings tell him so — and it is enough. 
v 

Complementing Mackenzie's glorification of the man of feeling 

is his disparagement of the man of the world. Late in life he remarked 

on "the superior fitness of coarse and ordinary minds to the plain 

operations of business," an idea which is practically a cliche in his 

writings. His own finer sensibilities seem to have been particularly 

offended by the legal profession, for he lays the blame for the 

Roubigne's reduced circumstances on an unfortunate law-suit, and in 

his revision of Lillo's Fatal Curiosity he introduced a villain in the 

person of a lawyer who quite viciously ruins the Wilmots. He has Old 

Wilmot inveigh against the legal profession in general, not just this 

one corrupt attorney: 

The Law! ay, there's a Curse I had forgotten. 
There's not a plague that Wealth can lay on Wretchedness 
More grievous than it's legal Tyranny.3 

lnThe Sentimental Mask," FMLA, LXXVIII (1963), 533. 
2 The Letters of Brutus to Certain Celebrated Political Charac

ters, pp, 17-18. 
3The Shipwreck, p. 9. 
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Mackenzie's bias against the legal profession is interesting because 

of course his own role in the world was that of an attorney. But his 

emotional antipathy really encompasses all men of the world, that is, 

all powerful men. At best, such men appear in their dealings with a 

man of feeling as selfish and rude. Harley's embassage to London is 

ruined by a cynical rebuff from the wealthy baronet to whom he has 

applied for help; and it is perhaps noteworthy that Mackenzie himself 

had had a similar rebuff in London from a Lord Eldon."*" At worst, such 

men appear as arch-villains in his works, one such being Sindall in 

The Man of the World. The opposition between man of feeling and nan 

of the world may be relatively mild or it may be extreme, but it occurs 

everywhere in Mackenzie's fiction. 

In a world of coarse-minded self-seekers, the true and rare man 

of feeling emerges as a kind of natural aristocrat. He is the gentlest 

of gentlemen, after all, virtually the culmination of human evolution. 

"Civilization had been long in developing the man of feeling," observes 

Kenneth C. Slagle, and Mackenzie's implication is that civilization 

had with this development achieved something like perfection on earth, 

a being too angelic to thrive on earth and already fit to pass immedi

ately into heaven. The character-type of the man of feeling is a dis

tinctly elitist conception, and it is this elitism that makes it so 

appealing to Mackenzie's Augustan yearnings. 

The elitism of the man of feeling is actually a paradoxical 

notion, like the very conception of a sentimental, that is, tender-

^Anecctotes, p. 114. 

^The Man of Feeling (New York: Norton, 1958), p. x. 
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hearted, hero. Feeling, after all, is an attribute of the common 

herd as well as of the aristocracy. A belief in the primacy of feel

ing should lead logically to a belief in democracy, as indeed it does 

in the doctrine of the great theorist Rousseau. Yet, even in Rous

seau's own La Nouvelle Heloise, the fictional nan of feeling Saint-

Preux is pictured as a rare spirit adrift in an indifferent if not 

hostile world. The fictional man of feeling even here makes his 

appeal to the reader's interest and sympathy on the ground that he is 

exceptional, in some sense elite."'" 

The suggestion of nobility inhering in the man of feeling 

is reflected in the fact that his actual social status, though not 

literally aristocratic, is typically above the ordinary. Harley, for 

example, is in the same class as the landed gentlemen around him, 

by virtue not of his wealth, which is only meager, but of the "antiq

uity" of his family (The Man of Feeling, Ch. XI), and Mackenzie's 

other heroes and heroines are similarly elevated above the masses. 

The family of the worldly Sir William Sindall, on the other hand, 

gained its estate in the days of "that monarch of facetious memory, 

Charles the Second" (The Man of the World, Ft. I, Ch. VIII), a period 

notorious for its social climbing. The man of the world is fraudu

lently elite, the man of feeling innately so. For Mackenzie, even 

a menial of feeling becomes somehow elevated socially. Mrs. Wistanly 

in The Man of the World, for example, has a feeling heart and, appar

ently as a consequence, "something in her manner greatly above her 

seeming rank" (Pt. I, Introduction).. . .And Charlotte, in Mackenzie's 

1 Raymond Giraud, The Unheroic Hero (New Brunswick, N. J.: 
Rutgers University Press, 1957), p. 36. 
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rewriting of Lillo's Fatal Curiosity, is elevated by the sentiment of 

grief: 

I seem to rise above the vulgar World; 
To think it's Honors mean, it's Pleasures painfull, 
And prize alone the Tears that fall for Wilmot.l 

These examples all point to a psychological linking in Mackenzie's 

mind of sensibility with elevated rank. Although the man of feeling 

is technically unaristocratic in the traditional sense, he is nonethe

less elite: no one is actually precluded by birth from being a man of 

feeling, yet anyone might wish for the distinction of being one. 

Sensibility isolates its possessors from the vulgar world. One 

sensible person is an example of splendid isolation; two or more such 

persons, recognizing their common distinction, become a kind of coter

ie. In The Man of the World (Pt. II, Ch. X), the bonds of sensibility 

are likened to the ties of family kinship, and they draw their posses

sors together with a force that seems almost supernatural. Lucy Sin-

dall, a young lady of feeling in The Man of the World, is drawn toward 

the similarly constituted Miss Walton even before she learns of their 

spiritual kinship. "I feel as if we were not strangers," she declares 

on first meeting Miss Walton, and a little later discovers that the 

intuitive sympathy between them is bound up with their coirmon "bene

ficence," which she describes as "a virtue, of which the possession 

may entitle to an acquaintance with one to whom that virtue is so par

ticularly known" (Pt. II, Ch. V). Because of their common sensibility, 

men of feeling can communicate with each other in an exquisitely com

plete way. Savillon in Julia de Roubigne can thus unbosom his heart 

~*The Shipwreck, p. 20. 
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to his friend Herbert, another man of feeling, "for the speaking of 

a common language, is but one requisite towards the dearest inter

course of society" (Letter XXX). Like all men of feeling, Savillon 

is highly selective in forming relationships with others. His 

"friends indeed were few; and he seemed not to wish them many" (Letter 

X). Exclusiveness, of course, is the essence of a coterie. 

The function of the coterie is to sustain the egos of its 

members. Hen of feeling reassure one another of their superior merit, 

thus forming a common emotional bulwark against the world. The love 

they profess for one another, while not necessarily false, nonethe

less has a motive of self-interest behind it. Steeves recognizes 

this self-interested motive as "the egotism that Meredith describes 

as the 'grandson of the hoof1; self-love in the guise of love for 

another.Moreover, the sensible person prides himself on his own 

ability to recognize the merit of a fellow man of feeling, to see the 

worth that lies hidden from the world's grosser perceptions. "Gentle, 

modest, retired from notice," muses Julia de Roubigne of her beloved 

Savillon, " — it was the lot of your Julia to discover it. She prized 

it the more, that it was not common to all; and while she looked on it 

as the child of her own observation, it was vanity to know, it was 

virtue to cherish" (Letter X). A menber of the coterie not only gets 

reassuring approval from his fellows, but may also congratulate him

self on having the good taste to approve of them. The coterie nour

ishes his elitist yearnings in two ways at once. 

The coterie of feeling is not, of course, recognized as such 

by its members, but it is nonetheless real. Those who depend on it to 

^Before Jane Austen, p. 75. 
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protect and feed their delicate egos know very well who is in the 

coterie and who is not. The existence of the coterie is perhaps best 

demonstrated by pointing to it. We can use for this purpose portions 

of a letter from Julia de Roubigne, one of those written by Savillon 

to his bosom friend Herbert, concerning a third dear friend, Beauvaris. 

The ego-sustaining function of the coterie, as well as the elitism of 

the individual men of feeling, are strikingly illustrated by Letter 

XXXVI of the collection: 

I am here in Paris, and fulfil the promise, which your 
friendship required of me, to write you immediately on my 
arrival. 

Alas! my reception is not such as I looked for. He, 
whom alone my arrival should have interested, my ever faith
ful Beauvaris! — he meets me not — we shall never meet — 
he died, while I was imagining fond things of our meeting! 

Gracious God! what have I done, that I should be always 
thus an outcast from society? When France was dear to me 
as life itself, my destiny tore me from her coast; now, when 
I anticipated the pleasure of my return, is this the welcome 
she affords me? 

Forlorn and friendless as my early days were, I com
plained not while Beauvaris was mine: he was wholly mine, 
for his heart was not made for the world. Naturally reserved, 
he shrunk early from its notice; and, when he had lived to 
judge of its sentiments, he wished not to be in the list of 
its friends. 

His extreme modesty, indeed, was an evil in his fate; 
because it deprived him of that protection and assistance 
which his situation required. Those who might have been 
patrons of his merit, had not time to search for talents, 
which his bashfulness obscured. His virtues even suffered 
imputations from it: shy, not only of intimacy, but even of 
opinion and sentiment, persons, whose situation seemed to 
entitle them to his confidence, complained of his coldness 
and indifference; and he was accused of want of feeling from 
what, in truth, was an excess of sensibility. This jewel, 
undiscovered by others, was mine. From infancy, each was 
accustomed to consider his friend but a better part of him
self; and when the heart of either was full, talking to the 
other was but unloading it in soliloquy. 
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Forgive me, my dear Herbert, for thus dwelling on the 
subject. The only sad comfort I have now left me, is to 
think of his worth: it is a privilege I would not waste 
on conmon minds, to hear me on this theme; yours can under
stand it. . . . 

What a letter of egotism have I written! but you have 
taught me to give vent to my feelings, by the acquaintance 
you have allowed me with yours. To speak one's distresses 
to the unfeeling, is terrible; even to ask the alms of pity 
is humiliating; but to pour our griefs into the bosom of a 
friend, is but committing to him a pledge above the trust 
of ordinary men. 

The coterie of feeling, self-protective and self-congratulatory, 

seems in this case to be composed of only three members, Savillon, Her

bert, and Beauvaris, now only a spirit. Savillon's beloved, Julia de 

Koubigne herself, my be considered a fourth. It should not go un

noticed, however, that the author of the fiction is also a member of 

the coterie. Most important of all, the reader is a member. Indeed, 

the emotional dynamics of the coterie are all aimed towards this single 

end, the inclusion of the reader in the coterie. Each reader belongs; 

although the appeal of the coterie lies largely in its exclusivity, its 

membership is theoretically infinite. 

The elitist impulse which gives rise to the coterie of feeling 

is also served by the interpretation of sensibility as artistic tal

ent, or at least a frequent accompaniment of artistic talent. "To 

poetical excellence, perhaps, even a degree of nervous sensibility, 

bordering on weakness, is often favorable," Mackenzie wrote, late in 

life,"'" and it has more recently been observed that a penchant for poet

ry, especially of the introspective sort, almost invariably accompanied 

"'""Account of the Life of Mr John Home," p. 15. 
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sensibility."*" Mackenzie seems to have associated sensibility most 

particularly with sensitivity to music. Although he never learned to 

play an instrument himself — he claimed that he was so sensitive to 

music that he could not bear "to hear the jarring sounds of a learner's 

2 violin or flute, even though that learner were myself" — he was a 

supporter for many years of both the Gentlemen's Concert and the 

Musical Society of Edinburgh. Music figures prominently in his fic

tion, frequently as accompaniment to melancholy. In The Man of Feel

ing, Harley's darkest moment comes in Chapter XL when he believes Miss 

Walton has forsaken him for another. He watches the couple stroll off 

into the distance. "At that instant a shepherd blew his horn: the 

romantic melancholy of the sound quite overcame him! — it was the 

very note that wanted to be touched — he sighed! he dropped a tear! 

and returned." (Harley's poem, "Lavinia," is a product of this same 

melancholy mood.) In Julia de Roubigne, Montauban's impassioned 

organ-playing expresses the anguish of his spirit as he waits for 

Julia to die, and in the "Story of La Roche" (The Mirror Nos. H2-M-14), 

the tragic conclusion is first announced by the somber strains of 

funeral music. Interestingly, too, "the sentiment of religion" is 

likened in this story to musical sensitivity. An atheist, it is sug

gested, is simply a man who has no ear for religion. The simple, 

pious La Roche makes the observation to the sophisticated, atheistic 

philosopher (supposed to be Hume): 

"bsdith Birkhead, "Sentiment and Sensibility in the Eighteenth-
Century Novel," ESS, XI (1925), 101. 

2 Works, I, v. 

3 
Anecdotes, pp. 77, 81. 
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When my daughter and I talk of the exquisite pleasure 
derived from music, you regret your want of musical 
powers and musical feelings; it is a department of 
soul, you say, which nature has almost denied you, 
which, from the effects you see it have on others, 
you are sure must be highly delightful. Why should 
not the same thing be said of religion? 

This association of the "sentiment of religion" with artistic 

sensitivity is interesting because it is so strongly reminiscent of 

Shaftesbury's identification, early in the century, of the moral sense 

with the esthetic sense. Yet there are real differences between the 

two conceptions. First, Mackenzie's notion of sensibility is much 

more primitive than Shaftesbury's. For Mackenzie, sensibility is 

natural and uncultivated. The pious and musically sensitive La Roche, 

after all, is a man of simple, uncultivated tastes in religion as in 

art; it is the sophisticated philosopher whom "nature has almost de

nied." In Julia de Roubigne, Mackenzie expresses a positive distrust 

of cultivated taste in music. Montauban praises the "simplicity" of 

traditional folk music, and adds: "Adepts in music are pleased with 

more intricate compositions; and they talk more of the pleasure than 

they feel; and others talk after them without feeling at all" (Letter 

XXXV). For Shaftesbury, on the other hand, the esthetic-moral sense 

requires careful cultivation, and the theory itself is the product of 

careful intellectual cultivation. It is an explicit doctrine, after 

all, one that is arrived at gradually and rather cautiously, as befits 

a theory that is certain to be questioned. Lois Whitney has neatly 

summarized the idea's development: 

Shaftesbury, starting with a sense of right and wrong that 
is natural and universal, gradually develops the notion of 
moral excellence as dependent upon a refined taste for beauty, 
proportion, and grace in the moral life, consonant with and 
partly growing out of a taste for those qualities in physical 
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nature and in art, a notion which leads him into an aristo
cratic exclusiveness that paved the way for the fashionable 
cultivation of sensibility throughout the century.^ 

For Shaftesbury as for Mackenzie, the idea had definite elitist impli

cations. But Shaftesbury's elitism is a product of cultivation, where

as Mackenzie's is primitive. Shaftesbury, it should not be forgotten, 
) 

was challenging aristocrats and gentlemen like himself, the actual 

elite of eighteenth-century Britain, whereas Mackenzie was flattering 

the novel-reading public. 

A second important difference between the two conceptions is 

in their ethical application. For Shaftesbury, ethical behavior is 

the principal concern. His entire theory, including the notion of the 

esthetic-moral sense, is directed at moral betterment. For Mackenzie, 

however, the central value is elitism itself, and ethical behavior is 

incidental to it. The man of feeling cherishes his sensibility not 

because it might help him to behave morally, but because it does help 

him to feel superior. "The sensibility, of which young minds are 

proud, from which they look down with contempt, on the unfeeling multi

tude of ordinary men," as Savillon truthfully describes it (Letter XXX), 

is dedicated not to ethics but to sheer elitism. 

Of course, it does not follow that the man of feeling neglects 

ethical behavior entirely. On the contrary, he must exhibit benevolence 

as a token of his elitist sensibility, and all of Mackenzie's men of 

feeling do indulge in a kind of benevolist tokenism, usually in the 

form of donations for the unfortimates whom they encounter. These 

little acts of charity are typically easy ones, not calling for any 

^Primitivism and the Idea of Progress (Baltimore: Johns Hop
kins Press, 1934), p. 38. 
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genuine sacrifice. Harley never has to go hungry or suffer any incon

venience as a result of his ostentatious generosity toward beggars, 

and Bolton, in The Man of the World, shows his benevolence by carefully 

dispensing a fortune assigned to him specifically for that purpose. 

Savillon's charity consists chiefly in treating his slaves more gently 

than is absolutely necessary. These acts cost their doers very little; 

indeed, their real value is in the warmly complacent feelings they 

yield in exchange for no great sacrifice. 

It should also be noted that the man of feeling foregoes oppor

tunities for genuine magnanimity when they present themselves. When 

Harley believes that Miss Walton prefers a rival to him, he cannot find 

it in his heart to wish the couple happiness. Instead, he nurses his 

hurt feelings with completely self-centered absorption, and barely has 

the grace to join in a good-natured toast to the bride (Ch. XL). Where 

there is a genuine personal stake for the man of feeling, there can be 

no question of charity. Bolton, in The Man of the World,shows similar 

self-interest in his determined pursuit of Harriet when his attentions 

are not welcomed, and one might well question the motives of Savillon 

in Julia de Roubigne in his treatment of the enslaved Negro prince Yambu 

(Letter XXVIII). Instead of trying to effect Yambu's repatriation, 

Savillon gradually gains Yambu's willing cooperation, thus enslaving 

the Negro's mind and spirit together with his body. Yambu becomes a 

sort of Uncle Tom, a distinctly less noble figure than he had been 

before. Savillon not only demonstrates that he is a true man of sensi

bility, a member in good standing of the coterie of feeling, but also 

has a more willing and productive slave into the bargain. 
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For Mackenzie's men of feeling, the prime value is clearly not 

benevolence but elitism. Mackenzie is at heart not a democrat but an 

elitist; in this respect, not a revolutionary pre-Romantic, but whole

heartedly a conservative Augustan. 

We may conclude that the character-type of the man of feeling, 

and the coterie of feeling which he creates, sustains Mackenzie's 

Augustan-sentimental synthesis rather well. It manages to satisfy the 

needs of sentimental egoism without antagonizing the values of Augustan 

elitism and conventionality. The weak and passive, virtually anti-

heroic figure of the man of feeling is shown to be essentially worthy 

by virtue of his precious feelings. A sense of personal inadequacy, 

undoubtedly shared by many readers, is thus soothed by sentimental 

egoism, the hope of "glorious reputation" being replaced by "ecstatic 

self-approval." At the same time, the Augustan fondness for an elitist 

social order is also satisfied. Although the man of feeling is not a 

born aristocrat, his family is distinctly of the better sort, and he 

himself is recognized by the people who matter — that is, other mem

bers of the coterie, including the novel-reader — as one of the chosen. 

The conception of the man of feeling is thus explicitly elitist and 

anti-popular. Moreover, by Mackenzie's time the character-type, which 

appeared as early as 1744 in the form of Sarah Fielding's David Sim

ple, was well established in English fiction, so it carried the addi

tional recommendation of conventionality and orthodoxy. It seems to 

have been Mackenzie's peculiar good fortune to find ready at hand this 

fictional material, the character and the coterie, that so perfectly 

suited his own Augustan-sentijiiental synthesis. 

"Hjtter and Needham, p. 114. 
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Complacency: The Pleasures of Sorrow 

A predilection for elitism is one Augustan trait, and a dis

position to think well of oneself, one's society, and one's era — 

a quite general complacency, in other words — is another. Just as 

Augustan elitist yearnings could seek satisfaction in the sentimental 

coterie of feeling, so also, in similar fashion, the Augustan attitude 

of complacency was able to adopt the sentimental mood of melancholy. 

This is the second major way in which Mackenzie made use of sentimen

tal materials to serve Augustan ends. 

Like the fictional man of feeling and his coterie, sentimental 

melancholy was a well-established staple by the time Mackenzie appeared 

on the literary scene. Indeed, fashionable melancholy may be consid

ered one of the constants in British literature, appearing in Anglo-

Saxon literature as stoic pessimism, in medieval literature as reli

gious morbidity, in Renaissance literature as Hamlet-like melancholy, 

and in eighteenth-century literature as so-called "graveyardism. 

Of particular influence in the eighteenth century was Milton's widely 

popular "II Penseroso," which helped to cultivate in English readers 

a fashionable taste for descriptions of solitary pensiveness accom-

2 panied by elegiac melancholy. Of possible importance also was a 

large body of Latin poetry on the themes of retirement and death which 

appeared in English translation towards the end of the seventeenth 

century. The pensive, melancholy note struck in this poetry is heard 

again in the eighteenth century in Pope's "Elegy to the Memory of an 

\jtter and Needham, p. 103. 

^Sickels, p. 13. 
3 
Reed, p. 38. 
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Unfortunate Lady" and "Eloisa to Abelard," and of course in the "grave

yard" poetry of Young, Blair, Gray, and others. By Mackenzie's time 

the melancholy mood, always viable in literature, was also thoroughly 

respectable. Mackenzie might well have exploited it even if he did 

not have particular and immediate reasons to do so. 

Mackenzie did have particular reasons for choosing the melan

choly strain. For one thing, the emotions of the fictional man of 

feeling are almost necessarily of the graver sort, if he is to be taken 

seriously and accorded the respect he wants. A character whose re

sponse to life is light-hearted runs the risk of being lightly dis

missed by readers. To be taken seriously, the man of feeling must be 

serious, particularly concerning his feelings. He has to take his 

emotions seriously, lest others fail to do so, and Ms serious self-

regard leads easily enough to melancholy. 

On occasion, for social reasons, the man of feeling might adopt 

an air of gaiety, but that is only a pose, as Mackenzie makes clear 

in The Mirror No. 100: 

The melancholy man feels in himself (if I iray be allowed 
the expression) a sort of double person; one which, covered 
with the darkness of its imagination, looks not forth into 
the world, nor takes any concern in vulgar objects or frivo
lous pursuits; another, which he lends, as it were, to or
dinary men, which can accommodate itself to their tempers 
and manners, and indulge, without feeling any degradation 
from the indulgence, a smile with the cheerful, and a laugh 
with the giddy. 

The wan of feeling sees himself as not only somber but secluded; if 

he indulges in any lighthearted social exchange, he is playing a role 

quite unlike his inner being. 

Another reason for the predominance in Mackenzie's writing of 

the melancholy strain, particularly the elegiac note, is that the man 



85 

of feeling is at his best in death. He is a misfit in the world, after 

all, a too frequent victim of his own gullibility and social awkward

ness, but after his death there can be no question of ridicule; he is 

cherished as a memory, perfect and beyond the reach of this hostile 

world, as he was meant to be. A psychologist could no doubt find an 

element of adolescent wish-fulfillment in all this. Harley does what 

many a weakling has secretly longed to do: he dies, and his memory 

is then cherished by all who hear of him, led in their devotions by 

his surviving sweetheart, who functions as a sort of cult-priestess. 

Miss Walton's raison d'etre in both The Man of Feeling and The Man of 

the World is clearly not to unite with Harley in life but to adore his 

memory after his death. 

Yet the most important reason for the emphasis in Mackenzie's 

works on the somber emotions is that their presence was regarded as 

proof of sensibility. It was taken for granted that poets, for ex

ample, were keenly sensitive to grief and sharply responsive to suffer

ing in others,"^ and this sensitivity, so much finer and more generous 

than that of ordinary men, was naturally shared by all men of feeling. 

Mackenzie rather proudly counts his own "tincture of melancholy enthu-

siasm" among his assets, and of course it is manifested everywhere in 

his fiction. 

Because it is regarded as proof of sensibility, sorrow becomes 

positively desirable to the man of feeling. He needs and seeks oc

casions of distress on which to exercise his sympathy — occasions of 

"^Sickels, p. 303. 

^Letters, p. 77. 
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real distress in others or imagined distress in himself — and then 

luxuriates in the sweet pangs of sorrow that tell him he is good. This 

is the great pleasure of sorrow for the man of feeling. "Tremulously 

responsive to the sorrows of others," in Fairchild's words, 

he is often moved to sympathetic tears. But in the last 
analysis these tears are pleasurable, for they bear wit
ness, to himself and to others, of his exquisite sensi
bility. The gently pensive melancholy of retired contem
plation, sometimes mingled with a more horrific graveyard-
ism, is likewise a mood too luxuriously symptomatic of 
emotional distinction to include much genuine sorrow.^ 

Mackenzie exhibits a fully developed appreciation of this sort 

for the pleasures of sorrow, both in his private correspondence and 

in his fiction. In a letter to his cousin Elizabeth Rose he describes 

the loveliness of a certain'kind of "weeping Figure," and adds: "it's 

Sorrow is of that Sort that we can press to the Bosom which it wounds, 

8 if we were not confined by the Acceptation of words, we should allow 

it a Degree of Pleasure."^ In The Nan of the World (Pt. I, Ch. XVIII), 

he indulges in a bit of Sternean rhapsody as he contrasts the supposed 

delights of the sensualist with the greater ones of the connoisseur of 

sympathy: 

I will venture to affirm, that there is a truer, a more 
exquisite voluptuary than he — Had virtue been now 
looking on the figure of beauty, and of innocence, I 
have attempted to draw — I see the purpose of benevo
lence beaming in his eye! Its throb is swelling in his 
heart! — He clasps her to his bosom; — he kisses the 
falling drops from her cheek — he weeps with her; — 
and the luxury of his tears — I cannot describe it. 

Such illustrations of sensibility luxuriating in delightful anguish 

are easily found in Mackenzie's novels. The dramatist who adapted 

"^Religious Trends, II, 371. 

^Letters, pp. 105-106. 
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Julia de Roubigne for the stage, while writing a lamentably poor play, 

still managed to express perfectly, perhaps too perfectly, Mackenzie's 

sentimentalized sorrow. Julia introduces herself with this speech: 

Indulge me in this Luxury of thought. 
There is to feeling Minds a pleasing woe, 
A Sorrow calmly still, a grief refin'd 
Unknown to vulgar Souls that never felt 
How near the mingled Chords of Extacy [sic] 
And Anguish strike the Heart !-*• 

In this overly transparent speech, the egoism that underlies the plea

sures of sorrow becomes obvious. The complacency of the tearful sen

timentalist is laid quite bare. 

Here arises a difficulty. The sentimentalist, it appears, is 

really an egoist in his response to sorrow. Yet what he prides himself 

on is his supposed capacity for sympathy, that is, his ability to share 

the suffering of others, disregarding his separateness from them. There 

is of course a logical dilemma here. How can the man of feeling con

gratulate himself on his unselfish concern for others, when in fact his 

concern is selfishly concentrated on his own feelings? If he concerned 

himself to lighten the burden of distress on others, he would have seme 

cause for self-approval, but insofar as he revels in that distress, 

actually valuing it for the melancholy luxury it provides him, he is of 

course reprehensible. It is no wonder that some critics began to con

demn on ethical grounds the fashionable exploitation of melancholy in 

2 eighteenth-century literature. 

The dilemma really exposes the man of feeling's ambivalence 

toward society. Fairchild has described "the man of .feeling's 

^Catherine Met calf, Julia CLarpent # 885, Huntington Library), 
p. 1. 

2Reed, p. 25. 
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uncertainty as to whether he should seek his ideals within the busy 

hive of bourgeois civilization or apart from it."^ As a sentimental 

elitist, he wants to shun the world and rise above it, like a saintly 

hermit, but as a sentimental benevolist he knows he ought to be pro

moting the well-being of others. The truth is that he is at heart 

anti-social, but his self-image demands that he be socially beneficent. 

He is thus torn between his yearning for the aloof, contemplative, 

melancholy life and his need to believe in his own benevolence. 

One way out of the dilemma is for the nan of feeling to cease 

being aloof, to rejoin the human race and share life's joys and afflic

tions in community with others. There cannot be perfect communication 

between the man of feeling and ordinary men, of course, but is it not 

possible for him to find peculiar benefits of his own, more refined 

perhaps than those of ordinary men, in their company? Mackenzie sug

gests in The Mirror No. 16 that whereas the ordinary man might experi

ence "social joy without any social affection," for the man of feeling 

"though the joy my be less, there will, I believe, be more happiness 

and more virtue." The man of feeling, Mackenzie implies, needs to ap

ply his sensibility in such a way that he can derive from his social 

exchanges, not a fool's joy, and not a monk's dismal melancholy, but 

such approved values as social affection, happiness, and virtue. Even 

melancholy can be beneficial, but it must be the right kind of melan

choly. For melancholy, the response to grief and thoughts of mortality, 

can be warm and gentle as well as cold and dark — so claims the sen

timentalist. In trying to solve the dilemma of the man of feeling and 

adapt his sensibility to social values, Mackenzie naturally dwells on 

^Religious Trends, II, 371. 
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"gentle melancholy" and its supposed salutary effects. The "pleasures 

of sorrow" are made to seem socially respectable by a remarkable piece 

of sophistry and self-deception. In one of the most interesting, if 

also distasteful, of his Mirror essays, Mackenzie describes the funer

al of a lovely young girl as an event which was not only pleasurable 

but also inspiring — "not only one of the refinements, but one of the 

improvements, of life." Because this essay so notably illustrates the 

pleasures of sorrow in Mackenzie, and also his efforts to render such 

pleasures respectable, it is worth our quoting some key passages from 

it. What follows is roughly one-fourth of the essay, The Mirror No. 72 

. . . There is a sympathetic enjoyment which often 
makes it not only better, but more delightful, to go to 
the house of mourning, than to the house of feasting. 

Perhaps I felt it so, when, but a few days since, I 
attended the funeral of a young lady, who was torn, in the 
bloom of youth and beauty, from the arms of a father who 
doated on her, of a family by whom she was adored: I think 
I would not have exchanged my feelings at the time, for all 
the mirth which gaiety could inspire, or all the pleasure 
which luxury could bestow. 

. . . There was a flow of sorrow with which I suffered 
myself to be borne along, with a melancholy kind of indul
gence; but when her father dropped the cord with which he 
had helped to lay his Maria in the earth, its sound on the 
coffin chilled my heart, and horror for a moment took the 
place of pity! 

It was but for a moment. He looked eagerly into the 
grave; made oi.a involuntary motion to stop the assistants 
who were throwing the earth into it; then suddenly recol
lecting himself, clasped his hands together, threw up his 
eyes to heaven; and then first I saw a few tears drop from 
them. I gave language to all this. It spoke a lesson of 
faith, and piety, and resignation. I went away sorrowful, 
but my sorrow was neither ungentle nor unmanly; cast on 
this world a glance rather of pity than of enmity; on the 
next, a look of humbleness and hope! 

Such, I am persuaded, will coimionly be the effect of 
scenes like that I have described, on minds neither frigid 
nor unthinking; for of feelings like these, the gloom of 
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the ascetic is as little susceptible as the levity of the 
giddy. — There needs a certain pliancy of mind, which 
society alone can give, though its vices often destroy, 
to render us capable of that gentle melancholy which makes 
sorrow pleasant, and affliction useful. 

It is not from a melancholy of this sort, that men are 
prompted to the cold unfruitful virtues of monkish solitude. 
These are often the effects rather of passion secluded than 
repressed, rather of temptation avoided than overcome. The 
crucifix and the rosary, the death's head and the bones, if 
custom has not made them indifferent, will rather chill de
sire than excite virtue; but, amidst the warrcrth of social 
affection, and of social sympathy, the heart will feel the 
weakness, and enjoy the duties, of humanity. 

The "gentle melancholy" which Mackenzie describes here, pur

portedly suffused with "the warmth of social affection, and of social 

sympathy," is to the modern reader remarkable for its callousness. 

How heartless is the narrator's appropriation of another nan's calamity 

for his own "sympathetic enjoyment," which he would not exchange for 

any other sensation! How easily does he transmute the real suffering 

of another into an abstract "lesson of faith, and piety, and resigna

tion"! Would the pleasure and instruction be the same, one wonders, 

if the daughter were his own? 

How can a man so numb himself to another's misery, and do 

this in the name of sympathy? How can he so misinterpret both the 

facts and his emotional response to them? 

He begins, most probably, with the mistaken conviction that 

what he feels when he contemplates sorrow must be good, even if it is 

pleasurable, because he is good. The truth is that any pleasure felt 

in observing the suffering of another probably comes at least partly 

from the comforting realization of one's own relative well-being. By 

persuading himself that this pleasant sensation of complacency is 
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actually a pleasant sensation of sympathy, the man of feeling can let 

his complacency surge forth unchecked in the guise of sympathy, and 

he can then congratulate himself on the richness of his feeling. The 

coziness of complacency canes to be misinterpreted as the wanrrth of 

sympathy, and hence a mark of sensibility. License is given to the 

full enjoyment of the "pleasures of sorrow," and the way is readied 

for such monstrosities as The Mirror No. 72. 

The real values expressed in the essay are of course quite 

different from the approved ones of social affection, happiness, and 

virtue. There is no real "social affection" here, but rather a re

markably hard-hearted aloofness; the observer is truly just that, an 

observer of human suffering," not a participant in it. The "happiness" 

that is felt is at least partly the complacency of the observer who is 

glad to have escaped the calamity of the participant, and the "virtue" 

on which the observer congratulates himself stems from the conscious

ness of his own rich feelings, even though these feelings are in fact 

anti-social, egoistic, and complacent. 

A similar sort of hypocrisy is shown in the man of feeling's 

philanthropy, in his active charity to others. He is not really very 

charitably disposed toward the world, as we have seen, yet his self-

image requires that he exhibit benevolence. This is another aspect of 
I 

his dilemma: he loves only himself, but to sustain his self-love he 

must appear to himself to love others. Hence he must be philanthropic, 

albeit for egoistic ends. 

The egoistic motive underlying the man of feeling's charity 

reveals itself in various ways. To begin with, the real meaning of 

the act of charity is found in the subject and not the object of 
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benevolence. What matters to the man of feeling is not how much the 

distress of the alms-recipient is relieved, but how much his own con

sciousness of charitable virtue is enhanced. This self-centeredness 

gives rise to the phenomenon of hedonistic benevolence, wherein the 

man of feeling performs acts of charity specifically for the sake of 

the inner pleasure such acts give him. When the narrator of The Man 

of the World declares in the final sentence that "you could not take 

from them a virtue without depriving them of a pleasure", he is point

ing to exemplars of this hedonistic benevolence. Another is Young 

Wilmot in The Shipwreck, who so delights in charity that he can say, 

"To be possess'd of wealth is nothing; but to use it thus is Luxury 

indeed.""*' Indeed,all of Mackenzie's men of feeling are hedonists of 

benevolence. 

Hedonistic benevolence was a fairly venerable conception by 

Mackenzie's time. According to R. S. Crane, who refers to it as 

"that curious type of hedonism — the often frankly avowed pursuit of 

altruistic emotions for egoistic ends — which was to characterize 

most of the representative 'men of feeling' of the next two genera

tions," the notion had been developed by the latitudinarian preachers 
o 

of the seventeenth century. It is one of those elements from the 

doctrinaire tradition that literary sentimentalism found it useful to 

adopt. It should be noted, however, that in its new context the idea 

ceases to serve a doctrinaire purpose. The fictional hedonist of 

benevolence is not designed to convert anyone to benevolence; on the 

contrary, his mission is merely to inflate egos, the ego of the man of 

^The Shipwreck, p. 30. 
2 
See p. 20 above. 
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feeling himself and the egos of the readers who identify themselves 

with him. The primary end in view is no longer the act of benevo

lence but rather the delight of the benevolist. In doctrinaire 

sentimentalism the concept could be labeled hedonistic benevolism; 

in literary sentimentalism it might more precisely be labeled benevo

list hedonism. 

The egoistic motives behind the man of feeling's charity find 

expression in other ways as well. Sometimes an ulterior purpose rises 

briefly to the surface, as when Harry Bolton remarks ingenuously, "I 

am too selfish to be contented with money; I would increase the love 

of my people" (The Man of the World, Pt. II, Ch. XI). Sometimes benev

olence is exposed as an extension of self-love, when the recipient is 

nearly allied to the giver. "Benefits to those whom we set apart for 

our own management and assistance, have something so particular in 

their nature," observes a character in The Man of the World, "that there 

is scarce a selfish passion which their exercise does not gratify" 

(Pt. II, Ch. I). And Mackenzie provides one example of benevolence 

as an expression of condescension. Julia de Roubigne observes this 

"weakness" in her father, which, though it might seem despicable to 

the modern reader, she excuses on the ground that it does lead to 

actual charity. "He thinks of a man as his inferior, only that he may 

do him a kindness more freely" (Julia de Roubigne, Letter X). 

Thus what the man of feeling calls "the luxury of doing good" 

(The Man of the World, Pt. II, Ch. X) proves to be luxurious mainly to 

his ego. What emerges above all is a pervasive air of complacency — 

complacency because he enjoys condescending to needy inferiors, 

complacency because he delights in the show of his own goodness, 
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complacency because this is only fiction, after all, and the most gen

erous act of charity costs really nothing at all. The last point is 

not trivial. Goldsmith, in his "Essay on the Theatre," had particular

ly sneered at benevolists in sentimental comedies who are "lavish 

enough of their tin money on the stage," and it is of course the false

ness of the fictional picture that is so objectionable. Real charity 

is never so painless as the fictional men of feeling insist it is. We 

could more easily tolerate these poseurs of benevolence if their dona

tions, at least, were real. But of course in literary sentimentalism 

charity is practiced not for the gift but for the reward, for the 

warmth of self-approval in which the man of feeling wraps himself. The 

"luxury of doing good" becomes, in Fairchild's words, "a self-satisfied 

emotional indulgence which merely parodies the altruistic ideal. To 

walk in the way of the Cross is simply to stroll beamingly, with jin-

2. gling pockets, among the deserving poor." 

That the "luxury of doing good" is an essentially fictitious 

phenomenon is illustrated by Mackenzie himself. No novelist indulged 

more freely in hedonistic benevolence in his works than he did. Harley 

in The Man of Feeling seizes every opportunity for charity, even when 

he knows the recipient to be unworthy. The beggar in Chapter XIV who 

reveals the tricks of his false fortune-telling trade quite shameless

ly, nonetheless gets his dole from Harley. The process by which Harley 

succumbs, against his better judgment, is described in a famous passage 

Harley had drawn a shilling from his pocket; but 
Virtue bade him consider on whom he was going to bestow 
it. Virtue held back his arm; but a milder form, a 
younger sister of Virtue's, not so severe as Virtue, 

^•Religious Trends, II, 281. 



95 

nor so serious as Pity, smiled upon him; his fingers lost 
their compression, nor did Virtue offer to catch the money 
as it fell. 

Later, when it occurs to him that he is possibly being bilked by the 

sickly prostitute Emily Atkins, he impatiently hurls that suspicion 

away. "To calculate the chances of deception is too tedious a business 

for the life of man!" he cries (Ch. XXVIII). This is from the pen of 

Mackenzie the novelist; Mackenzie the man positively enjoyed unmasking 

deceptions, especially those practiced by wily beggars, as the follow

ing note illustrates: 

A singular imposture, a beggar in Edinburgh pretending to 
want feet; enlisted at last, and a stout soldier. Another 
impostor of the same sort a female; she also had frequented 
the streets for several years, acting convulsions to the 
life. I saw her at the door of a house in which I was to 
dine, but objected to giving her anything, having detected 
the imposture by a trying question. 

The hollowness of the fictional pose is obvious. 

Still and all, it should not be concluded from the above that 

sincerity was absolutely precluded from the philanthropy of the man of 

feeling. Although the generating impulse is egoistic, a true humani

tarianism could grow from it. "It was only necessary for the man of 

sensibility to "transfer the center of his interest from the sentiment 

or emotion itself to the object of it," writes Sickels, "in order that 

sentimentalism should become a true and genuine sympathy. And in sin-
o 

cerer spirits this was bound to happen." The sentimental novel ac

cordingly is given a good deal of credit for the rise of humanitarianism 

3 over the past two centuries. Yet this development must be considered 

"'"Anecdotes, p. 68. 
2 
The Gloomy Egoist, p. 297. 

3 
Utter and Needham, p. 135 and Slagle, p. x. 
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not only fortunate but fortuitous, since it is no part of the design of 

literary sentimentalism. The man of feeling's delight in the "luxury 

of doing good," like his delight in the "pleasures of sorrow" generally, 

is an egoistical, complacent pose. The people who brought sincerity to 

that pose were revolutionaries, and Mackenzie's man of feeling was never 

one of those. 

Indeed, there is no place in Mackenzie's Scottish Augustan out

look for the sort of humanitarian fervor that can generate revolutions. 

There can be no vagaries of emotion for his man of feeling, no response 

that is not timidly conventional. It is remarkable, indeed, how tame 

the emotional life of Mackenzie's man of feeling really is. To be 

guided by one's emotions meant to him to respond in certain prescribed 

ways to one's carefully restricted emotions, not to "let oneself go." 

It is instructive to compare the caution and conventionality of Macken

zie with the true recklessness of Goethe in this matter of following 

one's feelings. Whereas Goethe could condone the heroine's suicide in 

Lessing's Emilia Galotti (1771), Mackenzie could not. Goethe believed 

in surrendering oneself to one's passions, even destructive ones, where

as for Mackenzie such passions were alarming.^ Goethe's Werther violent

ly martyrs himself for love; Mackenzie's Harley dies more primly in his 

sickbed, at the appropriate moment, certainly, but also in the proper 

manner. Mackenzie was careful to keep the impulses and the actions of 

his men of feeling within the narrowest bounds of Sunday school morali

ty, and he was proud of his circumspection. In the preface to the 1808 

edition of his Works, he rather complacently declared that the .reader 

"^Wallace H. Johnson, "MacKenzie [sic] and Goethe: Two 'Men of 
Feeling' on Suicide," Studies in Scottish Literature, IV (1967), 228-
229. 
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would find nothing "which prudence can find much cause to blame; noth

ing which an honest man would be ashamed to own, or which trespasses 

against the interests or the feelings of humanity or virtue". 

Rather cautiously conventional in all things, Mackenzie por

trays in his fiction what he understands to be the approved emotions 

in the approved ways, according to the rules. He makes much of the 

"pleasures of sorrow," a standard sentimental motif, and he portrays 

it quite- conventionally, without analyzing it. He concerns himself 

with form, with emotional poses, rather than with the irrationalities 

of feeling itself. This is what Daiches calls "the Mackenzie brand of 

sentimentality . . . that admired the effusion of feeling for its own 

sake and confused the striking of moral and emotional attitudes with 

the exploration of moral and psychological situations.""'" It seems 

probable that, as Daiches maintains, the Scottish writers were peculiar

ly given to arid emotional posing when they wrote in English, simply 

because they were accustomed to expressing true feeling in their col

loquial Scots dialect, not in standard English, so that their English 

was "likely to be highly formal and in some degree de-natured." Mac

kenzie does show what seems to be a Scottish Augustan concern that 

natural feeling be clothed in proper expression to give it dignity. 

"Art alone," he writes in The Mirror No. 5M-, "can bestow that grace, 

that refined expression, without which feeling will often be awkward, 

and passion ridiculous." 

We may conclude that the "pleasures of sorrow" motif and the 

hedonistic benevolence which is associated with it, like the .character-

~*The Paradox of Scottish Culture, p. 77. 

^Ibid., p. 2l« 
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type of the man of feeling and his coterie discussed earlier, are prin

cipal manifestations of Mackenzie's Augustan-sentimental synthesis. 

Insofar as the scenes of melancholy and benevolence help sustain the 

man of feeling's pride in his own sensibility and goodness, they are 

authentically sentimental elements. Yet, insofar as the melancholy 

and benevolence are treated conventionally rather than imaginatively, 

and insofar as they tend to stimulate conservative ccmplacency rather 

than reformist zeal, they may be seen to serve Scottish Augustan ends. 

In the hands of an idiosyncratic genius like Sterne, the "pleasures of 

sorrow" can indeed become a medium of rampant sensibility, of a revel

ing in emotion that quite overflows conventional restraints. With 

Sterne we enter new territory, but with Mackenzie, who is a strictly 

orthodox craftsman, we know we are on old, familiar ground. Every

thing is accustomed, conventional, "by the rules." Moreover, what is 

conveyed is not genuine turmoil and distress at all, but a gentle air 

of self-satisfaction, an awareness of one's own emotional soundness 

and merited good fortune. The "pleasures of sorrow" are here peace

ful and self-satisfied ones, and they serve both the complacent poise 

of the convention-follower and the complacent egoism of the man of 

feeling, in Mackenzie's Augustan-sentimental synthesis. 

Conventionality; "Secondary" Sentimental Elements 

Besides the coterie of feeling and the pleasures of sorrow, 

which are major motifs in Mackenzie's fiction, there remain a number of 

lesser sentimental elements which we need consider only briefly. These 

other elements, all included in the received sentimental tradition of 

the 1770's, are used by Mackenzie as incidental decorative items and 
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hence can be considered "secondary" elements of his sentimentalism. 

Insofar as Mackenzie employs these secondary elements routinely and 

superficially, not as essential components of his narrative but merely 

as expected "stock" appurtenances of sentimental literature, they il

lustrate the essential conventionality of his literary sentimentalism. 

Among these secondary sentimental elements are a fondness for 

rural settings, especially those with melancholy or elegiac associ

ations; the motif of primitivism, including the noble savage theme 

and the idea of sentimental education; and a wavering tendency toward 

sensationalism and exoticism, qualities which are more truly character

istic of the later Gothic novel. The presence in Mackenzie's writing 

of these elements, all of which are greatly developed in the Romantic 

movement, is perhaps partly responsible for the misinterpretation of 

Mackenzie as a "pre-Romantic." A consideration of the actual use made 

of these elements by Mackenzie indicates, however, that he remained 

conservative and conventional, looking more to the past than to the 

future, even here. 

The Elegiac "Rural Sentiment" 

What Mackenzie calls the "rural sentiment," a rather solemn 

enjoyment of the countryside, is compounded partly of the traditional 

idea that innocence and goodness thrive better in the country than in 

the city. In the "Fragment" following Chapter XXXVI of The Man of 

Feeling, Harley remarks that "we, who live sequestered from the noise 

of the multitude, have better opportunities of listening undisturbed" 

to the call of benevolence. In The Lounger No. 87, Mackenzie defines 

the rural sentiment as follows: 
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There is a sort of moral use of the country, which every 
man who has not lost the rural sentiment will feel; a 
certain purity of mind and imagination which its scenes 
inspire; a simplicity, a colouring of nature on the ob
jects around us, which correct the artifice and interes-
tedness of the world. 

But the rural sentiment regularly includes also an elegiac strain, an 

association of specific rural scenes with youthful companions now 

passed away, or even with one's own lost youth. Thus Mackenzie ex

pands on the rural sentiment in The Lounger-No. 93: 

When the memory of persons we dearly loved is connected 
with the view of those objects, they have then a double 
link to the soul. It were tender enough for me to view 
some ancient trees that form my common evening-walk, did 
I only remember what I was when I first sported under 
their shade, and what I am when I rest under it now; 
but it is doubly tender, when I think of those with whom 
1 have walked there. 

Not only the feeling for nature but the very wording of this passage 

seem strikingly Wordsworthian, it is true. But we have to ask just 

what Mackenzie's orientation is to this elegiac rural sentiment. 

Whence come the idea and the feeling to Mackenzie? In what context 

do they exist for him? 

Very probably the love of old, familiar haunts had seme basis 

in Mackenzie's personal sentimentalism, in a natural sensitivity of 

heart which, like Goldsmith's,"'' had nothing to do with the doctrines 

of Shaftesbury or Rousseau. Mackenzie writes, for example, of the 

"reverential fondness" he feels for homely old landmarks such as a 

certain "Jock's Lodge," a beggar's hut outside of Edinburgh, which had 

2 been torn down to iniprove a footpath. Moreover, Mackenzie includes a 

fondness for such mementos of the past among the marks of sensibility 

"'"Gallaway, p. 1177. 
2 Anecdotes, p. 52. 



101 

exhibited by his fictional men of feeling. "No man is more susceptible 

to local attachments than I," claims Savillon in Julia de Roubigne 

(Letter XXVIII), and the rural settings in his books are typically 

replete with landmarks of the past. In The Man of Feeling there is 

the "venerable pile" which is all that remains of Harley's house, and 

the carving on the trees; the "greatstone at the churchyard door on 

which the narrator of the novel was seen "playing at teetotum"; the 

chair that Ben Silton used to sit in; the ruined schoolhouse that Har-

ley attended as a boy; the gravestone of old Edwards' son; and the 

ancient tree by Harley's grave, in which the narrator sits as he con

cludes his story. While listing mementos of the past, we should per

haps not overlook the very manuscript of Harley's story, a memento 

which is salvaged by a lucky accident, and also the memory of Harley 

himself, who is known to be dead at the outset of the narrative. In 

The Man of the World there is the village and its landmarks, including 

Jack Ryland, which are revisited by the wandering editor-narrator; 

Mrs. Wistanly's collection of letters that form the basis of the novel; 

the monument to Richard Anne sly and Harriet; and, once again, the me

mentos of Harley — his memorial, his house, and a tree "planted by his 

own sweet hand!" In Julia de Roubigne there is Belville, the old 

Roubigne estate, now transformed by the new owner, and, most strikingly, 

the desk of Beauvaris' at which Savillon sits while he writes of Beau-

varis1 death. "On this desk whereon I write, he wrote — Pardon me a 

while — I am unable to go on." 

The plentiful mementos of the dead past, which give to Macken

zie's rural sentiment, almost everywhere it appears, a most melancholy 

flavor, point to an interesting psychological association of the motifs 
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of rural retirement and death. How do these two themes fit together? 

What is the history of their psychological association? 

1 • 2 According to the full-length studies of Reed and Sickels , 

the themes of country retirement and death were blended in the British 

literary consciousness in the latter part of the seventeenth century. 

At that time a great deal of Latin poetry was translated into English, 

the recurrent themes of which were the complaint of life, the retire-

3 ment theme, and the death theme. These themes attracted original 

treatment by English poets, too: the famous speech in Dryden's Aureng-

Zebe, "When I consider life 'tis all a cheat," is an expression of the 

complaint of life theme, and Pomfret's vastly popular poem, "The Choice, 

is a native English treatment of the retirement theme. The death theme 

was of course exploited very fully in the graveyard poetry of Young, 

Blair, and others. It has been suggested by Reed that the popularity 

of these rather pessimistic themes can be laid to the changing and un

certain state of British society in the period. The common ground of 

this fragmented society was "precisely their common disgust with life, 

disillusionment, skepticism. . . . The complaint of life was one of 

its symptoms, retirement was its chosen way of living, death was its 

obsession."14 What is most significant for our purposes is the fact 

that classical sources were teaching English readers to expect and re

spond to the contemplation of death in conjunction with the theme of 

rural retirement in their serious literature. 

"'"Amy Louise Reed, The Background of Gray's Elegy (New York: 
Columbia University Press, 1924). •• 

2 Eleanor Sickels, The Gloomy Egoist (New York: Columbia 
University Press, 1932). 

^Reed, p. 38. 
4Ibid., p. 47. 
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Of course, the classical provenance of the elegiac "rural sen

timent" does not in itself preclude its being incorporated into Roman

ticism. In fact, the motif surely was appropriated by the Romantics, 

notably by Wordsworth. But Wordsworth treats the theme in an actively 

exploratory way, seeking new uses of sensibility, new areas of aware

ness. In contrast, Mackenzie's use of the elegiac rural sentiment is 

conventional and quite mechanical. Mackenzie uses standardized "signs" 

of the rural sentiment — a "venerable pile," a country churchyard, an 

ancient tree — and is content to arouse a gentle sigh in response. 

But the gentle sigh is really the same each time; there is nothing dis

tinctive or at all profound about it. Mackenzie does not attempt to 

bring the reader to anything new; he is satisfied merely to touch the 

usual notes in the usual ways. The age had "learned to find 'a truly 

virtuous pleasure' in contemplating the wrecks of time," in Sickels1 

words,"'" and Mackenzie obligingly furnishes the landscapes of his novels 

with contemplated wrecks. The elegiac "rural sentiment" came to Mac

kenzie as part of the conventional literary heritage, and he left it 

what he found it. 

Primitivism and Sentimental Education 

Related to the sentimentalist's preference of the country to 

the city is his bias in favor of the supposedly simple and uncorrupted 

2 spirits of children, peasants, and primitive savages. This primi-

tivist interest also includes a special sympathy for animals. Indeed, 

children and animals are doubly appealing to the sentimentalist, not 

"4?he Gloomy Egoist, p. 13. 

2 Hoxie Neale Fairchild, The Noble Savage (New York: Columbia 
University Press, 1928), p. 1. 
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only because they are uncorrupted by the world but also because they 

are normal objects for openly lavished affection. The first sentimen

tal character in British literature, Chaucer's prioress, shows her 

tender-heartedness by her inordinate caring for her "smale houndes," 

and the incident of the dead donkey in Sterne's Sentimental Journey is 

a sentimental locus classicus. 

Mackenzie quite frequently introduces animals into his fiction, 

but the inconsistency of his attitudes toward them betrays the inci

dental and superficial interest he takes in this "secondary" sentimen

tal element. A notable example of Mackenzie's use of an animal for 

pathetic effect is found in Chapter XXXIV of The Man of Feeling, in 

the account by Old Edwards of his family's eviction from their home

stead: 

Had you seen us, Mr. Harley, when we were turned out 
of South-hill, I am sure you would have wept at the sight. 
You remember old Trusty, my shag house-dog; I shall never 
forget it while I live; the poor creature was blind with 
age, and could scarce crawl after us to the doori he went 
however as far as the gooseberry-bush; which you nay re
member stood on the left side of the yard; he was wont to 
bask in the sun there; when he had reached that spot, he 
stopped; we went on: I called to him; he wagged his tail, 
but did not stir: I called again; he lay down: I whistled, 
and cried Trusty; he gave a short howl, and died! I could 

. have lain down and died too; but God gave me strength to 
live for my children. 

Three paragraphs later we learn how his son's dog was shot by a cruel 

game-keeper and "died with a complaining sort of cry at his master's 

feet." Alongside of this display of sentimental feeling for dogs we 

should place the attitude of the narrator in the book's opening chap

ter, when he discovers a young lady's pet dog occupying the chair 

which the beloved Ben Silton was wont to sit in: 
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I drew near unperceived, and pinched its ears in the 
bitterness of my soul; the creature howled, and ran to 
its mistress. She did not suspect the author of its 
misfortune, but she bewailed it in the most pathetic 
terms; and kissing its lips, laid it gently on her lap, 
and covered it with a cambric handkerchief. I sat in 
my old friend's seat; I heard the roar of mirth and 
gaiety around me: poor Ben Silton! I gave thee a tear 
then: accept of one cordial drop that falls to thy 
memory now. 

These two scenes form a direct contrast. In Edwards' scene, the vic

timized dogs are presented as objects of extreme pathos, whereas in 

the Ben Silton scene the victimized dog is regarded as a pest, its 

tender-hearted mistress is seen as preposterous, and our sympathy is 

directed entirely toward the narrator, who is himself the dog-

tormentor. Mackenzie obviously maintains no consistent attitude toward 

animals in his fiction. He frequently does use them for sentimental 

effect — besides the half-dozen dogs in The Man of Feeling, we find 

Billy's dog and Harriet's pet linnets in The Man of the World, Julia's 

pet dog "little Fidele" in Julia de Roubigne, and young Charles' storm-

tossed red-breast in The Shipwreck — but he can treat them quite un-

sentimentally when it suits his purpose of the moment. In the treat

ment of animals in his fiction, Mackenzie is motivated more by mere 

convention, or perhaps convenience, than sentimental conviction. 

Of more interest, in view of its later development in Romantic 

literature, is the theme of the noble savage, which is found in all 

three of Mackenzie's novels. In The Man of Feeling the noble savage 

make a brief appearance as an old East Indian who is tortured by 

British soldiers until old Edwards secretly contrives to let him es

cape. Later, after Edwards is himself beaten and turned out of the 

service for his part in the escape, the Indian nurses him back to 
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health and, on parting, leaves Edwards a large purse of gold. "You are 

an Englishman," declares the noble savage, "but the Great Spirit has 

given you an Indian heart, may He bear up the weight of your old age, 

and blunt the arrow that bring it rest!" In The Han of the World (Pt. 

II, Chs. XVIII - XIX), there is a fuller view of primitive virtues and 

values in the account by Billy Annesly of his life among the Cherokees 

of America. These savages are notable for the barbarity with which they 

treat their prisoners and the high value they place on the ability to 

bear physical pain with stoic impassiveness. Unlike the old Indian in 

The Man of Feeling, who suffered quite visibly "while the big drops 

trickled down his shrivelled cheeks and wet his grey beard," the savage 

Cherokees endure the most brutal tortures with perfect composure. It 

is after Billy shows his own strength in this way that he is adopted 

into the tribe. In Julia de Roubigne, the noble savage appears in 

Chapter XXVIII in the person of the Negro slave Yambu, whose domesti

cation to servility has been discussed earlier. 

Mackenzie laments the inhuman practice of slavery in this por

tion of Julia de Roubigne (Letter XXVIII), and again, where it is 

2 called "that impious trade that desolates creation," m The Shipwreck. 

In these attacks on slavery, as in his attacks on the related issue of 

British imperialism, Mackenzie was undoubtedly writing from convic

tion. His fictional portraits of the noble savage do not reflect the 

"'"See p. 81 above. 

^The Shipwreck, p. 23. 

^The Man of Feeling, "A Fragment" following Chapter XXXVI, 
and Letters, p. 134. 



107 

same conviction, however, but show a merely fashionable interest in a 

highly conventional conception. 

The rather dream-like conception of the noble savage, which so 

appealed to the eighteenth-century hunger for primitive simplicity, was 

in some ways a new version of the classical dream of a Golden Age."'" 

Because the ancient literary tradition had kept alive the Edenic dream, 

the idea of the noble savage grew quite naturally in the enthusiastic 
o 

reports frcm the new world. No doubt Mackenzie was in part reflecting 

this traditional idea when he introduced the noble savage into his nov

els. There were immediate precedents, too. Mackenzie could have got 

3 the idea from Prevost's novel Cleveland, as Baker suggests, and of 

course Aphra Behn had exhibited a noble savage in her Oroonoko in 1688. 

In any case, Mackenzie's use of the motif is quite conventional. In 

The Man of the World "there is the usual torture-scene," notes Benja-

min Bissell, and indeed there is much that is usual in the aboriginal 

descriptions in all three of Mackenzie's novels. 

Significantly, Mackenzie's approving attitude toward the sav

age proves to be undurable. For example, the story of Billy Annesly 

among the Cherokees seems to constitute an embracing of savage stoicism 

and a rejection of tears, yet when he is once again among his own kind, 

Billy promptly reverts to lachrymose sentimentalism. When the villain

ous Sir Thcmas, who has ruined Billy's life and destroyed his father 

"^Fairchild, The Noble Savage, p. 2. 

^Ibid., p. 4. 

^The History of the English Novel, V, 108. 

The American Indian in English Literature of the Eighteenth 
Century, Yale Studies in English LXVIII (New Haven: Yale University 
Press, 1925), p. 107. 
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and his sister, effects a reconciliation with him, Billy is moved to 

kindly tears (Pt. II, Ch. XXIV). And when Sir Thomas dies, Billy 

covers himself with remorse for his part in the lucky accident ("The 

Conclusion"), a show of softness that would be heartily despised by 

the vengeful Cherokees who are held up for admiration earlier in the 

book. Moreover, in his non-fiction writing Mackenzie shows toward 

real Indians a quite different attitude from the admiring sympathy he 

extends to the fictional stereotype. He regards as murderous Bur-

goyne's abandoning of "thousands of innocent Americans to the Indian 

tomahawk,""'' and he writes sneeringly of Tom Paine that he "skulks like 

his American Indians in a bush fight." It is misleading to interpret 

Mackenzie's use of the noble savage theme as proof that he was suscep

tible to the "revolutionary atmosphere," as Robert Naylor Whiteford 

3 does. As a literary craftsman, Mackenzie makes profitable use of 

such an attractive resource as the noble savage theme; but as a prac

tical thinker he stops far short of the revolutionary ideas to which 

that resource might inspire others. 

An interesting corollary of the noble savage theory is the 

theory of sentimental education. Since the supposed virtues of the 

noble savage were presumably present in all children, it was evident 

that education should be designed to preserve and develop those natu

ral virtues and prevent children from being corrupted by the ways of 

the civilized world.^ Mackenzie was unquestionably aware of this . 

"*The Letters of Brutus to Certain Celebrated Political Char-
' acters, p. 6. 

o 
An Answer to Paine's Rights of Man (Philadelphia: William 

Cobbett, 1796), p. 51. 

^Motives in English Fiction (New York: Putnam's, 1918), p.150. 

^Foster, p. 12. 
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theory of education, for he illustrates it repeatedly in his novels. 

Harley in The Man of Feeling, who was orphaned as a child, has the good 

fortune to be neglected by his guardians: "His education therefore had 

been but indifferently attended to" and "the young gentleman was suf

fered to be his own master" (Ch. XII). The result is the saintly nan 

of feeling, bred to the full flower of natural goodness, as innocent 

of the frivolous and evil ways of the world as an adult can be. Tra

ditional education, on the other hand, is inveighed against by the 

"misanthropist" (Ch. XXI) in the following terms: 

Indeed, the education of your youth is every way 
preposterous; you waste at school years in improving 
talents, without having ever spent an hour in dis
covering them; one promiscuous line of instruction 
is followed, without regard to genius, capacity, or 
probable situation in the commonwealth. From this 
bear-garden of the pedagogue, a raw, unprincipled 
boy is turned loose upon the world to travel . . . 

Nor are your females trained to any more useful 
purpose: they are taught, by the very rewards which 
their nurses propose for good behaviour, by the first 
thing like a jest which they hear from every male vis
itor of the family, that a young woman is a creature 
to be married; and when they are grown somewhat older, 
are instructed that it is the purpose of marriage to 
have the enjoyment of pin-money, and the expectation 
of a jointure. 

Instead of being fitted into a mold, claims the sentimental theory, 

each child should be permitted to develop his own peculiar talents and 

virtues. And instead of being preached conscious virtue, a child 

should be encouraged to let his moral feelings guide him right. "Let 

the feelings be awakened," begins that fragment entitled "The Pupil" 

which follows Chapter XL, "let the heart be brought forward to its ob

ject, placed in the light in which nature would have it stand, and its 

decisions will be ever just." That confidence is echoed in The Man of 
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the World — "Let but the heart pronounce its judgement, and the de

cision will be the same" (Pt. II, Ch. XIV) — and it is in this novel 

that Mackenzie gives fullest treatment to the theory of sentimental 

education. Annesly's two children, Billy and Harriet, are given the 

ideal education — not in school, to be sure, but in the isolation of 

their country home and under the kindly tutelage of Annesly himself. 

The "education of the sentiments" is managed by such activities as 

little musicales in which all members of the family take part, and 

frequent discussions of their reading. The children so delight in 

these educational activities that their sternest punishment is the 

denial of a lesson. Additionally, Billy has a garden in which he works 

on his own, and Harriet has her needlework, and the profits from these 

pursuits are contributed to charity. Annesly helps foster his chil

dren's moral growth by providing in his own person a perfect example. 

Such is the Annesly plan of sentimental education. 

The plan is not without interest, but what concerns us here is 

Mackenzie's rather haphazard use of it in the novel. His essentially 

uncommitted attitude toward the idea is revealed by the casual and 

gratuitous way in which he appends it to his main plot. As the story 

unfolds, we see Harriet fall an easy prey to the lecherous Sir Thomas, 

while Billy sinks rapidly into dissipation, folly, and crime — rather 

more readily than do the products of traditional education! Are these 

evil consequences to be laid to the children's sentimental education? 

It seems probable that they are not, that in fact there is no cause-

effect relationship between the children's education and their eventu

al fates. The early description of the educational system seems de

signed simply to charm the reader and engage his sympathy for the two 
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model children; and the later account of the evil fates of Billy and 

Harriet seems designed to move the reader's pity. The emotional con

nection between these parts of the novel is clear even if the logical 

connection is not. 

Understandably, critical opinion is perplexed on this question 

of the meaning of the sentimental education theme in Mackenzie's fic

tion. Byron R. Bryant believes that the downfall of the Annesly chil

dren does demonstrate the unsoundness of their education. John S. 

Rouch, on the other hand, maintains that the evils that befall Billy 

and Harriet cannot be imputed to the educational system, since evil 

2 can overcome virtue even in the best of circumstances. Dale Kramer, 

writing on Tine Man of Feeling, answers the common criticism that this 

book is rather formless by finding its structure in the treatment of 

the education theme: educated to goodness, Harley is further educated 

to an awareness of the world's hopeless depravity, and finally re

solves the sentimental dilemma by rejecting the physical world entire-

3  . . .  ly. The trouble with these attempts to find meaning in the education 

theme is that neither novel in its totality offers much support for any 

of the attempts. The truth is that no clear point is made by Mackenzie 

in either The Man of Feeling or The Man of the World concerning the ul

timate efficacy of sentimental education. Once the education motif is 

left behind in the course of Mackenzie's narrative, it is for all in

tents and purposes forgotten. Mackenzie is not primarily interested in 

"'""The Fiction of Henry Mackenzie," Diss. Stanford University, 
1955, pp. 151-153, 170. 

o 
"Henry Mackenzie: A Re-examination," p. 186. 

^"The Structural Unity of 'The Man of Feeling'," Studies in 
Short Fiction, I, (1964), 191-199. 
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this secondary element, after all, but uses it merely as part of the 

conventional background and environment of the fictional nan of feel

ing, like the mementos of the past which line his walkways. It is un

believable that Mackenzie would have failed to make clear his point 

about sentimental education if he had had one. There was no need for 

him to worry about elaborating the meaning of his novelistic window-

dressing, however. 

Gothic Sensationalism and Exoticism 

Perhaps the most vital of Mackenzie's secondary sentimental 

elements, thanks to his gift for creating these effects, are his oc

casional "Gothic" touches. Among these effects we can include the use 

of gloomily picturesque settings, a fascination with the supernatural 

and with death, and in general the exercise of the stronger shades of 

dread and terror, especially when accompanied by morbidity. Warren 

Hunting Smith has noted several instances in Mackenzie's novels of 

"architectural setting of the emotional sort," including the "vener

able pile" with its "air of melancholy" in the introduction to The Man 

of Feeling, the ruined chapel with "narrow Gothic door," "vault," and 

"moss-grown altar" in The Man of the World, and the Mantauban mansion 

whose "presaging gloom" so disturbs Julia in Julia de Roubigne."'" In 

this connection new mention can be made of the general element of mel

ancholy in Mackenzie's "rural sentiment" and his fondness for mementos 

of the past, especially those of the memento mori sort, alluded to 

earlier.^ 

^Architecture in English Fiction, Yale Studies in English 
LXXXIII (New Haven: Yale University Press, 1934), pp. 87-88. 

2 
See pp. 100-102 above. 
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Mackenzie's use of these Gothic effects, interestingly enough, 

increases markedly from one novel to the next. In The Han of Feeling 

there is very little besides the "venerable pile" that has the authen

tic Gothic flavor, although there is one moment of extraordinary dread 

which illustrates Mackenzie's gift for the emotions of Gothicism. This 

moment occurs in Chapter XXXIV in the scene in which the press-gang 

arrives in the night to seize old Edwards's son. It is Christmas eve, 

and the family, unsuspecting, is playing blind man's buff. Edwards 

narrates the story to Harley: 

The lot fell on my son to be blindfolded: we had continued 
some time at our game, when he groped his way into an outer 
room in pursuit of some of us, who, he imagined,had taken 
shelter there; we kept snug in our places, and enjoyed his 
mistake. He had not been long there, when he was suddenly 
seized from behind; "I shall have you now" said he, and 
turned about. "Shall you so, master?" answer the ruffian, 
who had laid hold of him; "we shall make you play at another 
sort of game by and by." 

Harley, transported by the story, at this moment "started with a con

vulsive sort of motion, and grasping Edwards's sword, drew it half out 

of the scabbard, with a look of the most frantic wildness." 

This scene from The Man of Feeling, while suggesting Macken

zie's ability in the Gothic vein, is of course not itself Gothic. It 

is in Mackenzie's second novel, The Man of the World, that we find his 

first specifically Gothic material, in the ruined chapel with "narrow 

Gothic door" (Pt. II, Ch. XVII) listed above, the setting in which Billy 

recounts his adventures among the Cherokees. It should be noted that 

this novel is composed of more violent emotions, more melodramatic 

actions, and more exotic settings by and large than those found in the 

earlier book. Mackenzie's third novel, Julia de Roubigne, a somber 

forced melodrama, contains by far the most sensational and exotic 
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materials in his fiction. It is in this book that we find the fullest 

treatment of Gothicism. 

The very setting of Julia de Roubigne — not merely the man

sion, another "venerable pile, the remains of ancient Gothic magnifi

cence," which fills Julia with "ideal terrors," but the relatively ex

otic non-English countryside as well — contributes to the sensational

ism of incident and emotion. The events and passions of this dark 

melodrama are made to seem related to the Mediterranean setting. Sig

nificantly, the passionately jealous Montauban, whose mother was Span

ish, grew up in Spain and served in the Spanish army. "From his long 

service in the army, and his long residence in Spain," observes Julia, 

Montauban carries his sense"of honor "to a very romantic height" 

(Letter III). The letter-correspondent who approves and encourages his 

scheme to murder Julia is also a Spaniard, and the agent who supplies 

the poison is a Venetian. Mackenzie clearly seems to be seelcing exotic 

sources for the new, more sensational feelings he wishes to portray. 

The revenge-plot provides an obvious opportunity for developing 

the new emotions, and Mackenzie makes the most of it. He exploits the 

situation quite artfully, as, for example, when he has Montauban de

scribe the thrill of horror he feels when, holding the phial of poison 

in his hand, he hears overhead the footsteps of his intended victim, 

Julia. "Did she know what passes in my mind!" he thinks, shuddering, 

" — the study in which I sit seems the cave of a demon!" Perhaps the 

best example of Gothicism generated by this plot, however, is in the 

presentiments of Julia herself, which eventually cause her to dream of 

meeting the spirits of her ancestors in the family tomb. In a truly 

Gothic passage, Julia describes this dream to her correspondent Maria; 
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My fears had given way to sleep; but their impression 
was on my fancy still. Methought I sat in our family monu
ment at Belville, with a single glinmering lamp, that showed 
the horrors of the place, when, on a sudden, a light, like 
that of the morning, burst on the gloomy vault, and the 
venerable figures of my fathers, such as I had seen them in 
the pictures of our hall, stood smiling benignity upon me! 
The attitude of the foremost was that of attention, his 
finger resting upon his lip. — I listened; when sounds 
of more than terrestrial melody stole upon my ear, borne, 
as it were, upon the distant wind, till they swelled at 
last to music so exquisite, that my ravished sense was 
stretched too far for delusion, and I awoke in the midst 
of the entrancement! 

I rose, with the memory of the sounds full upon my mind; 
the candle I had ordered to stand by me was still unextin
guished. I sat down to the organ, and, with that small soft 
stop you used to call seraphic, endeavoured to imitate . . . 
the solemn chord that last arose in my dream. (Letter XLV). 

The "gloomy vault," the ghosts of her forefathers, the "more 
« 

than terrestrial melody" which Julia later plays from memory in "se

raphic" origan tones, the prophetic quality of the dream itself,"'" all 

of this is in the Gothic vein that was destined to become the dominant 

force in the English novel in the century's final decade. It is teas

ing to speculate on the shape Mackenzie's career might have taken if 

he had chosen to develop the interests and abilities he showed in Julia 

de Roubigne, if indeed he had continued to write novels, in the 1780's 

and 1790's. It seems probable that he might occupy in English literary 

history the position now filled by Anne Radcliffe, in addition to his 

other, more sedate, distinctions. But to speculate in this way is 

really to miss the point of Mackenzie's literary career. Scottish 

Another significant dream appears in The Shipwreck, p. 17, 
and Mackenzie's continuing interest in the phenomenon is indicated 
by his "curious Essay on Dreaming" presented to the Royal Society of 
Edinburgh in his old age (Scott, The Lives of the Novelists, p. 293). 
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Augustan that he was, he could not have wished for Mrs. Radcliffe's 

"pre-Rorrvantic" significance, but preferred instead the sanctions of 

conventionality. 

Mackenzie could not have realized, of course, that in dabbling 

with Gothic moods and materials he was moving with the wave of the 

future. He may have been led toward Gothicism simply by a felt need 

to increase the emotional voltage of his fiction. It has been stated 

as a general principle that the taste for emotional pleasures needs 

stronger and stronger stimuli to satisfy it, and that Gothicism is 

thus a natural outgrowth of the cult of the emotions. Certainly other 

English novelists in the seventies and eighties were starting to empha-

• 2 size new and stronger emotions, and the pattern of Mackenzie's own 

novels, from the tender emotionalism of The Man of Feeling to the 

stronger passions of The Man of the World to the outright Gothicism of 

Julia de Roubigne suggests that the principle does apply in Mackenzie's 

case. But equally as important as the pressure of a felt need, there 

was also the sanction of established literary practice. Much lias been 

made of the role played by the French novelist Prevost in fostering the 

taste for sensationalism and exoticism among novel-readers, especially 

3 after 1770, and there were important English influences at work as well. 

Poems like Pope's "Eloisa to Abelard" helped to develop an early taste 

"^Bernbaum, Guide through the Romantic Movement, p. 20. 

2Wright, p. 47. 

3 Foster, History of the Pre-romantic Novel in England and 
Wright, Sensibility in English Prose Fiction 1760-1814 deal extensive
ly with Prevost's influence. See also Lovett and Hughes, p. 99. 
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for Gothicism, and traditional ballads provided a native source of 

Gothic supernaturalism."1" Home's romantic tragedy Douglas, based on 

2 the ballad "Gil Morrice," is replete with Gothic qualities. Since 

Mackenzie as a boy had been quite closely associated with the trium-

3 • phant production of Home's play in Edinburgh, it is very likely that 

he acquired some of his taste for Gothicism from it. All of these 

influences played some part in fostering Mackenzie's bent toward 

Gothicism, no doubt, but there can be no question as to which author

ity Mackenzie leaned on most heavily for sanction, and that is Shakes

peare. The parallels between Julia de Roubigne and Othello are too 

obvious to be missed by any reader, not only in the broad outlines of 

the story but in such details as Julia uttering the name of her old 

lover in her sleep, Montauban unfortunately intimidating Julia into 

secrecy, Montauban assigning an aide to kill the supposed lover while 

he himself murders Julia, and Montauban suffering the torment of doubt 

when it is too late to doubt: "Had she been innocent, Segarva! — you 

know, you know, it is impossible she can be innocent." 

Perhaps it was inevitable that any novelist indulging in Goth

icism should seek the shelter of Shakespeare's authority,1'' but in 

Mackenzie's case there is special significance in the choice. Having 

employed in his third novel this most impressive of all authorities 

and models, Mackenzie as a novelist had nowhere left to go. He 

"'"Devendra P. Varma, The Gothic Flame (London: Arthur Barker, 
1957), p. 24. 

o 
Bertrand Evans, Gothic Drama from Walpole to Shelley (Berke

ley: University of California Press, 1947), pp. 19-26. 

3 Thompson, p. 160. 

4 Varma, p. 30. 
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certainly was not incapable of moving with the Gothic tide, as Steven

son declares far from it. The crucial fact was that he had already 

gained from his novel-writing as much in the way of prestige as there 

was to gain. Having begun with the Sternean Man of Feeling and pro

gressed through the Richardsonian Man of the World to, finally, the 

Shakespearean Julia de Roubigne, Mackenzie's career as a novelist al

most necessarily had to cease. To continue his ascent in the literary 

hierarchy, the prestige-conscious Scottish Augustan had to move on to 

soberer and more dignified genres than the sentimental novel. The 

Augustan-sentimental synthesis had yielded Mackenzie all that it was 

going to yield; it was time for the Man of Feeling to give way more 

fully to the Scottish Addison. 

""The English Novel: A Panorama, p. 147. 



CHAPTER 4 

MCKENZIE'S CAREER AS AN AUGUSTAN SENTIMENTALIST 

"A rare thing this literature, or love of fame or notoriety 

which accompanies it," wrote Sir Walter Scott in his diary on Decem

ber 6, 1825. "Here is Mr. Henry Mackenzie on the very brink of human 

dissolution, as actively anxious about it as if the curtain must not 

soon be closed on that and everything else.""'" Even at the age of 

eighty-one Mackenzie was apparently still dominated by that concern 

for status which had, after all, shaped his life's career. Nearly 

two decades earlier, in the preface to the 1808 edition of his Works, 

he had shown concern for the "risk" to his reputation entailed in this 

rather inclusive collection of his writings, and he had expressed a 

similar concern for public opinion of his work in his private letters 

to his cousin when his literary career was just beginning. 

All authors care about their public reputations, of course, but 

the concern shown by Mackenzie was not entirely of the usual sort. It 

was decisively colored by the nervous Scottish desire for "doing the 

genteel thing." That northern provincial defensiveness was, in fact, 

the major determining factor in Mackenzie's literary performance, in

fluencing not only the quality of his sentimentalism but also the very 

scope and direction of his authorial undertakings. The concluding 

chapter of this study will be given to a survey of the literary career 

•Wilton, V, 113. 
119 
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of Mackenzie considered as a peculiarly Augustan type of sentimentalist. 

The first fact to note is that Mackenzie was a lawyer. The 

very choice of this profession demonstrates Mackenzie's willingness to 

fit himself at all costs into a prestigious mold. The law was in the 

eighteenth century much favored as a possible path to eminence by 

status-seeking Scots (Boswell is the most famous example), for in that 

profession they could applv their' diligence, caution, and shrewdness 

to good advantage without the necessity of a family fortune or name to 

help support them; and it was "by the advice of some friends of his 

father""'" that Mackenzie was brought to the law. Despite his particular 

aversion to that profession, he dutifully did with his life what was 

expected of him, and in 1808 his diligence, if not his zeal, was reward

ed with the office of the comptroller of taxes for Scotland. Mackenzie 

made the law his life work; his literary interests, where lay his tal

ent and his enthusiasm, he made secondary and in some degree subsidiary 

to his career as an eminent Edinburgh attorney. 

From Mackenzie's choice, or acceptance of the choice, of a 

legal career there followed two significant consequences for his liter

ary career. First, Mackenzie was made especially sensitive to the fact 

that London was the hub of his professional universe. It was a general 

principle that "the higher up a man of law climbed in eighteenth-century 

Edinburgh, the more he had to keep his eye on the way things were going 

2 in London," and in Mackenzie's field of specialization, the Exchequer 

("a law-department, in which he was likely to have fewer competitors 

"'"Scott, The Lives of the Novelists, p. 291. 

2 . Daxches, p. 66. 
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than in any other in Scotland""*"), the practices of London were followed 

even in Edinburgh. Hence Mackenzie was required to spend three years 

of his early manhood in London "whither I went for instruction in Eng

lish law and English forms which by a particular sort of anomaly, di

rected by the Act of Union, were the law and practice of the Exchequer 
o 

of Scotland." The need to pattern his legal practice closely after 

the English standard very likely encouraged Mackenzie's tendency to 

look to London for guidance and authority in all things, including his 

literary activities. 

A second consequence of his choice of career was that Macken

zie came to use his literary bent largely in support of his principal 

career, rather than independently of it. Attorneys were figures of 

much prestige in eighteenth-century Edinburgh, and as such they were 

expected to be men of some literary attainment as well as men of the 

world. According to Daiches, it was taken for granted "that in dis

cussing a man of law it was natural that one should mention his liter-

ary works and abilities." It was a group of Edinburgh gentlemen of 

the law who, having been accustomed at the meetings of their club to 

read their essays aloud, adopted Mackenzie's suggestion that they pub

lish them in the form of an essay-periodical, and so produced The Mir-

ror and, later, The Lounger. Mackenzie's periodical essays, therefore, 

1 Scott, The Lives of the Novelists, p. 291. 

2 Anecdotes, p. 185. 

3 The Paradox of Scottish Culture, p. 59. 

^Scott, The Lives of the Novelists, p. 293. 



122 

which constitute the most important portion of his literary production 

after the novels, are the product of his professional legal career as 

well as of his literary bent. Similarly, though in less obvious ways, 

other decisions of his writing career were influenced if not governed 

by considerations relating to his position as one of Edinburgh's pres

tigious men of law. 

The demands of prestige explain, for example, Mackenzie's early 

concern for his anonymity. His first important success was as a novel

ist, and the novel as a genre lacked credentials. Though it was per

haps the easiest form to write and the most widely popular, it was not 

entirely respectable, or at least not unquestionably so. The prestige 

of the form was especially low in the 1770f s, when Mackenzie entered 

the field. By that time, the novel as a form had fallen into bad hands 

subsequent to its initial culmination in the works of Richardson and 

Fielding, and respectable men who wrote novels usually chose to publish 

them anonymously."'" The urge to protect oneself in anonymity was, under

standably, strong among those Scottish Augustans who tried their hand 

at the novel form. Thompson notes "the absurd Edinburgh tradition with 

regard to anonymous publication of frivolous works — the tradition 

which later even Walter Scott followed with his novels, citing Macken-

zie as his example." Hence Mackenzie kept his authorship of The Man 

of Feeling a strict secret until the unexpected success of the book 

^Tompkins, p. 26. See also Saintsbury, p. 23M-, where Macken
zie's anonymity is specifically cited. 

2 Thompson, p. 169. 
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together with the attempt of the Rev. Eccles to lay claim to iturged 

Mackenzie out of hiding. Even after this disclosure, Mackenzie main

tained at least a nominal incognito with respect to The Man of the 

World and Julia de Roubigne, creating for both a fictitious "editor" — 

a melancholy wanderer, much afflicted by woes in the past — whom read-

2 ers could envision as the novelist. And Mackenzie very deliberately 

concluded his novel-writing career at the age of thirty-two with Julia 

de Roubigne, seeking thereafter to protect his standing as a leader of 

Edinburgh literati by confining his writing to the more solidly pres

tigious genres, such as the essay and the drama. 

What emerges from the preceding account is the outline of a 

literary career closely guicted and circumscribed to meet the standards 

and aspirations of Scottish Augustanism. As a leading member of that 

group of literate Scottish attorneys generally referred to as the Edin

burgh literati, Mackenzie had a prescribed course to follow as an au

thor. We can enumerate the steps or phases of the process as follows: 

(1) as an Edinburgh man of law he was expected to exert cultural leader

ship through the production of literature; (2) in his writing he was 

see pp. 4-5 above. 

2 Mackenzie mentioned in a letter his own habit of reading 
books with an imagined "Portrait of the Author before me S sacredly 
suppose him to be such as my Imagination has personified him: a 
Method I have found so pleasing to myself, that I have endeavour'd, 
in my own Productions, with what success I know not, to introduce 
them to their Readers by setting up a Person on whom they might look 
as the Writer" (Letters, pp. 142-143). Mackenzie's success in creat
ing an authoria±~~persona was sufficient to mislead one modern critic 
into talcing the persona for the actual author. Thompson mistakes the 
farewell to life of the fictitious editor of Julia de Roubigne for 
"a valedictory by the thirty-two-year-old author which is doubtless 
the silliest thing that he ever wrote" (A Scottish Man of Feeling, 
p. 146). 
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expected to follow the best English models; (3) until his writing won 

public esteem, he would publish his work anonymously; (4) after build

ing a reputation as an author, he would manage his career so as cau

tiously to protect that reputation. Such is the model literary career 

of an eighteenth-century Edinburgh man of law, and such is the plan 

that Mackenzie followed. The following survey of Mackenzie's princi

pal works will show in more detail how his career was shaped by the 

needs and values of eighteenth-century Scottish Augustanism. 

Mackenzie's first efforts were in verse. As a youth he had 

published an "Ode to Melancholy" and a blank-verse exercise entitled 

"The Street," "a poem in imitation of Philips' Splendid Shilling, a 

description of the objects in my evening walk in the Street of Edin

burgh.""5" The first of his publications which attracted any notice, 

however, were the pseudo-traditional ballads "Duncan" and "Kenneth." 

These early attempts principally demonstrate Mackenzie's aim to capi-

2 talize on current literary fashions, as Bryant has noted, and his 

versatility in conforming to quite different modes and forms. Further 

evidence of Mackenzie's adaptibility is furnished by "A Soliloquy" in 

heroic quatrains, "Poetry and Business, A Moral Tale" in tetrameter 

couplets ("All happiness is as you take it, / And life the thing your 

fancies make it"), "The Old Bachelor" and "The Old Maid" in the Spen

serian stanza recently revived by Shenstone and others, "The Vision 

of Vanity" in heroic couplets, "Introduction to The Fatal Sisters, an 

Ode, by Mr. Gray" in tetrameter quatrains, and The Pursuits of Happi

ness in heroic couplets. This last work, some 524 lines of satirical-

"'"Anecdotes, p. 187. 
2 "The Fiction of Henry Mackenzie," p. 5. 
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didactic moralizing very much in the manner of Pope, is Mackenzie's 

most ambitious poetic effort. It was published separately by Cadell 

in 1771, the same year as The Man of Feeling, and it was announced in 

both the June and September issues of The Gentleman's Magazine of 

that year. The manner and quality of the poem can be judged from a 

typical satirical passage, complete with satirical portrait: 

Get wealth, the bell of every idiot chimes, 
Immoderate wealth, the madness of the times; 
Get wealth abroad, beneath the furthest sky, 
Or cheat at home, game, perjure, fawn, and lie. 
See, at the goal, to tempt the kindling race, 
See Stukely's laurels blooming in thy face! 
Stukely, whose youth the weakness was denied 
To hide the villain, or desire to hide; 
(Though in his face, at times, the fiend within 
Half veils his portrait with a bastard grin.) 
Plays with my Lord, is favored by her Grace, 
Now grasps a title, and obtains a place, 
Drinks precious burgundy, is served in plate, 
And winds their schemes with ministers of state; 
Nay, shame to virtue in a woman's shape! ̂  
Aspasia is his wife — without a rape. — 

Mackenzie shows some skill in duplicating Pope's manner, though 

his mastery of the form is incomplete. The phrase beginning the fourth 

line quoted, "Or cheat at home," in antithesis to the phrase "Get wealth 

abroad" in the preceding lir>p; does not readily fit into the list of 

unapplied generalities which it is made to head: "Or cheat at home, 

game, perjure, fawn, and lie." Mackenzie's meaning is sometimes ob

scured by labored phrasing, as in "Stukely's laurels blooming in thy 

face," and his transitions are sometimes harshly abrupt, as in the 

shift of attention to the wife in the final couplet quoted, a shift 

which is not adequately signalled by the ambiguous "Nay." The music 

1Works, VIII, 73. 
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is also flawed: the succession of riming long a vowels in the last 

six lines quoted is a defect which Pope would have avoided. But what 

is most significant for our purposes is the obvious earnestness with 

which Mackenzie devotes himself to copying the great English Augustan 

of the previous age. His success in this imitative effort was appar

ent enough to win for him a measure of Edinburgh prestige. Sir Walter 

Scott wrote in 1807 of the poem, "I remember thinking that it held a 

rank nearer Pope's Satires than any that I had ever perused.""'" Here 

we see Scottish Augustanism unalloyed, both in the focus of Mackenzie's 

effort and in Scott's appreciation of it. 

After the culmination of his poetic efforts in The Pursuits of 

Happiness in 1771, Mackenzie" produced only a few miscellaneous items 

of slight interest. There is the poem that the heart-broken Harley 

composes in The Man of Feeling, entitled "Lavinia, a Pastoral"; there 

are prologues and epilogues for various plays including Mackenzie's 

own The Prince of Tunis and False Shame; and there is "The Exile, an 

Elegy," which occupies The Mirror No. 85 for February 29, 1780. This 

poem in twenty-one heroic quatrains is the lament of a Scot exiled 

for joining the rebellion of Charles in 1745. The elegiac strain in 

this poem may include some Scottish nostalgia for the old lost cause 

of the '45, a fairly common element in the literature of the region in 
o 

Mackenzie's time. The only remaining poetic effort of any interest 

is Mackenzie's restoration of missing material in Collins' "Ode on the 

Popular Superstitions of the Highlands of Scotland." The poem is 

"*The Letters of Sir Walter Scott, I, 383. 

^Daiches, pp. 15-16. 
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normally printed in its fragmentary state, however, without Mackenzie's 

additions.^ 

Mackenzie's poetry is indeed a minor part of his literary pro

duction, small in bulk and inconsistent in manner. Most of it is at 

least competent versifcation, but all of it lacks distinction: the 

stamp of individuality is missing. Mackenzie so devotes himself to 

following the established models of the English past, notably Pope, 

that he fails to find a distinctive poetic voice of his own. His 

poetry may be taken as a fair example of what Daiches calls "the 

establishment poetry of the Edinburgh literati — a pale, pale copy 
o 

of English Augustan verse." 

Mackenzie's first prose work, The Man of Feeling, may not at 

first view appear to share the Augustan traits of his poetry. Pub

lished in the same year as The Pursuits of Happiness, the novel seems 

considerably more original in content and even, with regard to form, 

a bit eccentric. Mackenzie conceived the idea for the novel while he 

was in London studying law — a rather self-conscious and homesick 

young man, no doubt, in the English metropolis — and the book is in 

3 his words "a real picture of my London adventures." "Some of the 

il 
incidents I had a certain degree of share in myself," he wrote, an 

example being Harley's mounting apprehension as he walks toward Gros-

venor Square to call on the baronet who might assist him. "When he 

approached the great man's door he felt his heart agitated by an un

usual pulsation" (Ch. XIX). Looking back in old age at his own London 

"'"For Mackenzie's restorations see RES, XIX, 138. 
2The Paradox of Scottish Culture, p. 85. 
3 Anecdotes, p. 190. 
4Ibid.s p. 186. 
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experiences, Mackenzie recalled his "palpitation of heart walking along 

the pavement of Grosvenor square to a man of high rank to whom I had a 

letter of introduction, but who unlike the Baronet in The Man of Feel

ing received me with the greatest kindness.The conclusion of Macken

zie's experience seems quite the opposite of the rebuff that Harley 

suffers, yet it is certain that Mackenzie too had felt the sting of a 

Londoner's indifference. In a different context from the Grosvenor 

Square anecdote, Mackenzie speaks of having written to a certain Lord 

Eldon during his London days "asking a very small favour from him. He 

never answered the letter, a piece of rudeness which I cannot easily 

forget."2 

The use of some authentic experience of life in The Man of 

Feeling does give the book a degree of originality and distinctive

ness. Yet it would be an error to lay too much stress on this origin

ality, for the truth is that there is only a modicum of life-experience 

mixed in with a good deal of conventional stock material from the world 

of popular fiction. The general pattern of a journey enlivened by en

counters with wily rogues and humorous eccentrics had been made famil

iar enough by Smollett; Harley's visit to the inmates of Bedlam in 

Chapter XX reminds one of Swift's A Tale of a Tub; the visit with the 

"misanthropist" in Chapter XXI recalls Johnson's Rasselas; the stage

coach scene in Chapter XXXIII is particularly reminiscent of Fielding's 

Joseph Andrews; and many of the episodes parallel others in Goldsmith's 

3 Vicar of Wakefield, as Brian Vickers has shown. Much of what appears 

^Anecdotes, p. 190. 

2Ibid., p. 114. 

3 The Man of Feeling, pp. xviii-xxi. 
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in The Man of Feeling is familiar enough novel-fare, therefore, and not 

in itself distinctive. 

Nor is the loose structure of this little book as bold a fea

ture as some have thought it. It is, to begin with, no more than that, 

a simple looseness of structure. When modern critics ponder the epi

sodic nature of The Man of Feeling they are sometimes moved to seek out 

some buried principle of organization, some hidden pattern that has 

eluded readers for the past two centuries. Thus Byron R. Bryant, who 

has made the fullest critical study of the novel, finds it to be "less 

chaotic than has been generally supposed." The figure of Harley, ac

cording to this interpretation, actually represents "a personification 

of sentiment" rather than an individual personality, and the book's 

artistic function is to "provide a panorama of sentimentalism" focused 

on the Harley-perBonification."*" Bryant thus disposes of the problem 

of the book's episodic structure by considering it as something quite 

different from the account of a man following a day-by-day existence 

and hence not subject to the usual rules of order. Another recent 

critic, Dale Kramer, has also sought to counter the belief that this 

book is "flaccidly organized," but on different grounds from Bryant's. 

In "The Structural Unity of 'The Man of Feeling'," Kramer argues that 

the novel carefully "depicts the theories of education of the eigh

teenth century sentimental tradition" and illustrates, finally, "what 

witnessing the world's rapacity might do to a man of refined senti

ments." Kramer contends that "even though Mackenzie intentionally 

^""The Fiction of Henry Mackenzie," DA, XV, 1061. 

2 Anecdotes, p. 186. 
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obscures the order of events, an order is present," and he offers a 

detailed schema of that supposed order. 

The efforts of Bryant and Kramer are ingenious but ultimately 

unconvincing. The Man of Feeling remains stubbornly loose and episodic 

despite the best efforts to find it orderly. Perhaps, after all, the 

twentieth-century zeal for discovering underlying patterns of meaning 

in literature is not applicable to the form that Mackenzie practiced. 

In the 1770's, "one of the chief attractions of the novel, to the ama

teur of letters as distinct from the professional, was the freedom 

that it permitted," J. M. S. Tompkins observes, and includes Mackenzie 

in the list of gentlemen-authors who produced novels that are "essen

tially self-pleasing reveries," easy-going tales that permit the author 

to "turn aside at his pleasure to essay, satire, criticism or topical 

comment."''' The Man of Feeling is replete with such diversionary mater

ial: there are essays "Of bashfulness" and "Of worldly interests," 

satire in "The Misanthropist," criticism and topical comment in the 

stagecoach discussion on "the poetical inclination" and in Harley's 

condemnation of British imperialism, in addition to the self-contained 

tales of Old Edwards and "The Pupil," and the poem "Lavinia." In a 

letter dated 8 July 1769, when he was in the early stages of assembling 

this little "medley", as it is referred to in i^s own Introduction, 

Mackenzie describes his development of the book's form as follows: 

You must know then, that I have seldom been in Use to 
write any Prose, except what consisted of Observations 
(such as I could make) on Men S Manners. The way of 
introducing these by Narrative I had fallen into in some 
detach'd Essays, from the Notion of it's interesting 

"*The Popular Novel in England 1770-1800, p. 28. 
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both the Memory 8 the Affection deeper, than mere 
Argument, or moral Reasoning. 

The book is as much essay-collection as novel, and Mackenzie's obser

vation that it is "different from most others as containing little plot 

or incident" is surely accurate. Perhaps the sanest analysis of the 

form of The Man of Feeling is C. E. Vaughan's, which sees it as a re

version to the primitive type of structure of the Coverley papers: 

"In form, if in nothing else, it casts back to Addison and the essay

ists."^ 

Mackenzie was no doubt influenced by Sterne as well. Indeed, 

it is one of the standard observations of literary history that Macken

zie is a disciple of Sterne, particularly in The Man of Feeling. Yet, 

as far as the structure of this book is concerned, it should be under

stood that Sterne's influence is superficial only. Mackenzie shares 

with Sterne the concept of disjointed narrative, but he does not com

prehend the principle of Sterne's disjointedness. As Vickers has 

pointed out, Mackenzie utterly lacks Sterne's genius for manipulating 

time and juxtaposing moods, and Mackenzie's narrative is chronological 

and essentially continuous, unlike Sterne's. Mackenzie very likely 

wished to give the appearance of Sterne's narrative inventiveness, but 

he lacked the genius and the daring to bring it off. What we have in 

The Man of Feeling, then, is merely an episodic and essayistic narra

tive, hardly more advanced in structure than Addison's Coverley papers, 

^"Letters, p. 16. 
o 
"Sterne, and the Novel of His Times," The Cambridge History of 

English Literature, ed. A. W. Ward and A. R. Waller (New York: Put-
nam's, 1907), X, 62. 

3 The Man of Feeling, p. xm. 
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but presented with an air of Sternean sophistication. The Sternean 

air is established in the fictitious "editor's" Introduction to Har

ley's story, in which the fragmentary state of the narrative is whim

sically accounted for by the depredations of a curate who has been 

using the manuscript for gun-wadding. This is a shrewd touch, for the 

Sternean whimsicality of the Introduction seems to hang over the rest 

of the narrative, even while it drifts from episode to tale to essay 

in the most uninventive way imaginable. In this matter of the struc

ture of his first book, Mackenzie manages to be in fact primitively 

old-fashioned while in appearance smartly modern. 

Mackenzie does not abandon the manner of Sterne after his use 

of it in the Introduction, however. While the structure of his nar

rative is Addisonian, he dresses it up with superficially Sternean 

touches on occasion. Mackenzie's imitation of Sterne's style is ap

parent in two passages from The Man of Feeling quoted earlier,"'" and 

it is unmistaJcable in the opening paragraph of Chapter XXVIII, in which 

Harley is debating with himself whether he should keep his appointment 

with the needy prostitute Miss Atkins, who might, after all, be de

ceiving him. Harley strides back and forth in his room; his mind bub

bles with indecision; the clock strikes ten, and Harley finds himself 

in the street on his way to the appointment. But he has left Miss 

Atkins' address in his room; he rushes back upstairs. '"What a wretch 

I am' said he; 'ere this time, perhaps ' 'Twas a perhaps not to be 

borne; — two vibrations of a pendulum would have served him to lock 

his bureau; but they could not be spared." The breathless immediacy 

of the narrative, the pacing of Harley's thoughts and actions against 

"*"See pp. 68 and 105 above. 
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the ticking of the clock, above all the "perhaps not to be borne," are 

Sterne's. It does not matter that Mackenzie claimed not to have been 

influenced by Sterne, the literary sensation of London at the time 

Mackenzie was there. "It is, indeed, almost impossible to escape 

Sterne at this stage of the history of the novel," observes Tompkins. 

"His track is marked by the loud disclaimers of those who felt his mag

netic power, but liked to pretend that they had been going on that way 

before.""'" What is remarkable is that Sterne's influence on Mackenzie 

was as slight as it was, limited to a few surface mannerisms, which in

deed become less frequent in his work after The Man of Feeling. Macken

zie's Augustan instinct was too strong, it would appear, to let him 

adopt the irreverence and impulsiveness of Sterne with any thoroughness. 

The Man of Feeling represents, when all is said and done, a per

fectly appropriate step in Mackenzie's career as an Augustan sentimen

talist. There is a degree of personal sentimentalism in the book, in 

those scenes reflecting the pain of Mackenzie's own experiences in Lon

don, but this personal element is blended with a great deal of stock 

material from popular English fiction. The autobiographical material 

is thus given a kind of bookish legitimacy, made suitable for literary 

treatment, in the Scottish Augustan view, by the copious leavening of 

familiar novel-fare. The book is in substance largely conventional, 

therefore. In structure it is superficially innovative in the manner 

of Sterne's Sentimental Journey, but more fundamentally it is hardly 

advanced beyond the narrative Spectator papers. In style, too, it is 

superficially and intermittently like Sterne's fiction, yet it is in 

spirit very different from Sterne's licentiousness of both thought and 

"*The Popular Novel in England 1770-1800, p. 51. 
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rhetoric. Mackenzie's countryman Scott is at pains, in fact, to point 

out "how far the chaste, correct, almost studiously decorous manner and 

style of the works of the author of The Man of Feeling differ from the 

wild wit and intrepid contempt at once of decency and regularity of 

composition, which distinguish Tristram Shandy."^ Indeed, adds Sir 

Walter with true Scottish Augustan pride, as he points to Mackenzie, 

Scotland may boast of having produced "in one instance at least . . . 

2 a writer of pure musical Addisonian prose." 

In content, structure, and style, The Man of Feeling exhibits 

Mackenzie's characteristic synthesis of sentimental and Augustan val

ues, with the latter dominant. It is really Mackenzie's Augustanism, 

in the final analysis, that gives this little book its value. Liter

ary sentimentalism is a cheap enough commodity in eighteenth-century, 

and later, fiction, after all, but only in The Man of Feeling can the 

phenomenon be found epitomized so neatly and so fully in such small 

compass. Conservative Augustan that he was, Mackenzie brought nothing 

new to the sentimental novel, nothing that is unfamiliar, idiosyncrat

ic, hard to classify. What he did was simply to assemble in one small 

volume the most characteristic themes, motifs, incidents, figures, 

even mannerisms of expression of literary sentimentalism — which hap

pened to be reaching a culmination when Mackenzie wrote — and present 

them in his deft, Addisonian manner to a reading public whose taste had 

long been preparing for this moment. The fact is that the character-

type of the nan of feeling with its attendant motifs such as the plea

sures of sorrow, all of which had been gaining ground in the .British 

~*The Lives of the Novelists, p. 296. 

2Ibid., p. 298. 
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novel for decades, was on the verge of becoming a great literary cliche 

when Mackenzie wrote his book. Mackenzie published his book, and the 

cliche took concrete form. It seems inevitable that the very title of 

the book should have been a cliche of sentimentalism; and it could have 

been predicted that readers who responded to it most voguishly in their 

youth should smile at The Man of Feeling in their maturity. 

The Man of Feeling is by no means without permanent value, how

ever. Although it has little absolute artistic merit, it is an excel

lent record of literary sentimentalism at its height, a unique specimen 

of the novel of sentiment unalloyed with Sternean humor, Radcliffean 

terror, or other elements. It is, indeed, an epitome of its type, and 

its peculiar value is suggested by its title: just as it presents the 

type of the man of feeling, so it is itself the type of the sentimental 

novel — a polished rendering of the most characteristic elements, with 

nothing that is atypical or extraneous. It is "almost a minor master

piece," in Walter Allen's words, thanks to "its singular purity as a 

specimen of the cult of sensibility."''" It is a peculiarly Augustan 

rendition of the sentimental novel. 

The success of The Man of Feeling having gained him a literary 

reputation, Mackenzie's task henceforth as a Scottish Augustan would 

be to protect and if possible enhance that reputation. He set to work 

immediately on his second novel, The Man of the World, and finished it 

2 in time for publication in February of 1773. Although Mackenzie again 

maintained a technical anonymity, the novel is obviously a sequel to 

^The English Novel, p. 88 

2 Thompson, p. 129. 
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The Man of Feeling and hence by the same author. Mackenzie's reputa

tion was clearly at stake, therefore, and hence his strategy in this 

novel is of special interest to us. How would the young author, now 

established as a novelist, try to consolidate and enhance his prestige? 

Instead of attempting to duplicate the success of The Man of 

Feeling, a step which could not have gained its author additional 

prestige, Mackenzie followed a notably different scheme in The Man of 

the World. As all conmentators on this book have noticed, the char

acters and incidents are patterned after those of Samuel Richardson. 

The novel is in two parts. The plot of the first part is centered on 

the prolonged attempt of Sir Thomas Sindall on the virtue of Harriet 

Annesley. As one of his stratagems, Sir Thomas plans a staged abduc

tion of Harriet, from which he delivers her himself; and, as a last 

resort, he causes Harriet to be drugged and thus overcomes her resis

tance. At the end of this first part, so patently modelled after 

Richardson's Clarissa, the tragic heroine Harriet dies pathetically. 

Except for a few descriptive interludes — including an account of 

the ruinous effects of gambling in London, which is reminiscent of 

Fielding's tale of the Man of the Hill — the action of the first part 

of The Man of the World is carefully sustained, in contrast to the 

episodic structure of The Man of Feeling. The second part of The Man 

of the World follows a new plot. Here Sir Thorns concentrates his ef

forts on young Lucy, a girl of his household who is at his mercy yet 

manages to resist his attempts in chapter after chapter. At one point 

Sir Thomas devises a plan whereby he is to disguise himself as a maid, 

dressed in a woman's nightgown, and so gain access to Lucy's bed as 

her accustomed bedfellow. This second part of the novel is modelled 
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after Pamela, just as obviously as the first is modelled after Clarissa. 

The utter familiarity of the stories told in The Man of the World pre

vent the book from arousing any real interest. Except for a few inci

dental themes treated in a minor way, such as the plan of sentimental 

education and the noble savage theme, the novel is simply too similar 

to other novels to have much life of its own. "Mackenzie writes grace

fully," concedes Baker with reference to this novel, "but his charac

ters always talk like books, and many of his episodes and anecdotes are 

bookish.""^" 

Mackenzie was able to write fiction of a quite different stamp, 

as he had shown in The Man of Feeling. Why did he alter his method as 

he did in The Man of the World? Bryant notes that Mackenzie's second 

novel "reflects a turning away from Sterne to the main tradition of the 

2 English novel." Certain it is that the Sternean touches that decorate 

The Man of Feeling are absent from The Man of the World, which exhibits 

instead the gravity and even some of the long-windedness of Samuel Rich

ardson, along with certain of his plots, incidents, and characters. 

This shift can be explained as a deliberate step in the direction of 

higher literary standing. Sterne was the most fashionable novelist of 

Mckenzie's day, but Richardson, of an earlier era, was the most highly 

accredited. The fashionable airs of Sterne might be seductive to a 

fledgling novelist hungry for applause; but to the already established 

novelist who is increasingly concerned with the quality of his reputa

tion, the more solemn respect accorded Richardson might well hold more 

appeal. The alteration in Mackenzie's novelistic method can be 

"*The History of the English Novel, V, 107. 

^"The Fiction of Henry Mackenzie," p. 90. 
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explained, therefore, by the change in his situation from unpublished 

novelist to established author. Having become popular, he needed to 

become revered. The result is the Richardsonian Man of the World, a 

bid for the solemn respectability demanded by Mackenzie's Augustan 

instincts. 

Before his third and final effort in the novel form, Mackenzie 

tried his hand at drama. He had had "a turn for theatrical studies" 

even as a young boy,"'" and he had written his first play, Virginia, or 

2 the Roman Father, when he was sixteen. In 1773, established now as 

the Man of Feeling, Mackenzie had The Prince of Tunis performed on the 

stage in Edinburgh with the noted Mrs. Yates in the leading female role. 

"It run [sic] 7 consecutive'nights (equal to 70 in London) to full 

3 houses," reports Mackenzie. The modest run is enough to rank The 

Prince of Tunis as the second most successful Scottish play, after 

Home's Douglas, but the truth is that Mackenzie's play is almost devoid 

of interest. It is a high-flown tragedy with much of the flavor of the 

heroic plays of Dryden's era. The setting is exotic, the background of 

the action is one of war and disputed royal succession, the characters 

are of noble rank, the conflict involves questions of love and honor, 

and the resolution depends on surprising disclosures of identity. The 

play was never performed in London, although Mackenzie claims that at 

one time both Mrs. Yates and the actor Palmer were interested in 

"'"Anecdotes, p. 208. 

^Thompson, p. 172. 

3 
Anecdotes, p. 208. 



139 

producing it."'" Mackenzie wrote another tragedy of the same stamp, The 

2 Spanish Father, and offered it to Garrick, who politely refused it. 

Mackenzie's lack of success as a dramatist was no doubt a great disap

pointment to him, for the drama, with its classical heritage, was a 

distinctly more prestigious form than the novel; indeed, there could be 

no comparison. And of course the drama was the literary home of Shakes

peare, the most illustrious name imaginable to a Scottish Augustan. 

Mackenzie had tried to adopt the Shakespearean idiom in his plays — 

for example, the guilt-tormented usurper in The Prince of Tunis echoes 

Macbeth, Brutus, and Othello in his more impassioned speeches — and he 

would undoubtedly have cherished even a modest career in the genre 

sanctified by the bard. That was not to be, however, and as the next 

step in his career Mackenzie returned to the form in which he had made 

his reputation, for one more effort. 

Having already used in The Man of the World the characteristic 

plots, incidents, and personages of Richardson, the most highly accred

ited English novelist, Mackenzie had to seek other models for his final 

novel. He remained the disciple of Richardson in one important respect, 

however: he wrote the novel in the epistolary form. In using this 

style, Mackenzie made a great point of "writing to the moment," as 

Richardson had so notably done in Pamela. For example, Mackenzie in

cluded this breathless aside in one of the naid Lisette's letters: 

"I should ask a thousand pardons for using the freedom to write to you 

in such a manner, just by starts, as things happen. ... I am, when 

^Anecdotes, p. 208. 

2 Thompson, p. 165. 
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I write to you about these things, in a flutter ..." (Letter XVIII). 

In one of Julia's letters, Mackenzie has planted an interesting Freud

ian slip. Describing the moment when she reluctantly pledges to marry 

Mbntauban, she unwittingly calls herself the "victim" and then strikes 

the word out, leaving the evidence of her inner conflict on the page 

for the reader to mark (Letter XIX). These are dramatic devices 

learned from Richardson. As if to call attention to the special virtue 

of the Richardsonian epistolary method, Mackenzie editorially remarks 

concerning the letters that "it is not so much on story, as sentiment, 

that their interest with the Reader must depend" ("Advertisement" pre

ceding Letter XXVI). This is a close paraphrase of Johnson's well-

known remark concerning Richardson, perhaps not wholly by coincidence. 

For the story of Julia de Roubigne, however, Mackenzie turned 

to other sources. The unspoken love between tutor and pupil, which 

is the situational background of Mackenzie's story, may well have been 

derived from Rousseau's sentimental La Nouvelle Heloise, as various 

2 critics suggest, and the character-name Julia reinforces this associ

ation. But the major pattern of Mackenzie's tragedy of passion, as no 

reader can fail to notice, is Shakespeare's Othello. Not only the out

line of the jealousy plot, but lesser motifs, incidents, and speeches 

"'""Why, Sir, if you were to read Richardson for the story, your 
impatience would be so much fretted that you would hang yourself. But 
you must read him for the sentiment, and consider the story as only 
giving occasion to the sentiment." Boswell's Life of Johnson, ed. 
R. W. Chapman (London: Oxford University Press, 1953), p. 480. 

^Baker, V, 109; Bryant, p. 198; Birkhead, p. 100. 
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point up the debt to Shakespeare, as has been remarked earlier."'" Clear

ly Mackenzie wanted the Shakespearean aura to imbue this book, a fact 

we can readily understand if we keep in mind the course of his career 

as an Augustan sentimentalist. Working to elevate his literary stand

ing, Mackenzie chose progressively more venerable models for his nov

els. He had already shed the fashionable airs of Sterne for the pious 

solemnity of Richardson, and to bring the maximum of respectability to 

the novel form he quite logically went to the most eminent English 

literary figure of all. The choice of a Shakespearean model for Macken

zie's final effort in the novel form was thus entirely natural, if not 

indeed predictable. 

What might also have been predicted is the termination of his 

activities as a novelist with Julia de Roubigne. Critics have been 

needlessly puzzled by the seeming change in direction of Mackenzie's 

career. "The last significant disciple of Richardson, he realized that 

the novel was moving in directions that he was not competent to follow," 

declares Stevenson, who seems not to have noticed Mackenzie's flair 

for Gothic effects. "He gave up novel writing and became a man of af

fairs probably for the same reason he started to write novels: it was 

3 a pmctical nove," conjectures Rouch, but he does not explain why it 

was practical to start writing novels and not to continue writing them. 

"The combination of marriage and professional success presumably had 

some effect in cutting short his career as a novelist," supposes Bry

ant,^ who may be partly right but should not assume that Mackenzie's 

"'"See pp. 117-118 above. 
2The English Novel: A Panorama, p. 147. 
3 "Henry Mackenzie: A Re-examination," p. 45. 
4"The Fiction of Henry Mackenzie," p. 8. 
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career as a novelist was "cut short." Mackenzie did mention in a letter 

in May of 1776, when he was probably completing Julia de Roubigne, that 

the press of business was no longer favorable to "those Excursions into 

the Regions of Fancy which I used to indulge myself with" and, more sig

nificantly, that the opinion of his peers was against it too."1" We 

should keep in mind, however, that in the decade to follow those same 

pressures did not prevent him from giving a great deal of time and ef

fort to managing and largely writing The Mirror and The lounger. The 

crucial fact is that after producing the heavily tragic Julia de Rou-

bigne, with its marked Shakespearean overtones, Mackenzie had nowhere 

to go in the novel form. Prom the Scottish Augustan viewpoint, which 

was always the detemining influence in Mackenzie's career, there was 

nothing more to be gained from writing novels. Having written a Shakes

pearean novel, Mackenzie as a logical next step might have written a 

Shakespearean drama, but that was something he had already attempted 

with only paltry success. Instead he turned to that most Addisonian of 

genres, the periodical essay. Like his choice of a Shakespearean pat

tern for his final novel, this step in Mackenzie's career so perfectly 

suits the aims of Scottish Augustanism that it might have been predic

ted. Nothing could have been more appropriate to his ambitions, his 

talents, and his circumstances, than for him to assume the role, as he 

did at this juncture in the maturity of his career, of the Scottish 

Addison. 

That he was indeed donning Addison's mantle and his magisterial 

function, Mackenzie makes explicitly clear in his sixth essay, 

"^Letters, p. 188. 
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The Mirror No. 14. Here he announces both his assumption of authority 

and his Augustan aims in the following way: 

I . . . looked at the Spectators, which stood, neatly 
bound and gilt, in the front of my book-press, called 
for pen, ink, and paper, and sat down, in the fervour 
of imagination, ready to combat vice, to encourage 
virtue, to form the manners, and to regulate the 
taste of millions of my fellow-subjects. 

Not that such an explicit announcement was really necessary, for any 

essay-periodical in the eighteenth century was practically by defini

tion an imitation of The Spectator. Robert D. Mayo maintains that the 

very survival of the genre in the eighteenth century was due to "the 

deep impression that the Spectator still made upon the imagination of 

polite readers and others,""1" and that any venture in this form was 

judged at least partly on "its ability to provide amusing variations 

upon the familiar themes of the Tatler and Spectator." Thus Mackenzie 

contributes to The Mirror essays entitled "On Duelling" (No. 11), "On 

good company, in a letter from Modestus" (No. 64), "Criticism on the 

character of Hamlet" (No. 99), and "Story of Louisa Venoni" (Nos. 108-

109). The last is a fictional short story, and others are the well-

known "Story of La Roche" CMos. 42-44) and "Story of Nancy Collins" 

(No. 49). There are a number of type-characters who appear from time 

to time, bearing such descriptive surnames as Homespun, Meekly, and 

Hearty. The most prominent of these, John Homespun, reappears in The 

Lounger, where he is joined by Colonel Caustic, Mrs. Careful, Mr. Bus

tle and several others. The Lounger, which is virtually a continua

tion of The Mirror, contains very similar material to that of its prede

cessor, including a couple of fictional items, "Story of Albert Bane" 

"brhe English Novel in the Magazines 1740-1815, p. 72. 

^Ibid., p. 83. 
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(No. 61) and "Story of Father Nicholas" (Nos. 82-84). That Mackenzie 

understood the special and varied demands of the essay-periodical form, 

and had the skill to meet them, is proven by the very considerable suc

cess of his two ventures in the genre. Mayo includes The Mirror and The 

Lounger in his list of "the most eminent of the literary serials pub

lished in the second half of the eighteenth century," a small list of 

seven periodicals which also includes The Rambler and The Adventurer."*" 

Perhaps the most interesting aspect of Mackenzie's assumption of 

the role of the Scottish Addison is his assumption with it of certain 

orthodox critical opinions and attitudes. These do not all derive from 

Addison. As a result of the great prestige of The Rambler, the general 

tone and attitude of Johnson also came to be regarded as orthodox for 

2 the essay-periodical form. Boswell cites The Mirror as a publication 

that "has imitated Johnson very closely," and he quotes a few of Macken-

3 zie's lines from The Mirror No. 16 by way of illustration. But the 

most remarkable instance of Mackenzie's adopting the Johnsonian criti

cal stance is in The Lounger No. 20, "On Novel-writing." This essay 

is apt to startle the casual reader of Mackenzie, for it voices a rath

er stern-toned disapproval of sentimental novels. The same criticism 

that Johnson might have leveled against Mackenzie's fiction, we find 

Mackenzie himself expressing here: 

The principal danger of Novels, as forming a mistaken 
and pernicious system of morality, seems to me to arise 
from that contrast between one virtue and another, that 
war of duties which is to be found in many of them, par
ticularly in that species called the Sentimental .... 

~h?he English Novel in the Magazines 1740-1815, p. 72. 

^Ibid., p. 100. 

^Boswell's Life of Johnson, p. 1372. 
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In morals, as in religion, there are not wanting in
stances of refined sentimentalists, who are contented 
with talking of virtues which they never practise, who 
pay in words what they owe in actions; or perhaps, what 
is fully as dangerous, who open their minds to impres
sions which never have any effect upon their conduct, 
but are considered as something foreign to and distinct 
from it. This separation of conscience from feeling is 
a depravity of the most pernicious sort . . . 

This attack on literary sentimentalism does not constitute a sincere 

renunciation by Mackenzie of his own fictional practice. He never dis

owned his novels, and indeed he continued to write sentimental fiction 

for The Lounger as he had done for The Mirror. Nor does his attack 

necessarily make an exception of his own sentimental novels, as some 

modern critics have presumed."'" If we view the attack in its proper 

light, as a sort of conventional exercise, we can see that the critical 

position it expresses is not necessarily held by Mackenzie with great 

personal conviction; it is simply the orthodox position for the form 

that Mackenzie happens to be practicing at the time. Mayo points out 

that attacks on sentimental fiction were "epidemic in most periodical 

publications in the last quarter of the eighteenth century." The 

authors of this criticism were trying to write "in conformity with 
o 

their traditional role as guardians of manners, taste, and morality." 

Approaching the periodical, essay as the form of Addison and Johnson, 

Mackenzie, like others of his time, adopted the viewpoint as well as 

the manner of an Addison or a Johnson. Convention-bound Augustan that 

he was, Mackenzie had a powerful sense of literary decorum; in the novel 

he usually expressed sentimentalism, the conventional fare of the 

"'"For example, Baker, V, 113 and Bredvold, p. 84. 

^The English Novel in the Magazines 1740-1815, p. 144. 
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novelist, and in the periodical essay he sometimes expressed anti-

sentimentalism, the orthodox attitude of the essayist. The inconsis

tency in terms of logic can be understood as consistency in terns of 

literary decorum. Mackenzie must be read here, and everywhere, as a 

practitioner of conventional literary modes, not as a follower of 

systematic doctrines. 

Of course it does not follow from the above that Mackenzie is 

incapable of expressing sentimentalism in his Mirror and Lounger essays. 

He does so quite freely, in fact, as in the notorious Mirror No. 72 

description of a funeral, of which quoted passages appear above."'" 

Moreover, he is capable of writing literary criticism that could be 

called sentimental, as in his famous analysis of Hamlet in The Mirror 

No. 99 as a man of feeling "endowed with feelings so delicate as to 

border on weakness, with sensibility too exquisite to allow of deter

mined action." If there seems to be no "orthodox" critical opinion 

obviously attached to the topic at hand, as in the character of Hamlet, 

Mackenzie is at liberty to choose his own tack, likely enough to be a 

sentimental one. But when he approaches a topic such as the moral 

effects of a certain branch of literature, the orthodox voice promptly 

announces itself, and decorum demands that Mackenzie adopt it for the 

occasion. He would not have adopted the essay form in the first place 

if he had not meant to follow its "rules" as he understood them. 

The publication of The Mirror from early 1779 to mid-1780 and 

The Lounger from early 1785 to early 1787 marks the highest reach of 

Mackenzie' s career as a Scottish Augustan man of letters. . The rest of 

"'"See pp. 89-90 above. 
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his published works are of incidental interest only. He made two more 

attempts, both unsuccessful, to establish himself as a dramatist. The 

first of these was in 1784, in the interim between The Mirror and The 

Lounger, when Mackenzie prepared a rewritten version of Lillo's Fatal 

Curiosity, now entitled The Shipwreck. Mackenzie conceived the idea 

of this project from reading James Harris' Philological Inquiries, in 

which the play is lauded;as a splendid combination of Shakespearean 

liveliness and classical form, with an abundance of pity as well as 

terror,"'" a combination that was potently attractive, no doubt, to Mac

kenzie's Augustan-sentimental instincts. Mackenzie sentimentalized 

the play by making Wilmot's poverty partly the result of his own hedon

istic benevolence ("to be possess'd / Of wealth is nothing; but to use 

it thus / Is Luxury indeed." ) and partly the result of his victimi

zation by a scheming lawyer. Mackenzie intended, as he said, to fur-

nish "a better Apology for Wilmot's Commission of the Crime." In 

addition, Mackenzie introduced the young boy Charles "to infuse some

what more of Pity into the Calamities of the Wilmot Family."4 Macken

zie also reorganized the play so that it was expanded from three to 

five acts, possibly to bring it into conformity with the neo-classical 

convention. Finally, he changed the title to The Shipwreck partly, he 

explained, "because there seems an Impropriety in any Title which an

ticipates the Conclusion," yet he refrained from omitting the original 

"'""Introduction" to George Lillo, Fatal Curiosity, ed. William 
H. McBurney (Lincoln: University of Nebraska Press, 1966), p. xv. 

^The Shipwreck, p. 30. 

^Ibid., p. II. 

4Ibid. 



148 

title Fatal Curiosity out of respect, as he explained, for Lillo!^ 

Mackenzie's last effort of an imaginative kind came in 1789 with 

his comedy False Shame, also titled The White Hypocrite, and performed 

2 in London under the title of The Force of Fashion. Mackenzie was 

forty-four years old, yet already nearing the end of his twenty-year 

career as a creative writer. His fame as the Man of Feeling was of 

long standing, and his new authority as the Scottish Addison was safe

ly established. The one honor he still longed for was that of a tri

umph on the London stage, and he made a final effort to achieve it, 

this time with a sentimental comedy on the theme of "false shame," 

that is, the need felt by some young people to seem wicked in order to 

be thought sophisticated — to be "white hypocrites" because of the 

"force of fashion." 

As a minor item in the canon of a minor author, False Shame 

has received very scant attention. Consideration of the play in the 

setting of Mackenzie's career as a Scottish Augustan author shows it 

to be largely an exercise of nostalgia on Mackenzie's part. The prin

cipal characters of the play are drawn from The Man of Feeling, a fact 

which has hitherto been overlooked probably because they are charac

ters not from the novel's central story but from one of the "frag

ments," that one entitled "The Pupil." The name of the tutor Mount-

fort in the novel is altered to Mountford in the play, and the pupil 

Edward Sedley in the novel is called Ned Sedley in the play. They are 

"*The Shipwreck, p. III. 

2 The multiplicity of titles has caused confusion. Stanley J. 
Kunitz and Howard Haycraft report in British Authors Before 1800 
(New York: Wilson, 1952), p. 332, that "The Force of Fashion and 
The White Hypocrite both failed at Convent Garden in 1789." 'There 
was only one play, of course. 
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the same characters, however, at a later period in their lives. More

over, the play is strongly reminiscent of comedies which were performed 

in London at the time Mackenzie was there studying English law and be

ginning the manuscript of The Man of Feeling. The general theme as 

well as the title are much like that of Kelly's False Delicacy (1768), 

and the key plot-device — an older relative, unrecognized after a long 

absence, observing at first-hand the behavior of his dependents — 

could have been borrowed from Goldsmith's The Good-Natured Man (1768). 

Seeking a London success, Mackenzie seems to have transported himself 

back to his own London days and derived his characters from his then-

new novel and his dramatic effects from then-current plays. But no one 

recognized the characters from The Man of Feeling, apparently, and the 

dramatic tricks of 1768 were no longer fresh in 1789. Mackenzie's 

play had but one performance."'' 

The remainder of Mackenzie's literary production consists of 

tracts and miscellaneous items of very little interest. In 1788, the 

year before False Shame was performed, he had already presented his 

Account of the German Theatre to the Royal Society of Edinburgh and 

thereby stirred an interest in German literature in Walter Scott and 

2 3 others. In 1790 he began his Letters of Brutus, a series of Tory 

missives addressed to such public figures as Burke, Fox, Pitt, Sheri

dan, and the Prince of Wales, and in 1792 he published Ah Answer to 

Paine's Rights of Man.11 The authorized edition of his Works was 

"Hjohn Genest, Some Account of the English Stage (Bath: Car-
rington, Rodd, 1832), VI, 597. 

2 The Man of Feeling, ed. Brian Vickers, pp. xxix-xxx. 
3 
Thompson, p. 442. 

4Ibid. 
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published in 1808, and his "Account of the Life of Mr John Home," 

prefaced to that writer's collected Works, followed in 1822."*" 

The last of the famed circle of literati, Mackenzie was for 

the remaining years of his long life a venerated figure in Edinburgh, 

9 
yet still intent, as Scott tells us, on supporting that status which 

had been the chief aim of his career all along. 

What is the principal achievement, finally, of that career? 

It is undoubtedly as the author of The Man of Feeling that Mackenzie 

will continue to be remembered, yet the nature of his achievement cannot 

be fully understood without consideration of his career as a whole and 

recognition of his varied accomplishments in poetry, fiction, drama, 

and essay. It is indeed a distortion to think of him as a one-book 

author, a lucky dilettante. Mackenzie was not an undisciplined ama

teur, certainly not the dreamy sentimentalist of the popular tradi

tion, but rather a painstaking craftsman who self-consciously styled 

his works after certain specific models, in order to shape his career 

along certain definite lines. 

Yet, in the full light of that career, the work that emerges 

as Mackenzie's most distinctive contribution to literature is in fact 

The Man of Feeling. His best novel may well be Julia de Roubigne, as 

3 Bryant suggests, but Mackenzie is too minor an artist to be remem

bered purely as a novelist; he cannot fairly compete with Richardson, 

^The Works of John Home, Esq., I, 1-121. 

2 See p. 119 above. 

3 
"The Fiction of Henry Mackenzie,'1 p. 12. Cf. John S. Pouch, 

"Henry Mackenzie: A Re-examination," DA, XXII, 3208. 
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Fielding, and Smollett, or even with Goldsmith, Burney, and Radcliffe. 

Even as a specifically sentimental fictionist, he is of course outshone 

by Sterne. And whereas his best writing may well be found in The 

Mirror and The Lounger, as Thompson believes,"*" Mackenzie is too much 

like the masters he imitates to be remembered purely as an essayist; 

he cannot stand on terms of equality with Addison, Steele, and Johnson. 

Merely as a sentimentalist, or merely as a stylist,• Mackenzie is over

shadowed by his models. It is as a sentimentalist of a peculiarly 

decorous and polished sort that Mackenzie claims our attention, and 

hence his central achievement is clearly The Man of Feeling, which now 

emerges as the real triumph, however limited, of Mackenzie's Augustan-

sentimental synthesis. That synthesis, which perhaps prevented Macken

zie from becoming a more interesting artist, nonetheless led him to a 

unique accomplishment. The Man of Feeling is the quintessential novel 

of sentiment not because of its sentimental qualities alone but because 

of the Augustan purity with which they are expressed. To understand 

the real nature of Mackenzie's achievement, we need to remember that he 

was not only the Man of Feeling but also the Scottish Addison, and what 

those titles mean. t 

~*~A Scottish Man of Feeling, p. 179. 
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