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Lillo’s Innovations in The London Merchant

Akiko Oko

1. Popularity of the Play

The London Merchant had created a sensation in the theatrical world of
England in the eighteenth century, since it was first performed in the Drury
Lane Theatre on the 22nd of July, 1731. The Weekly Resister dated the 21st of
August wrote:

The Beginning of the first Act occasioned a Sneer in the Audience, ...but, before
the End of it, the Case was quite alter’d,...as the Plot advanc’d, and new
Circumstances of Guilt and Distress aggravated the Concern of the
Spectators...and I believe there was hardly a Spectator there that did not
witness his Approbation by his Tears.t

And the next year The Universal Spectator dated the 22nd of January wrote:

The play... affects the Mind with the feeling Sense of the unhappy Story, and
shews how a good Disposition may be corrupted; and seems happily calculated
to do Good in such a City as London where Thousands of young People are

pretty near in the same Condition. 2

Theophilus Cibber (1703-58), manager of Drury Lane, appreciated this
work as “almost a new species of tragedy, wrote on a very uncommon
subject.”® Indeed The London Merchant, as he said, brought the two new



things into the then theatrical world. One was, a new genre of tragedy written
in prose, not in verses as was traditionally done; and the other was the choice
of hero not in aristocratic society but in bourgeois society. These two
characteristics swayed the theatre so much that the play subsequently had a
great influence on Edward Moor (1712-57) in writing The Gamester (1753),
Gotthold Ephraim Lessing (1729-81) in writing Miss Sara Sampson (1755),
and Henrik Ibsen (1828-1906) in writing A Dolls House (1879). Lady Mary
Wortley Montagu (1689-1762), a noted play-goer, used to declare, as her
servant quoted, “... that whoever did not cry at George Barnwell must deserve
to be hanged.” But not everyone praised the play; there were also harsh
criticisms. Samuel Johnson (1709-84), for example, commented on this work
that “...the writing of prose is the plea and excuse of poverty of genius.”
Undaunted by criticism, its performances continued to have a strong hold on
the public mind. Although British theatres were controlled by the Licensing
Act of 1737, which literally limited the production of legitimate drama to two
patent theatres, it recorded a surprising figure: 180 performances over forty
six seasons at Drury Lane, at Covent Garden, and at minor theatres.
Enthusiasm of the audience for the first two years was so great, that when
Queen Caroline heard the reputation of the play, she longed to see it. But she
was unable to do so because she was away from London at that time, so she
hastened to get its manuscript sent. The performance was staged also at Fairs
such as Bartholomew Fair and Southwark Fair. ¢ “On 22 May 1732 yet
another production appeared at Lincoln’s Inn Fields, and on the 1st of June,
with a performance at the New Haymarket, Lillos tragedy completed its
circuit of every theatre in London then offering plays.” 7

By the middle of the eighteenth century, however, this play was slipping
away from people’s mind, but the performance that David Garrick 1717-1779)
presented in the Drury Lane on the 26th of September, 1765, revived its
reputation again. Sarah Siddons (1755-1831) acted Millwood in Liverpool in
1776. Thus, this play repeated a cycle of disappearance and revival, and 230
performances were recorded in the whole 18th century. Generally, plays were
put on the stage for several days and died, or they came back to life long after
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their first performance was over. But in the case of The London Merchant, it
had a run for twenty nights. This performance record did not merely illustrate
the popularity of this play; those who were interested in moral problems
provided financial aid for this play. As Cibber described, “The play was ...
frequently bespoke by some eminent merchants and citizens who much
approved its moral tendency” (McBurney 127). London merchants found that
it depicted their lives sympathetically and that it welcomed their new power
and standing in society. Those who found that its moral lesson was effective to
apprentices and young people supported it strongly. It was recommended as a
guidance for apprentices to London merchants, and many apprentices went to
see this play because their masters told them to.

As for the text of The London Merchant, Lillo did not correct or alter the
first edition, with the exception of punctuation marks and inconsistent stage
directions. In the fifth edition which was published on 23 January 1734, he for
the first time added a scene in which a final confrontation of Barnwell and
Millwood below the gallows takes place, and in which Barnwell persuades
Millwood in vain to be penitent. &

The popularity this play enjoyed and the importance this play had in the
theatrical history are so outstanding that I want to look at it from its first
conception and its subsequent development. First I pay attention to the ballad
George Barnwell on which Lillo based his tragedy, and then deal with the way

he dramatised it adding his own innovations.

2. Writing a Dramatic Piece out of a Ballad

As George Lillo himself said in his prologue, The London Merchant was
dramatised from a ballad entitled “George Barnwell,” which gained popularity
when it was published in the middle of the seventeenth century. Ballads were
one of the common sources to which dramatists resorted for writing new plays.
But of course there was a great difference between the ballad and the play
based upon it. Lillo has transformed a criminal story into a great literary work



which would at once entertain and instruct a great number of audiences.

In writing a five-act play out of the ballad, Lillo introduces three things
that are not existent in the ballad: characterisations, a clear moral concept,
and the criminals’s attitude when facing death. First, the London merchant,
who in the ballad was referred to as the master of Barnwell, is named
Thorowgood, engaged in commerce on a large scale in the drama. He
possesses gentle manners and high social standing, holding a firm philosophy
of a merchant. He plays an exceedingly important role in the drama.
Thorowgood teaches his apprentice Trueman “the method of merchandise” g,
iii, 1), which he says “will be well worth [his] pains to study as a science” (ITI, i,
3-4). Tt is not only a means to make oneself rich, but also utilizes technology
and industry in order to promote wealth and peace among the nations “by
mutual benefits diffusing mutual love from pole to pole” (III, i, 8-9). He
preaches that the morality of merchants is high and that they should work
hard at merchandising with pride and confidence.

On the day following the night when Barnwell stays at Millwood’s house
without his permission, Thorowgood looks Barnwell in the face, and says “I
will not hear a syllable more upon this subject.... Whatever is your fault, of this
I'm certain; ‘twas harder for you to offend than me to pardon” (ITI, vii, 35-41).
Thorowgood suspects from Barnwell’s expression that he has committed a
heinous crime, but he does not want him to suffer by confessing it. He believes
that Barnwell will correct his error by himself, and so he passes a lenient
judgment on him and goes off When Barnwell hears it, he is profoundly
moved. He curses himself as “Villain, villain! Basely to wrong so excellent a
man!” (II, v, 1) and immediately declares, “T renounce her. I give her up!” (I, v,
5)

Secondly, the characterization of Barnwell is very convincingly done. In
the ballad, Barnwell voluntarily suggests killing his uncle for money, his only
relative. When he is about to be seized by the police because of accusation on
the part of Millwood, he escapes abroad, where he charges Millwood with a
crime of murder and sends her to the gallows. He further commits a murder
in Poland. As against Barnwell who lacks humanity in the ballad, Barnwell in
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the play is an exceedingly good-natured person. He makes efforts to recover
his former self, at an early stage of stumbling. Nevertheless, he is tempted
into the path of evil, and consequently is tormented by a guilty conscience. He
is described as a person who is ridden with guilt.

Thirdly, Barnwell’s total penitence and Millwood’s self-defense are put in
marked contrast. In contrast to Barnwell who remains an honest man,
Millwood does not change much. She seduces Barnwell into bed, cajoles him
into stealing money from his master, drives him to kill his uncle, and when
money is used up, indicts Barnwell. But soon she is arrested, and hanged.
Lillo portrays an attractive and cunning woman who can devise a series of
tricks to exploit an innocent young man.

In the play, Lucy and Blunt take sides with Millwood at first, but when
they know that Millwood is going to make him kill his uncle, they feel the
pricks of conscience and change their mind. As for Millwood, she is described
as a villainess who exploits Barnwell for money.

Therefore, in developing a plot for his play out of the ballad, Lillo
emphasizes the contrast between Barnwell and Millwood, the former
attaining salvation by repentance and the latter condemned for refusing to
repent. Maria tries to hide Barnwell's embezzlement from her father, and
troubles herself to save Barnwell, thus leaving him in the dilemma of fate and
love, and heightening the sentimentality of the tragedy. Lillo emphasizes the
anguish of Barnwell who has strayed from the path of Christian morality and
repents what he has done. It enhances the importance of the lesson of the play,

and its instructive purpose for the audience.

3. Lillo’s Innovations
Lillo’s innovations are traced by comparing his tragedy with those in
Restoration drama.

(1) Transition of the idea of hero in tragedy
There was a tacit understanding that heroes and heroines in tragedies of




the Restoration Drama are those of high social standing such as lords, the
characters of myths and legends, and military officers. For example, Cato,
who is the hero of Cato (1713) by Joseph Addison (1672-1719) is a general of
Rome: Calista, who is the heroine of 7he Fair Penitent (1703) by Nicholas
Rowe (1674-1718) is a daughter of nobility. In both Venice Preserved (1682) by
Thomas Otway (1652-85) and The Fatal Marriage (1694) by Thomas
Southerne (1660-1746), the hero or heroine is either an officer, or an aristocrat.
It is rare that commoners play a leading part in tragedy, although they
frequently go in and out in comedy. Peachum, the hero of The Beggars
Opera (1728) by John Gay (1685-1732), is a dealer in stolen goods; and in such
comedies as The Country Wife (1675) by William Wycherley (16407-1716),
Confederacy (1705) by John Vanbrugh (1664-1726), and Every Man is His
Humour (1598) by Ben Jonson (1572-1637), the heroes are ordinary people in
their everyday life.

In a time when the idea of the hero was fixed within the ruling classes, it
was bold and unprecedented to make an apprentice to a merchant play the
principal part of a tragedy. Lillo’s experiment was quite novel. However, partly
as a result of the Puritan Revolution (1642-49) and the Glorious Revolution
(1688), the centre of power in British society gradually moved away from the
aristocracy and the bourgeois class including merchants who had gained
economic strength started to seize real power in society. In this movement, it
was inevitable that the bourgeois became the hero of a new age.

Lillo expressed at the beginning of his dedication of his tragedy to John

Eyles, who was baronet and Member of Parliament:

If Tragic Poetry be, as Mr. Drydenhas some where said, the most excellent
and most useful Kind of Writing, the more extensively useful the Moral of any
Tragedy is, the more excellent that Piece must be of its Kind. (Steffensen 151)

Subsequently, Lillo aimed at “the exciting of the Passions in order to the
correcting such of them as are criminal, either in their Nature, or through
their Excess” (z61d) and he clearly stated that he would “enlarge the Province
of the graver Kind of Poetry” (ibid. 152). Here Lillo announced his didactic
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aims and declared that he would revise the existing tragic theory to make his
drama accomplish its moral and instrumental goals.

..Tragedy is so far from losing its Dignity, by being accommodated to the
Circumstances of the Generality of Mankind, that it is more truly august in
Proportion to the Extent of its Influence, and the Numbers that are properly
affected by it. (7bzd. 151)

Thus, he emphasized that “Plays founded on moral Tales in private Life,
may be of admirable Use” (ibid. 152), and said: “..nothing can be more
reasonable than to proportion the Remedy to the Disease” (ibid. 152). Here the
“disease” meant the problem with traditional tragedy which needed to be
rendered more democratic; and the “remedy” meant a shift of characters from
the royal or aristocratic to the bourgeois, and a shift of situations from public
and political to private and domestic. In classical tragedies, the hero was
necessarily of the royalty or the nobility, and the disaster that happened to
him was related with the fate of his country or of his social position. A
sympathetic identification with the tragic hero, upon which the morally
reformative purpose of tragedy depended, could be achieved when the
dramatist succeeded in “the exciting of the Passions in order to the correcting
such of them as are criminal, either in their Nature or through their Excess.”
Only on the basis of their sympathetic identification with the hero could the
audience share the hero’s moral enlightenment.

In writing a tragedy based on the ballad, Lillo paid attention to its having
a close relation to the daily life of the audience, and necessarily transformed
the idea of tragedy, conferring esthetic legitimacy on popular culture. What
distinguished 7he London Merchant from traditional tragedies was that it
appealed to the audience’s sense of morality and to the identity of the
bourgeois class they belonged to. Although ordinary people occasionally
appeared in former drama, including such plays as A Women Killed with
Kindness (1607) by Thomas Heywood (1574?-1641) and the anonymous A
Yorkshire Tragedy and Arden of Feversham, but these could not be called
“bourgeois” dramas, because they dealt with the rural poor. Lillo opened a new



page in tragedy in terms of bringing it down to the level of everyday life of
people, and he was the first dramatist who analysed the moral outlook and

social awareness of the bourgeois merchant.

(2) Merchant as hero

The London Merchant is different from other domestic tragedies in that a
merchant occupies quite an important place in the play, as we understand
from the doublé-title “The London Merchant; or, The History of George
Barnwell.” Here the London merchant and his apprentice are juxtaposed. At
the very beginning of this play, Thorowgood talks of beliefs and capabilities of
the merchants, who, in a time of national crisis, contribute to bringing peace

in the whole country as well as in the world.

The Bank of Genoa had agreed, at excessive interest and on good security, to
advance the King of Spain a sum of money sufficient to equip his vast Armado.
Of which, our peerless Elizabeth (more than in name the mother of her people)
being well informed, sent Walsingham, her wise and faithful secretary, to
consult the merchants of this loyal city, who all agreed to direct their several
agents to influence, if possible, the Genoese to break their contract with the
Spanish Court. 'Tis done. The state and bank of Genoa, having maturely
weighed and rightly judged of their true interest, prefer the friendship of the
merchants of London to that of a monarch who proudly styles himself King of
both Indies. (I, i, 31-43)

From his words, it is clear that the play is set at the time when the
invincible Spanish Armada is going to attack England. He tells how
merchants soften the antagonism between England and Spain and contribute
to the security of the nation. He feels proud of his profession and says, “As the
name of merchant never degrades the gentleman, so by no means does it
exclude him” (I, i, 26-27). Thorowgood is a trader of great wealth, with
penetrating insight and admirable personality. His premises are visited
frequently by courtiers and noblemen and he treats them respectfully. He
wants his daughter Maria happily married to one of them, and says to Maria
that if she is not at home when they visit, they will be disappointed and regret
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having visited Thorowgood the merchant. But Maria answers:

He that shall think his time or honor lost in visiting you can set no real value
on your daughter’s company, whose only merit is that she is yours. The man of
quality, who chooses to converse with a gentleman and merchant of your
worth and character, may confer honor by so doing, but he loses none. (I, ii,
20-25)

Maria represents her father as “a gentleman and merchant of [his] worth
and character”. As the word “gentleman” indicates a nobleman, it signifies
that Thorowgood as merchant is as good as a nobleman—at least in mentality,
if not in actuality. From the sixteenth century to the eighteenth century,
England has attained remarkable economic growth, to which merchants’
contribution is so great that they have raised their social position to be in one
with respectability. Therefore a merchant can be equal or sometimes superior
to a general, like the hero of Addison’s play or Thomson’s. Trueman rightly
says that “few men recover reputation lost; a merchant, never” (I, iii, 37-38).
This shows the great difference between the merchants and the generals.
Generals may lose a war, but if they win the next war bigger than the first,
they can recover their reputation. But if merchants lose trust among people,
they will never recover it. Accordingly, when merchants give a judgment, it is
always expected to be sound and prudent. He goes as far as to suggest that
merchants may surpass generals, because generals rule the world by force but
merchants achieve the same aim without spilling blood. They achieve it by
mutual understanding and by peaceful solution. To sum up, Lillo considers
that merchants stand as worthy of the role of hero in tragedy as generals, and
that they may be superior to them in promoting “arts, industry, peace and
plenty” and in diffusing love from pole to pole.

(3) Repentance and New Life

Barnwell is sentenced to death by hanging in the same way as Millwood.
He remains calm even when he hears the pronouncement of the death penalty.
He devotes himself to reading the Bible, sitting peacefully in the condemned
cell, when Thorowgood enters. Barnwell is confident that he will soon go to the
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Kingdom of God. Thorowgood points his finger at Barnwell, and speaks to the
audience: “See there the bitter fruits of passion’s detested reign and sensual
appetites indulged—severe reflections, penitence, and tears” (V, ii, 1-3). This
scene clearly warns the audience of the danger of giving free rein to one’s
desire through the example of Barnwell. Meanwhile Barnwell is ready to
accept the punishment which he has brought upon himself. As Barnwell and
Thorowgood part, Thorowgood persuades him to “bear a little longer the pains
that attend this transitory life, and cease from pain forever” (V, ii, 62-63). The
following are the words he speaks, when he is left alone:

I find a power within that bears my soul above the fears of death and, spite of
conscious shame and guilt, gives me a taste of pleasure more than mortal. (V,

iii, 1-3)

For Barnwell, death is no longer to be afraid of. He overcomes the terror of
death and even finds pleasure in it. By repentance, he feels himself purified
and his sense of guilt and shame overcome. This pleasure of regeneration is
far loftier than the carnal desire for Millwood. Barnwell’s discovery of pleasure
beyond this world belongs to the life after death in Christianity, and Lillo
emphasizes how purified the hero’s soul is before death. It would be absolutely
impossible for Millwood to understand this ascetic pleasure. Barnwell
proceeds to the scaffold, offering the following lesson to the audience.

If any youth, like you, in future times

Shall mourn my fate, though he abhors my crimes;

Or tender maid, like you, my tale shall hear,

And to my sorrows give a pitying tear:

To each such melting eye and throbbing heart,

Would gracious Heaven this benefit impart

Never to know my guilt, nor feel my pain.

Then must you own you ought not to complain;

Since you nor weep, nor shall I die in vain. V, x, 23-31)

Barnwell firmly believes that his office in this world is to save people from
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their future destruction by his example.

(4) Millwood’s logic

In the first half of the eighteenth century, it was customary to present
women as those easily tempted and ruined by men, if they can not protect
their chastity. In Pamela (1740-1) by Samuel Richardson (1689-1761), the
heroine, Pamela, is a girl of 16 years old, beautiful and innocent. She is a
daughter of a farming family, poor but pious. She goes into service as a maid
to a fine house of Mr. B who is a landlord. But the young master is a notorious
profligate, and tries in various ways to violate her, but she firmly protects her
innocence to the end, and finally, she becomes the young master’s legal wife on
account of her constancy, beauty and affection.

Millwood, on the other hand, is a prostitute, who from the beginning
approaches Barnwell with the intention of deceiving him. She succeeds in
seducing him, and then drives him to ruin. Millwood is an intricate, novel
character in those days. She is malicious, it is true, but she definitely has her
principles to which she remains loyal throughout. Barnwell kills his uncle in
the country and, stunned by the atrocity of crime, forgets to steal money.
When the blood-spattered Barnwell comes back to Millwood without money,
she is enraged at him and blames him as a murderer and hypocrite. She

heaps curses on him:

Whining, preposterous, canting villain! To murder your uncle, rob him of
life—nature’s first, last dear prerogative, after which there’s no injury—then
fear to take what he no longer wanted, and bring to me your penury and guilt!
Do you think I'll hazard my reputation—nay, my life—to entertain you? IV,
x, 39-44)

Postulating the hideousness of his guilt, she says it is not enough to give him
up to the police. She persuades him that there is no point in regretting at this
late time what he has done. When her accusation is over, she charges him for
a greater crime—the crime of threatening her property, reputation and life.
Barnwell is convinced that Millwood is a heartless and cruel woman who
takes no heed of his life.



12

In The London Merchant, the confrontation of Thorowgood and Millwood
highlights its dramatic interest. When all her wicked deeds are exposed,
Millwood does not give herself up to justice, but attributes all her doings to the
evil tradition of the male sex, and the male-centred society. They have driven
her to behave as they do. Even “the judge who condemns the poor man for
being a thief had been a thief himself, had he been poor” (IV, xviii, 64-66).
Millwood asserts that good and evil is like two sides of the same coin: whether
to incline to good or bad, depends on the situation one is in. She remarks that
whatever classes and occupations they are in, men’s wickedness is bottomless,
and women are pitilessly sacrificed by them. She bitterly curses them from
her experiences® ‘I hate you all!' I know you, and expect no mercy, I ask for
none” (IV, xviii, 40-41). Millwood rejects mercy of men as she believes that
there is no moral distinction between her inclinations and those of men. Why
should she be punished for pursuing her desires, whereas they are rewarded
for following their own. Men, guided by their desires, invade and conquer
foreign countries or, indeed, other people, and ruin them and win their reward.
Where is the distinction between right and wrong, she questions. She
challenges what men believe is right, by attacking their “pretended piety” and

their barbarous cruelty.

I am not fool enough to be an atheist, though I have known enough of men’s
hypocrisy to make a thousand simple women so. Whatever religion is in itself,
as practiced by mankind it has caused the evils you say it was designed to cure.
War, plague, and famine have not destroyed so many of the human race as this
pretended piety has done, and with such barbarous cruelty as if the only way to
honor Heaven were to turn the present world into Hell. (IV, xviii, 49-56)

She does not embrace religion as it does not redeem people from sorrow and
destruction. Rather she denounces it as it brings down evil upon people in
reality. Piety and morality are loudly talked about, and never practiced in
deed.

Thorowgood regrets the irreligious feeling in her philosophy of life, but
admits that “Truth is truth, though from an enemy and spoke in malice” I,
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xviii, 57). He is far from confuting her argument; he even gives her toleration
and makes some concessions to her. Though high-principled, he cannot control
her in this dispute, and even seems a little disturbed.

Millwood, on the other hand, is capable of turning charges back against
her accuser. She refuses to accept the Christian morality which Thorowgood
and Barnwell firmly sustain. Yet she carefully distinguishes her materialism
from outright irreligion. Here David Mazella draws our attention to the
dialogue between Thorowgood and Millwood, as in it the argument over
religious problems of those days is aptly reflected.

Lillo’s discourse of moral inclusion, which is displayed in this little dialogue
between Millwood and Thorowgood on the dangers of “pretended Piety” to true
religion, consciously detaches itself from the fixities of existing religious and
political systems and recognizes historically conflicting positions into a larger,

more abstract and comprehensive moral system. (Mazella 813)

According to Mazella, there is in the eighteenth century, a conflict
between Catholics and Protestants, throughout Europe. By making
Thorowgood and Millwood argue about religious problems from an
unrestricted standpoint, Lillo tries to define a third position neither Catholic
nor Protestant. Millwood argues that law and religion must be separated, and
that state authority must be diverted from “pretended piety.” Only in that case
an autonomous ethics is established-—one whose frame of reference is either
the social order or the conscience. Millwood attacks law, saying that those on
the side of punishing people themselves have faults:

What are your laws, of which you make your boast, but the fool’s wisdom and
the coward’s valor, the instrument and screen of all your villainies by which
you punish in others what you act yourselves or would have acted, had you
been in their circumstances? The judge who condemns the poor man for being
a thief had been a thief himself, had he been poor. Thus, you go on deceiving
and being deceived, harassing, plaguing, and destroying one another, but women
are your universal prey. IV, xviii, 60-68)
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Millwood analyses law from the point of view of the exploited, who are
punished severely for their infractions and gain no protection. “Women” are
“universal prey” for men, and they are habitually exploited. “A thousand ways
our ruin you pursue, / Yet blame in us those arts first taught by you” (IV, xviii,
71-72). Millwood deplores that women are not given a fair deal, and blames
society for its unfairness to women. Meanwhile, Thorowgood cannot
sufficiently refute her argument. Lillo presents Thorowgood as one who
cultivates Protestant virtues as well as those of merchants who contribute to
the safety of their country by means of their mercantile gains. Consequently
Thorowgood suffers from moral ambiguity. He cannot fully deny what “a

female Machiavelle,” as McBurney terms, represents.1®

Oh, may, from hence, each violated maid,

By flatt’ring, faithless, barb'rous man betray'd,

When robb’d of innocence and virgin fame,

From your destruction raise a nobler name:

To right their sex’s wrongs devote their mind,

And future Millwoods prove, to plague mankind!  (IV, xviii, 73-78)

Millwood maintains that the administration of justice is wrong and that
therefore women do not obey it but behave as they like. Millwood’s last threat
that “future Millwoods” will appear and revenge their kind on men imprints
itself upon the audience’s mind and makes them examine their sin and resolve
to avoid future offences. Millwood’s thorough refusal of mercy and
repentance—rvendering her destruction unavoidable—carries with it a
significant dramatic irony. Millwood’s argument plays a substantial role in
arousing in the audience’s mind a sense of “what sin is”. Hence, Millwood is
depicted as a woman who wishes to exercise “autonomy” and to make

self-assertion a means of gaining power over men. She denies God, but at the
same time, God also denies her. Lillo offers Barnwell as a model of “the saved”
and Millwood as a model of “the damned,” to the audience in order to gauge
the social morality and reassert its soundness. But one cannot help thinking
that like Milton, he has an unconscious sympathy towards his “devil”
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4. Autonomy versus Traditional Values

Because of its clear moral purpose, The London Merchant may not create
a sensation today. But the audience of the eighteenth century ardently sought

out performances.

By the middle of the century it had become the traditional offering for
Christmas and Easter holidays, since it was “judged a proper entertainment
for the apprentices, & c.” as being a more instructive, moral, and cautionary
drama, than many pieces that had usually been exhibited on those days with
little but farce and ribaldry to recommend them.” It was also usually given on
Lord Mayor’s Day in November, presumably for the same season. Ernest
Bernbaum may be correct in speculating that “the frequent performance of
George Barnwell was encouraged by influential citizens, not because they

themselves enjoyed it, but because they thought young people should.” 11

The play gained popular favour well into the nineteenth century, and
many merchants financed the performance of this play and put their
apprentices under an obligation to see it. In Great Expectations (1861) by
Charles Dickens (1812-70), when Pip is going to be an apprentice to Joe, Mr.
Wopsle reads The London Merchant to him and says, “Take warning, boy, take
warning!”2 Dickens’s references to The London Merchant suggest a lively
famiharity with the play among his readers and a devotion to it among actors
who roamed the countryside, while the tragedy has long been considered as a
guide for apprentices.

For the audience of the eighteenth century, the story of a gullible
apprentice and a scheming prostitute may have seemed more likely to be the
material of comedy than of tragedy. But there is in The London Merchant a
concern to impress the audience that what has too often been the staple of
comedy is indeed no laughing matter, that the viciousness the audience who

are used to laughing at is more properly the subject of tragedy. Of course The
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London Merchant is not the single innovator of domestic tragedy. Lallo, at any
rate, has conceived this tragedy more as an extension of than a departure
from the previous practice of tragedy, by placing the apprentice as a hero in
his tragedy. Indeed it possesses many qualities of heroic plays such as
Addison’s Cato and Thomson’s Sophonisha.’® What makes 7The London
Merchant different from other domestic tragedies in the first half of the
eighteenth century is that Lillo uses this play to teach a moral lesson. He
presents in this play the solid merchant morality, which is amply illustrated
in Thorowgood’s virtuous character, and by so doing, enhances the position of
the merchant.

In The London Merchant. Lillo manipulates various characters to speak
their views on society thereby to relativise values and make them share a
more elastic view of society. Barnwell and Millwood are offered as models of
“the saved” and “the damned,” with the former embodying the traditional
piety of Christianity, and the latter anthropocentric autonomy, discarding
“pretended piety” away. The idea to consider Millwood as an autonomous
character has its origins in the twentieth century. For the audience of the
eighteenth century, Millwood is simply a prostitute who has a glib tongue. In
fact, Lillo renders his hero even more acceptable and his villain yet more
detestable to the orthodox audience. Millwood is innovative in those days for
her self-justification. But this story is the story of the London merchant. As is
clear in the verbal exchange of Thorowgood and Millwood, the desire on the
part of Lillo to create a new category of religious belief, is connected with a
more autonomous definition of human beings. Therefore, Lillo’s model of the
autonomous being seems to be the obedient Barnwell, not the infinitely more
challenging figure of Millwood. That is, in making Christian morality stand
out clearly, Lillo has placed Millwood and Thorowgood at both extremes in the
Protestant ethic, and Barnwell in between, so that the audience will
sympathise with Barnwell who, in a state of indecision, has to consider what
morality is.

Lillo has confronted the problems of fatality and private responsibility in
writing Barnwell’s destruction and salvation. But to the audience, as probably
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to the playwright himself, the logic of tragedy or of argument is less important
than the moral example and the evocation of awaking sympathy in them.

Notes

1 “Some Remarks on the Play of George Barnwell,” The Weekly Resister, 21 August
1731. As quoted in John Loftice, Essays on the Theatre from Eighteen Century
Periodicals (New York, 1969), pp.33-4.

2 The Universal Spectator, 22 January 1732, reprinted in Lincoln B. Faller, The
Popularity of Addison’s Cato and Lillo’s The London Merchant, 1700-1776, (New York,
1988), pp.98-99; and in the Gentleman’s Magazine (1732).

3 Theophilius Cibber, The Lives of the Poets of Great Britain and Ireland, vol. v
(London, 1753), p.339.

4 Lord Wharndliffe, The Letters and Works of Lady Mary Wortley Montagu, vol. 1 (New
York, 1970), p.111.

5 Johnson's remark is quoted from David Erskine Baker, Biographia Dramatica, vol. I1
(London, 1812), pp. 377-8.

6 Sybil Rosenfeld, The Theatre of The London Fairs in the Eighteenth Century
(Cambridge, 1960), p. 36, 91.

7 Quoted from “introduction” to The London Merchantin James L. Steffensen ed., The
Dramatic Works of George Lillo (Oxford, 1993), p.124.

8 Steffensen, Joc. cit., p.138. The present thesis is written based on the text of the first
edition.

9 See the “introduction” to The London Merchant, ed. William H. McBurney, xv-xvi.

10 McBurney, p. xxiv.

11 McBurney, pp. xii-xiii.

12 Charles Dickens, Great Expectations, ed. Tim Seward (Cambridge, 1995), pp.
117-118.

13 Faller, p.106.
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A Study of Dandyism
in Ron Hutchinson’s Beau Brummell

Akari Furuse

Synopsis

In Ron Hutchinson’s play Beau Brummell (2001), we find that the bitter
ending of the legendary dandy’s life was all due to his narcissism and his witty
tongue. With the four famous words, “Who’s your fat friend?”” Brummell
instantly fell from his sublimest point of glory surrounded by the people of
blood and wealth in Regency England and had to flee from his debt creditors
to Calais in France. We are led to presume that the cause of his sad fate that
brought him to poverty and insanity was in his narcissistic trait. Certain
self-love and self-containment might surely be traced in the Regency dandy as
well as the fin-de-siecle dandy as Oscar Wilde. However, in contrast to the
ephemeral aspect of fashion, the dandy spirit was permanently established.
Beau Brummell, in his fashion and mannerism, successfully embodied what it

takes to become the leader of a society.

Introduction

Throughout the history of men’s fashion, the focus of significant
attention has been on this one man: George Bryan Brummell (1778-1840).
Better known as Beau Brummell, he was the autocrat of fashion in the
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Regency period (1811-1820) who changed the way men dress to this day and is
celebrated as the original dandy. With so many legends attributed to this
famous man, Brummell's fashion and manners display what defines
dandyism.

In the two-act play Beau Brummell (2001) by Ron Hutchinson, although
he is suffering greatly from poverty and insanity, Brummell is still covered in
glory as the great dandy in his heyday when he was in London, and the irony
lies in the fact that, now that he lives in exile in an asylum in France, he is
approached by none. Some settings and the historical time line may vary from
the factual details, but many anecdotes relating to Brummell are recounted on
stage exactly as the famous legendary figure himself lived, enabling us to
appreciate the glamour and transience of the Regency life almost two hundred
years later.

The aim of this paper is to determine that Beau Brummell was not a
mere celebrity in the modern sense with a strong trait for narcissism and yet
he continues to appeal to us with a wonder of dandyism because he controlled
and established the art of distancing as an effective method to acquire social
power and make himself the leader of a society.

Ron Hutchinson’s Portrayal of Brummell:
A Modern Interpretation of the Dandy

Hutchinson’s play depicts the pathos of Beau Brummell’s life at its end.
Set in the winter of 1819 when Brummell is in exile in Calais, long after his
fall from the elegant fashionable society in Regency England, only two men
are on stage. One is Beau Brummell and the other is his valet, Austin, a
fictional character. To set the record straight, it is in 1816 that he secretly flees
from his country to the continent. On arriving in France, Brummell first stays
in a hotel in Caen and it is not until 1839, a year before his death in 1840, that
he goes into an asylum in Calais. In spite of such alterations in the historical
background, the play has altogether and comprehensively captured the
essence of Brummell’s life as a legendary figure and, what is more, as an
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individual.

With his growing state of insanity, the play starts with Brummell
holding a knife at his throat and trying to commit suicide while he is taking
his bath, a part of his famous routine of forlette. Being familiar with this
impulsive and self-destructive act, for it has continued since his arrival at the
asylum, the valet distracts Brummell and takes the knife away by
announcing an imaginary visit of Brummell’s friend from the past, the Duke
of Norfolk. Not only the Duke of Norfolk but the Duke of Devonshire and all
other visitors are personified by Austin on stage. Many years after he left his
home country, the celebrated fashion leader of the Regency high life is long
forgotten and friendless; the visits are all in the dandy’s mind and not real.

Here and there, during the play, the anecdotes surrounding Brummell
are retold in the conversation between Brummell and Austin. First, there is
one when Brummell, as the captain of the tenth Light Dragoons, refuses to go
to Manchester for he “couldn’t possibly be seen somewhere so unfashionable”
(Hutchinson 9). Other stories, in which he tosses out his pile of stocks that he
failed to tie right and how he has different glovemakers for his fingers and
thumb, are all renowned legendary tales relating to Brummell that are told
once again on stage. Every account presents his strict preciseness in fashion,
as Brummell speaks in authority that “Style is in the details” (12). In another
legend, the great master of fashion is also known to have had aristocrats,
royal personages, and even Prince Regent watch him dress; only, considering
the present state of poverty in a confined institution, such fame is worthless.
In the play, in order to improve the financial situation, Austin cleverly
suggests that they take admission from people in Calais to watch Brummell
dress:

AUSTIN. I had to do something.

BRUMMELL. To make a show of me, a display.

AUSTIN. You did the same in England.

BRUMMELL. Now and again men of distinction, of taste, of
refinement—the nobility, often, occasionally royalty too, yes, would
express a wish to observe me as I dressed. A very different thing
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from turning me into a carnival attraction.
AUSTIN. It would be done very tastefully. I was going to hire a
harpsichord. (20-21)

Though it is comically presented, this episode proves that it was Brummell’s
excellent taste in fashion that gave him the admittance into the high
fashionable world, reaffirming that, as Lewis Melville in First Gentleman of
Europe observes, the greatest dandy of his day “dominated all his rivals, and
even the Prince of Wales accepted him as an equal” (134).

Furthermore, Brummell is most celebrated for moderating men’s fashion
by using clean linen with starch for the stock and adding straps under the
heel of pantaloons. For these changes, he takes his own credit in the
innovation: ‘T tamed them, sir. I took the Dandies in hand, as I took the
Englishman in hand” (36). The significance of the change is in offering a
strong contrast to the flashy and colorful macaroni fashion that was in vogue

at the time:

A man wearing simple clothes, clean linen, nothing too tight or too
fashionable, nothing which draws attention to itself or the wearer—the
wearer himself, carrying himself with dignity, quiet, reserve—these
things make him an enemy to excess—and excess is the antithesis of
Style. (37)

What Brummell set as the rules in fashion is also directed towards the
principles of what the ideal Englishman should follow: “The coat. The trousers.
The shirt. Honest, simple, understated. All the things I tried to get the
Englishman to be” (39). Criticizing the overindulgence and extravagance of
the macaroni fashion, Brummell believes the exactness and preciseness
should be apparent in the wearer’s clothes as a result of his discipline and
self-control.

Brummell's philosophy against excess, however, stands out because, in
reality, the glamour and elegance of the Regency social life owes a great deal
to the Prince of Pleasure—Prince Regent. Brummell also enjoys the great
benefit of his connection with the Prince and his extravagant lifestyle: “T had
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access, influence, grease” (44). It is thanks to the Prince’s patronage that
Brummell is given such a favorable position in ballrooms, clubs and even the
court. Being on good terms with the Prince has brought Beau Brummell more
wealthy friends among the aristocrats; however, his indulgent ways of life
would not last,

For some time, before his flight to Calais, Brummell senses that the
relationship with the Prince is not as close as before, as his biography by
Kathleen Campbell recounts. Lord Alvanley once invites Prince Regent to the
ball at Watier’s club, in the hope that the Prince and Brummell would
reconcile. Arriving at the entrance of the Argyll Rooms, Prince Regent greets
Lord Alvanley with a gracious bow. Now, on seeing Brummell, the Prince
stares and passes on, meaning the Prince has “cut” him in public. There is a
tense silence in the room. Then, Brummell says charmingly, clearly and
nonchalantly to Lord Alvanley, “Who's your fat friend?” Campbell concludes
that “Brummell had his full revenge in those four words” (117). In fact, the
whole play by Hutchinson arises from and centers on this anecdote,
representing the turning point of Brummell’s life as the greatest dandy.

To unravel the mystery of how Brummell falls out with Prince Regent,
two flashback scenes of this episode are offered in the play. Contrastingly,
Hutchinson’s depictions of the incident slightly differ from Campbell’s because
Brummell is portrayed not simply as a dandy symbol but more as an
individual with human attributes. In the first recollection, Brummell loses his
temper and self-control in uttering the four words:

BRUMMELL. My stomach rebels. My head spins. I'm being cut—cut by

this grotesque fool, this Royal laughing stock.

AUSTIN. You promised—

BRUMMELL. I'd given him my friendship, tried to teach him

everything I know of Style and Wit—

AUSTIN. It doesn’t do you any good—

BRUMMELL. Heads are turned towards us. Whispering. Laughter.

Everyone knows. The Prince is cutting Brummell. I clear my throat. I
say ‘Who's your fat friend, Alvanley? and it’s over, all of it, over. (15)
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Considering the misery and madness of his current state in exile, Brummell’s
own feeling and recollection of the incident seem to have changed; still, it is
clear that this instance of the casual pose in paying revenge to the Prince has
effectively made “cutting” one of the distinguished aspects of dandyism.

In the second scene, Brummell can be sympathized more in that he
acknowledges a feeling of regret and predicts the fall from his position:

The Argyle Rooms...
The Prince is expressly not invited. ..
Music. Art. Poetry...

‘Who's your fat friend, Alvanley?

Silence. An intake of breath. Someone drops a tray of glasses. The
Prince staggers. There’s a curious metallic taste in my mouth. I know
that nothing will ever be the same. Someone walks face first into a pillar
in astonishment. It is, I think, the sublimest moment of my life. It is also,
of course, the worst. (41-42)

At once, as a result of his witty tongue, Brummell loses everything—his fame
and whatever comes along with it. Amusingly, the valet presses Brummell to
impart the secret of being witty. Wit and style are one and the same for
Brummell. His wit is “more an attitude” (42) and the advice he gives to his
valet is that “you would have to apprentice yourself to Wit, as you would to
Style” (43). Not only his exquisite style in fashion but also his spirit, mainly
represented in his sharp wit, has prepared the path for Brummell to enter,
and to be thrown out of, the high society of aristocrats and royalties in
Regency England. The curtain closes for Act One as Brummell anxiously
awaits Prince Regent’s arrival in Calais and entertains high hopes of being
forgiven and going back to England, together with Prince Regent as good
friends.

In Act Two, we find Brummell preparing nervously and shakingly to
receive the Prince in his chamber in the asylum and carefully dressing himself
with his only set of filthy attire. Great tension arises in Brummell as the
Royal carriage comes near, but, to his dismay, the sound of the carriage does
not stop and Prince Regent is not coming up the stairs to see his old friend.
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And, this is what actually happened in history. On his state visit in 1821,
Ellen Moers writes, people heard the Prince say, “I leave Calais, and have not
seen Brummell” (30). Brummell as the ruler of fashion rivals the Prince, but,
as a non-aristocrat, he is obviously no match: “The King had won. He had seen
his old friend, his old foe—which you will—his old comrade, beaten, bankrupt,
humbled, and he had passed him by” (Melville 151). The difference between
Brummell and Prince Regent is clear when we contrast them in the effect of
“cutting”. Having a witty tongue is no more than a conspicuous pose for the
dandy, making a non-aristocrat like Brummell seem superior to others with
his exclusive pretensions; however, for the Prince, the conduct of refusing to
recognize others comes naturally and is nothing worth paying regards to. In
the end, Brummell will not and cannot leave the asylum and is left to his
confined chamber with his imaginary visits from Prince Regent.

As Hutchinson’s Beau Brummell represents, the 215t-century conception
of dandy connotes ambivalence. On the one hand, as a narcissist, the dandy is
self-contained, absorbed in his own reflection, and vain about his taste of
fashion, while, as a celebrity, Brummell is an attraction, constantly admired in
public on all occasions. Both characteristics have been adopted as parts of the
philosophy of dandyism, leaving the inconclusive aspects as a mystifying
search to the present.

Brummell as Narcissist: Life with a Mirror

Throughout the play, Hutchinson continuously makes Beau Brummell
look at his own reflection in the mirror. As a man of fashion, it is more than
understandable and should be taken as a matter of fact that, when Beau
Brummell asks for a mirror along with tweezers, he should check his dress
and appearance with minutest attention; yet, the use of the mirror implies
more than just Brummell’s obsession towards fashion.

To begin with, in the scene where he is cut by Prince Regent, Brummell
is not placing himself in front of the Prince. He merely observes the Prince
entering the ballroom “in the reflection of a mirror” and Brummell is certain
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that Prince Regent is aware of him because “the glass tells me that much” (14).
And, after Brummell only senses that he has been cut, he gives his witty
remark in the four words. When the flashback ends, he despairingly asks for a
mirror to raise his spirits because, taking a good look in the cheval glass at his
profile from right and left, he “likes what he sees” (17). Brummell does not
actually face what is going on. He uses the mirror to see it and avoids
approaching others directly.

Moreover, the use of mirrors in many other parts of the play certainly
shows the trace of Brummell's narcissistic trait. When Austin points out how
unnatural it is for a man “to devote every waking hour of his life to how he
looks in a mirror,” Brummell replies, “How can one be lonely with a looking
glass?” (38). Again, in another scene with the cheval glass in front of

Brummell, Austin sarcastically comments:

AUSTIN. There really is nothing going on in that head of yours when
you look in a mirror, is there? Except how you look.

BRUMMELL. What harm was ever done by a man in his chambers,
tying his stock? What time could be more innocently spent? (56)

Whenever his anxiety grows, Brummell repeatedly asks for or runs towards
the mirror since the reflection of himself in the glass is his only resort. Upon
preparing to receive Prince Regent, Brummell carefully ties his stock. Looking
at the perfect tie, he “seems reluctant to pull himself away from the image of
himself’ (73). As the moment of the Prince’s arrival comes near, Brummell
restlessly “heads to the cheval glass again” (75). Then, hearing the carriage
pass by and realizing that Prince Regent did not come to Calais for him, he
seizes the mirror, “looking into it with horror” (80). At the same time, it is not
just the reality with which he is unable to confront. Brummell refuses to see
his own reflection because he cannot face himselff “That isnt me—.”
Brummell is entrapped in his own reflection. His image in the glass is the only
thing in which, Brummell believes, perfection is kept. Facing the mirror has
become his way of protecting himself from reality. Now, with his hope of going
back to England utterly gone, he is left as poor and insane as ever.

Austin, then, painfully brings Brummell to deal with the fact that he is
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now forgotten. He has always spent his time with his own reflection, just as
Narcissus would, and not with reality:

AUSTIN. You did nothing with your life but live it.

BRUMMELL. What else could I have done with it?

AUSTIN. Lived it in front of a looking glass with all the other buggers
standing around watching you looking at yourself knowing they
were watching you looking at yourself.

BRUMMELL. I always tried to look my best.

AUSTIN. Is that all there is to life?

BRUMMELL. All?

AUSTIN. Isn’t there something more?

BRUMMELL. More?

AUSTIN. The word Narcissus springs to mind. (81-82)

Brummell can only defend his Narcissism by saying he did nothing to hurt
anyone except himself. He, then, “turns to the cheval glass,” stares “with
desperate longing into the glass”, and “stands riveted in front of the cheval
glass” (83). In the end, pathos alone remains against the brilliance of
Brummell’s life in the past. Before Austin is dismissed by Brummell and
leaves his occupation as a valet for good, Hutchinson makes Brummell
actually admit his Narcissism:

BRUMMELL. That thing you said about Narcissus—

AUSTIN. Yes?

BRUMMELL. That was really very—you know—

AUSTIN. It was?

BRUMMELL. It might be the nearest youll ever come to saying
something worth repeating. (86-87)

As Austin takes his final leave, Brummell resumes his imaginary
conversation, this time with Prince Regent, and “retreats into the ultimate
privacy of madness” (88). When we see narcissism as an aspect of dandyism,
there lies some truth but there is more than self-love or self-admiration to
capture the whole fashion and spirit of dandyism. A mere narcissist would not
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and could not outlive his fame in history.
Brummell as Celebrity

Just recently, the legendary dandy has not only been in but was literally
under spotlight—in theater. Originally, Hutchinson’s Beau Brummell was
first performed at the Theatre Royal Bath in England on 27 February 2001
with Peter Bowles playing the dandy. And, in 2006, as a part of the Brits
Off-Broadway Festival at 59E59 Theaters in New York, Ian Kelly portrayed
the bitter end of a dandy as the half*gone madman on stage.

In the reviews of both productions of the play, Beau Brummell is
appreciated as a modern-day version of a celebrity. In his review of the
performance in Bath, Paul Taylor regards the dandy as “the precursor of all
those moderns who are famous merely for being famous” (1). Anita Gates, in
her review for The New York Times of the recent production, also writes that
“Mr. Hutchinson’s script is sometimes unnecessarily heavy-handed about
parallels between Brummell's fame and current celebrity culture” (1). It
cannot be helped that Brummell is perceived as a celebrity since the idea
results from his own lines in the play, where he says he is received by
everyone as “too much the Monument”: “There is Beau Brummell, they would
say, no visit to England is complete without a sight of the Tower or of him” (10).
In a respect, Brummell is famous for being Brummell, for he was, when in
Regency London, the first guest to the balls every night and was constantly
referred to among the people of the high social life.

Another reviewer of the Off-Broadway production, Brian Scott Lipton,
explains further that Brummell is mirrored as “the Paris Hilton of his day,
someone who was famous simply for being famous” (1) and that “the fleeting
nature” (2) is what the dandy and today’s celebrity share in common. However,
Lipton also acknowledges how Beau Brummell differs from Paris Hilton and
the like-celebrity:

It’s true that the man’s only real talent was his supreme sense of
style—knowing just how long a cuff, how short a sleeve, or how tight a
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cravat should be—yet it catapulted him into the highest ranks of society
and had a lasting effect on men’s fashion. (1)

It is Brummell’s singular taste that left a permanent influence on how men
dress, and, considering the age in which people placed great importance on
rank and class-distinction, Beau Brummell’s remarkable ascendancy into the
fashionable society of Regency England was exceptional in contrast to the
celebrities of the present.

Kelly, who played the part of the Beau, has also recently published the
dandy’s biography Beau Brummell: The Ultimate Dandy (2005) and, in it,
describes the confusion and multitude of definition the word “dandy” entails:

‘Dandy’ can be levied as compliment and insult to all the many
vanities of men. Dandies are Macaronis, sexual adventurers, soldiers,
chinless wonders, or all these things. Brummell's life described these
various qualities also; to some he was Don Juan, to others a fop. He was
briefly a soldier and always a poseur. Brummell himself saw one of the
perennial shifts in the meaning of the word, from the positive to a term of
derision. He was initially happy to be described as a dandy, just as he was
to be called ‘Buck’ at school, and ‘Beau’ as a young man. But the dandy
craze that followed in his wake, in London, then Paris and beyond, grew
in his lifetime to such ridiculous proportions—men so tightly collared
that they could not see their feet—that Brummell sought to distance
himself from the term. His dandyism, moreover, invoked more than

clothes: it was a way of being. (4)

Nobody has yet completely defined dandyism; even after the great ruling by
Brummell, the dandy fashion has undergone so many variations that all the
transient and ephemeral images of a dandy bear truths that are accurate
while contradictory.

A narcissist is one image; the self-love or the undeveloped absorption of
self of a narcissist is brilliantly depicted in Hutchinson’s portrayal of
Brummell. However, as Erik H. Erikson points out, by acquiring “a feeling of

continued communal meaning” (71), narcissism in an individual is later



30

absorbed into more natural self-esteem. A fashionable dandy surely admires
himself excessively; on the contrary, he is also mature and confident of his
masculinity. The delicateness and shakiness of a narcissist in Brummell, as
seen in the play, are more of the result of a dandy image that has evolved over
the length of time. And, the dandy as a celebrity is another true public
perception. Even so, it takes more than such humane aspect of self-love or the
mere reputation of “famous for being famous” for the fashion and the
philosophy of the great dandy to survive and continue to appeal to so many.
More truly, Beau Brummell’s impact lives on since it is he who created the
modern concept of manners and masculinity. The key lies in how Brummell
established the art of distancing as the necessary skill to become the
self-assured and authoritative leader of a society.

Brummell as Leader:
Establishing the Art of Distancing

His excellent and distinct taste in fashion undeniably characterizes
Brummell's dandyism. “By becoming the supreme dictator in matters of
dress,” Stephen Robins writes, “he became more important than royalty” (75).
In reality, Brummell nonetheless came into the world “without fortune and
without rank” (419), as Benjamin Disraeli sums up Brummell's legendary
reputation in his fashionable novel Vivian Grey. He never belonged to any
individual or class, Even today, not everyone can become the leader of a society,
with or without blood and fortune. Frankly, the issue of how Brummell was
able, simply with his sense of fashion alone, to acquire social power and stand
at the top of a society as the leader is still open to question. By revealing the
secret of his dominance and mastery, we can interpret the true spirit of
dandyism.

As seen in Hutchinson’s play, both characteristics of a narcissist and a
celebrity in Brummell's dandyism share the unique quality of how to separate
and distance oneself from the outside world. The closeness or farness in space
between the self and the other is crucial because such distancing can become
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both an advantage and a disadvantage. As the originator of dandyism,
Brummell is an expert in practicing this skillful art of distancing. It is the
perfect stretch of space, separating the self from others, which enables an
individual to display some air of supremacy and excellence. Marjorie Fink
Vargas from the view of proxemics suggests that the leader of a group is
generally placed higher and occupies a bigger and more private space. In
comparison, Brummell, eminent, acclaimed and confined in his stature,
successfully makes his leadership in the elegant fashionable society of the late
18%- and early 19th-century England. During the play, Brummell admits that
it was his mastery of how to wear the stock so high that “propelled” (70) him to
the highest rank, and the genius of the English is to let a man “rise by merit”
(68). Brummell has never been among the crowd but above: he effectively
keeps a good distance from the others.

For Brummell, the art of distancing is at once a natural creation and a
designed one. To consciously mark the space between him and others,
especially those higher in rank, Brummell does often “cut”—the sharpness in
fashion and in wit which defines the spirit of dandyism. In tailoring, the neat
and precise cut of his coat and trousers sets out recognition that Brummell is
not just any other individual among the crowd. Such splendid taste in fashion
comes to the dandy instinctively. On the other hand, “cutting”, as in snubbing
and ignoring others in public, is an affected pose that Brummell deliberately
takes to give off an air of indifference and exclusiveness. Through the sharp
cut in fashion and affectation, Brummell originally employs the art of
distancing to prove that a personage who is aspiring to become a leader
requires a good distance to see and to be seen—the two sides of view that are
significantly important for a dandy. By carefully seeing others in response to
the verbal cutting in public and being seen as a perfect model of fashion,
Brummell establishes himself a masterful and authoritative position in the
society, controlling others from his own natural and intended effect of
dandyism. Therefore, cutting, verbally and non-verbally, not only separates
himself from others but also conveys the air of eminence and excellence which
adds to the dandy an essential quality to become the leader of a society.

More importantly, this effective art of distancing empowers the dandy as




well as any person without fortune and rank, because, as John Harvey
observes, it is “the style, conspicuously unflashy, of an impeccable self-respect,
of a self-respect not tied to rank” (29). Furthermore, Harvey finds in
Brummell’s dandy style of fashion the “honorable” quality, which is necessary
in making a leader in any society of any age:

The dandy style declines the assertion of rank, but is still a style
more of assertion than of conciliation, asserting a character equivalent to
rank, the character of the “gentleman—a term that had many
inflections, but which steadily tended to emancipate itself from the ties
of money and blood. (31)

Along with the cold and level-headedness in making his obsessive need for
perfection the essence of the dandy style, it is his dictatorial ruling of fashion
and mannerism that admits Brummell into the fashionable society. Jerrold
Seigel agrees that “Brummell’s power was in the effect he achieved over others,
but he was never really dependent on them, as a performer may be on his
audience” (100). As the result of his self-reliance, Brummell dominates over
others as he maintains his image as contained, reserved, and aloof; therefore,
no one dares to set foot in the space to approach the great personage. The
independent and more private self is the foundation for Brummell to uphold
himself as a social leader. With the adequate space between himself and the
other, Brummell skillfully practices the art of distancing in effect to create
“the pose of supposedly effortless superiority, elegance or ‘cool [that] was
admired and copied in Brummell's wake, a style and manner that have also
endured” (Kelly 469); ultimately, Brummell’s dandyism continues to set a
standard of the modern fashion and manners for those who aspire to influence

and control as the leader of a society.

Conclusion

Seeing Brummell as a narcissist and a celebrity, dandyism still entails so
many ambivalent and contradictory aspects that defining its genuine spirit is
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still a meaningful challenge. Melville mentions that “with the departure from
England of Brummell, the cult of the dandy began to decline” (153). On the
contrary, the writers of the fashionable society like Edward BulwerLytton
and Benjamin Disraeli, and later Victorian novelists, such as William
Makepeace Thackeray and Charles Dickens, took more interest in the dandy
characters. Brummell's dandyism has not gone out of vogue. His legendary
tales again and again appear in various works of art. The fashion and spirit of
the great dandy continue to fascinate us even today as portrayed in Ron
Hutchinson’s Beau Brummell.
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In studying Amos Bronson Alcott’s views of education, it is important to focus
on the ideas of “self-education” and “selfreliance.” His educational ideas are
characterized by transcendentalism as well as his similarity with Pestalozzi,
whose philosophy of education was considerably affected by Rousseau’s. Bronson,
who had educated himself through peddling and teaching, thought that it was
very significant for children to learn the importance of selfmotivation and
self-education. He adopted into his own educational concept the transcendental
idea that children were created equal, stressing the importance of the
individuality of each pupil. Bronson, who was called “the American Pestalozz,”
thought the goal of education was to develop “the childrens tendency toward
truth.” His transcendental idea of education, of which the overriding purpose was
to let children perceive the “influence of nature and Providence,” would lead to the

reformation of society.
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His innocent and tender nature made all children love him, and gave him a
remarkable power over them; so when the first hard months were past, and
his efforts began to bear fruit, he found that what had seemed an affliction
was a blessing, and that teaching was his special gift. (Spinning-Wheel
Stories, 75)
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Familiar as the voice of the mind is to each, the highest merit we ascribe to
Moses, Plato and Milton is that they set at naught books and traditions, and
spoke not what men, but what they thought. A man should learn to detect
and watch that gleam of light which flashes across his mind from within,
more than the lustre of the firmament of bards and sages. (Essays and
Lectures, 259)
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The task of the teacher is holier than that of the minister because it deals
with souls new-come, unstained, and still “trailing clouds of glory.” (Pedlar’s
Progress, 79)
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Of all employments, that of an instructor opens the most full and spacious
channels of enjoyment. From our fellow beings are we indebted for a greater
proportion of our happiness; and in instruction the very subject of our
attention is a fellow being, the very object of our labour is the means of
obtaining and imparting that happiness. Hence on this subject everything is
favorable to the indulgence of those feelings which carry complacency and joy
and rapture to the heart. (The Journals of Bronson Alcott, 6)
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125%E-7- 18374 12 A 16 BfTOFEDFIZ “The child has an inward, sacred, and
unchangeable nature; which nature is the Temple of Love.” (Transcendentalism in
New England 270) L\ 0335, ZOFHA~DOT 01 A - DIRFIFREI2D O
Bo TV, ZO7 ) —TROZBEIRN NS, FEGIIFREERTREDER %
BRTHB LN HIEZ T, AFOTREEZ FRT 2EEERE T A OEFER
ROl &> TS,

FATIFETIE 19 BRI B Ea— U # = X AOFBROEE 2B RIZT 1 X
COHEBEEE LU bOIR LTS ARV, FEERE TEhREEN) HDVNT
TER] 7ur Ay T 4 AL EEFHT Ty A OBEBAIRT 2 &L
L., T7arzy s dnay M, 2ok 57K, 19 eI, TER) 7
0T RH T 4 RLOEOENRABERICE CHER L. BEEREEOITRO T
LABUTEILARRET - 150k L, BCOBERL LTEHEL TR THY
Yol # = AN AR EED S DICRLARICEE L BEERE T
Bol) ([FTurry - Fauay NOBEELE] 64 LR T, BEa—UF=XAD
YRR T o QU YIED T A Y A TOT a U A DEEEHFRTH LT, Ea
— U B =X b ¢ OEEFRT IOIITRBARTHD, LHERL T D, £z, =
— K (Odell Shepard) 13, 71 ALV E 22— & = X AORED HEBRHERES) T
STEEERO N2 D T —11 o SEIRBC KR AR A B 2 TR e e L7 BT

“Instantly the Connecticut pedlar (sio realized that they were right in so
doing—and at that moment every rag or tag of a merely negative Puritanism
which may still have been clinging to him fell away, forever” (Pedlars

Progress, 53-54)
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X523 x5 FiZ “that the sole and unsupported spirit of a man may come
into an immediate relation with its Maker.” (Pedlar’ Progress, 70) #f6f& L. F&
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With the power of piercing to inner essences which he was to show on many
other occasions, he singled out as the central teaching of the Friends their
doctrine of the ‘inner light, their belief that the individual soul may be so
illuminated by the divine spirit as to speak its word to men. This belief and
doctrine he made his own—or perhaps one might better say that it made him.
It helped him, or forced him, to take his first long step toward
transcendentalism. (Pedlars Progress, 70)
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He talked with them, on the Monday before this last analysis; and having
again adverted to the necessity of pain and punishment, in a general point of
view, and brought them to acknowledge the uses of this hurting of the body,
as he always phrased it, in concentrating attention, &c., he said, that he now
intended to have it administered upon his own hand, instead of theirs; but
that would never do it. But he soon made them understand that he was
serious. They said they preferred being punished themselves. But he was
determined that they should not escape the pain and the shame of
themselves administering the stroke upon him, except by being themselves
blameless. (Record, 145)
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probably had no equal as a popularizer of Orientalism.” (The Ortental Religions,
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The effect was a profound and deep stillness. Boys who had never been
affected before, and to whom bodily punishment was a very small affair, as
far as its pain was concerned, were completely sobered. There was a more
complete silence, and attention, and obedience, than there had ever been.
(Record, 145)
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ELDE LDOFEHRT OB >TNDE LT, B—FF 412X 517, “Thisis the
most complete punishment that a master ever invested, —was the observation of one
of the boys, at home [ . 1" (Record 145) EFELT5,  Z OMEDEEIDFIENT- 1,
HIZGX T HEDORE SN 0%, HEIBETD T ur AL DEL I, SIS
DEANCE > TFEGEBETHOTII e, FEBITHSDBRLAREE, L350
HOREZET EVD T, BORE ORISR S5 8 AT 3, “the diviner nature of
the child; the conscience” (Observations 9) &\ VD SEETRENB L S50, T 243D
DELERIR LD L U TR T, BEROFEIZ X T OF L b A E S OFRICHHE
LTWDRDNIRITE, BUIHED T L2 BN B 2 &R TaTE, FELIZED
ZfEC. BOIZHEY X Hizies,
It is by its wise and happy cultivation that the infant mind finds within, the
sources of self-dependence, and selfcontrol, and by its divine suggestions is
led to the knowledge and worship of its author, and to the divine truths of the
christian revelation. (Observations, 9)
MERTFHECH L Bl & 1L, BIEEROBANOE LD &, HENET 5 E IR
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F7z, FRFZEL E T VR Y, “The influence of circumstances is powerfully
coperative on the young child (On the Nature, 130) &\ \HEEMLESNB L 510, 7
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“The physical layout provided for individual work space, equipped with individual
desks and blackboards, at the same time as it allowed for the possibility of
groupings around the master. A large Gothic window dominated the room, with a
bas-relief of Christ and busts of Socrates, Plato, Shakespeare, Milton, and Sir
Walter Scott gazing down upon the children” (American Education, 87)
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Early Intellectual Education as Deduced from Experience &\ 9 s X O THTH
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development of the child’s nature, by which he progressively experiences himself,
and his relations, and is prepared for self guidance, and selfeducation.” (129) D&
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BROBHRLELTWD,

The great object of Education should be commensurate with the object of life.
It should be a moral one; to teach self-trust; to inspire the youthful man with
an interest in himself; with a curiosity touching his own nature; to acquaint
him with the resources of his mind, and to teach him that there is all his
strength, and to inflame him with a piety towards the Grand Mind in which
he lives. (Complete Works 10, 135)
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things is in thee,/ Thou needest nothing out of thee.” (Journals 2, 397 1 5=
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They [Children] have often embodied the substance, thus elicited, in their
own language, and transferred it into books kept by each for this purpose. By
this means, they are led to form the important habit of self, as well as of
relative, observation; and to keep a journal of their intellectual progress,
collecting and preserving the materials which enter into the formation of
their mental being. Life is wrought up into interesting and improving forms
of discipline. To cultivate the habit of self-introspection, as a maturer mode of
observation, ethical reading has also been employed. (On the Nature, 142)
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DX IR ELOEEREE LRI, L0EUEIE S Z Lo n e T m
VARATE X, FiZ, BRRHEREOFE L LTHIH SN T B
EHpNTVET L HORBAERTRSEE LV oo EEEBORET LRI EN
e

Fo. VI T AOREOFELBEI L TR EN: [R5E LI o5
TiL, FEBIZE o TIHREITE BT LB Th o720 | 7o & ZITRBSOEDR
B L, SRR CHEIIRTE S LEX DTV T — I oW GE LEhivs,
Zr A4, “The child’s inquiries indicate his intellectual condition and wants.
They should be treated with sacred regard, and answered with faithful
accuracy”(On the Nature, 144) &ifi~=5 L L 412, “We can never be sure of the
good or evil imparted, until the child has returned to us the ideas as reflected
through his mind.” (On the Nature, 145) L6325, FEBMREDLH M %%
Z. BHIZL-oTEDL ) BREER 52 OGN TW DRSO HT2DITIT, BERIF
ELDOEBRESERBIRTIED, TORIESHTWAAYORKREALRITH
B RNEEZ TG, FELDLBE ERLEEMZEE L, - HE Tt
HILEMERL, TR RAATRDL D IZEEL TV,

“The original tendency toward truth, as manifested in inquiry, is thus
perverted, by inducing a doubtful and broken experience, in which truth and
error are indiscriminately blended, and the foundations of authority and
faith wantonly destroyed.” (On the Nature, 144)

BEMAEHE & A EBZ TOLRITIE, AN L&D TFEBIUED->TWD
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LR S AED LN T LR, ThABHEICRH 2ROV L 72 Tay
AATEZ T, BRI L5 LV ot MBS EESZEL T, Tur it
FLOOBERN, % ) FERY RH LB 5 HE3IEHE D & LEDTHA,

3. TRV HD_RRZ T o»F

Pb, BEFEREOBANL T u L RCOBEBR R R TERN, T u R 08E#E
ERDE B~ AZ oy F L OB S B 2T 2 0B8RS D, Trr R
AR, NAF T T HEAROEOM AMED L S IZF EH O ) BIZTEET SR
MIONEBER L, TRUVRENRZE oy FORBEZE LTI < S5t
RV B DD, & ZITBH LBEERE Th-o7-7 122 H A(Octavius Brooks
Frothingham, 1822-95)i%, 7R E_RRF 1 v FOEEBOELES TSR L7
Boh, TRy ANINRAF 0y FORBEFOEEZITRY LizoTHAL, 78
AR DRITEERN o TARBDEZH, RAZ 1T o FORB DT LT
72D7E L LTW5 (“The plan, albeit nearly the same with that practiced by
Pestalozzi in Switzerland, was original with Mr. Alcott, the product of his peculiar
philosophical ideas.” [ Transcendentalism in New England, 264]), £7/=3 =/ %—F
b, TRVAVPERRAZ 0y FORBISEEL TRBY ., 2ORELZI-Z & 26l
LT3,

During the second and third decades of the nineteenth century, Pestalozzi’s
teaching was inescapable anywhere in Europe, England, or America.
Bronson Alcott did not escape it even in the Connecticut hills. Before he had
been many months in Cheshire he certainly knew the chief Pestalozzian
principles, which taught that education ought to be: moral and religious;
organic, harmonious, and complete; not mechanical but designed to
penetrate and regulate the entire being; free, natural, and individual; based
upon intuition rather than upon memory and the lower reason; gradual and
progressive and linked, like a chain; social and domestic, and closely related
to life. All this sounds very like Alcott. It actually is Pestalozzi. (Pedlars
Progress, 85)
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YRR Trr R RV —F L OE X DRI % “The Cheshire
Pestalozzian School’& LTWEZ &R0, T4 U T 4+ T w4/L (William Russel) o
Pestalozzi’s Principles and Methods of Education OWREEL FHNTF 1= = &L 7p K h 3T,
TR AP 0y FERIIHRVBU VI EE2ALLCND, & B0,
A= RO TR A AL, TR R UIRRRY 1 F ORI ZIHIL
bOO, FOEEFH LT T, LA IRZ 0y FOEZFRT 2R
ORI H ST MBOEBERBRL DT L EZ T D,

He had not a dependent mind. Always remarkable quick to seize the
essential idea of a man, a book, an institution, he was equally quick in
oconverting it into the substance of his own thought, in making it over into
himself.” (Pedlar’s Progress, 85)

LIedioT, [I7AY DR E 0 yF| LEINFET oL A e Y0 o F O/
BHEZOWTIE, RAZ 0y FERVPBUEE BT b TV a7 L 2 DEEE S
T DFRO—DOThHolo b BXBETHD, T 5V o fROERZREE 2 7-
ET Tu R OHERE SRS 0 v FEROBEN HEET S,

TR, HEERAT L COEEE L IEERD, FELOHICHAEERA~ L@
BRI NEEER U, 270 o FREE~FELEEELD 2 L HRIE LSS
ELTL DL, TR b El, HEANVESEE I ERNEORE CHE LB L
= BNTE—RBEROR ENERBUOALRO IR . FEHORBIEAAE
DoTWDHEEN - FRERBIEHT LWV I LD THY, F0E—HHHDHEDRES
BoZ bigiiie by, SV hE, Trr A0S I EOEE L IS TU—C
B =Falr—vaThn, (bR, ~F 3 —[pedagogylit, b b Eit
[FEDEERTENL TR LV ) E%ROF Y 235 [paidagogss’]) 7525E
TH Y | TSR0 5 O E | 2Bk LT, —FTF 24— 3 > leducation] (.
77 380 [“educare”( to bring out)] AFBET, [FEHLOREAES|XHT] L1105
BWDSHY, FEOLDORHEERABTT 2 LICESR B VT 0L A OBE S L E
72%,) EbIZ, TELIIAENIICES LDTHY, (78 b 000 T & B
~OFERENFHEL TWB] L LT R R, 8% - BEEA SRR L2V R Y
HIIREOHLSNED BN X, Mt

“The tendency toward knowledge and truth exists in the young mind, and if
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it does not manifest its activity, and become vigorous and effective, it is owing
to our neglect, or misguidance.” (On the Nature, 142)

EBNTWDE DI, HERSS, MICX 0 REN: (B 283803, F&bicak
ENOETNELTCVER, b LD ZOBZ #FEL2TE, 20T &b
BB LD THR L TRV RANIELZD, Ld->T, Tar AL HE0E
ETDEE L, AN LIHIRNATO DT, FELDI LD ER L EBIZH
RODLHMBIT5 2 L 2B A0 E LTV Ve,

Wi, "RE 0y FREOEERBERT D ECREREEL STV —D T
EEBLTHIN, TarRy RASI vF A —iE, EOOBANNIHBIZL S,
ZOEEBRITRT, WHEHEZRICL T3, [HER &V ORBENHT S
NIy —DRFE T=I—n] X BHRBE B2V — ADILRIZ, — AT
NEBEN TR CEB R BB 2 T LV D/ TH B FORPERS TR LS
DFEAENG 15 FRETORIIARORELBEZEE, AL LTERESEZ DL
DEHENBEEOHNE SNTW5, TEVRUH 15 BREOT &b 2SI swsmE
ATV, ML L ZOROEE B CEFICSSh LWL DI E B LTS
HHHERO—2& LTHRIMELL 5, VY —id BREIEREIC RSS2
LURIOEEN T EOMB L NFIOWREE, A\t RmnE &8 LRAiL, %
DECIZPVET BN HCBF A HET D L NEEDOHE Th D &N Y —iiE
Az, ZUT, VY —IIZREOHI, S0 BRLEVOEER, EREVOEEE. A
MLV BEETED, ThENOREIEFHAL T D, BROEEFL VI DI, &£F
T EOFMELELTRREB A BRI B2 0NCRE, ABIDEE L1, BRO%K
L THPNER, BB ONBHRRE DAV EELE - L ThH D,
ZLT, FRIZEDEE L VI DIE, bhbh ABZ T 555 LIRER A5
BIETHHELTNS,

ZONY —DFERIL L DEE L IFAE—ITT T, T R ATERICEE
BT RETORBRLER L. —MFERAHZ O bR A PR 2 &R
T2, RO RREF EX T W) RERERAL OV, 8%
i HEEEXDBEICEL, TPFELBAFEAEETRUADH DR, AV, &, 1
RELVD TR RRICERT D 2 L bihdT-, FLTERICFEHICHESE
e, A RE S, £H5T5 2L THIELE W )RR L) BT AB X
DTHB, FORRFZONT, E—RF 4 bIROL 3 IZEEOFZE LTS,
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When the children come to draw these lakes and rivers, of which they have
seen pictures, or with which they associate scenes of human life from the
journals of travelers and naturalists, they will find it much more easy to
remember their names, than if they had no other idea than a mere black line
may convey. It is not impossible, also, for the instructer (sic) to assist the
young imagination to take birds-eye views of the rivers and lakes of a
continent, by suggesting to them to look down as from a balloon upon the
earth, and see how these rivers flow from the mountains, mingle together,
and find the sea.” (Record, 123)

SOERCHEORETH, TRy AATEIINK, FELOEFIZES LI-ELETY
FLiFpZ LneEER AT, FOI 1L, 7 v A 0*Education is a process
instituted in human experience by the ceaselessly operating influence of nature
and Providence.” (On the Nature, 149) WO SEICLLSFENTEY, Ta L 238
FELEHET D L THEEBRORIIS 2V ONIER L T by b,

* * *

1820 SEDOFDE 1830 FERUZHNF T, RA b ERHRLE Lrma— A L TF
R, Ba—Y ¥ =X A0 E RGBT o ER S h, #h

RODHDE LT, _RY 7o FEROBMERFRCEA S LV EES R &4,
1 77 (John Locke, 1632-1704), /LY —, _RRF 0y FRED I —1 v OEE IR
EBEL LIgh G, B85OI TR SNz, BRI, SR e
12 & D 3REL & BRI A A R & T DB — RO BERR, RO WNCE=F YT
I VAT AT DAEED LR OIS E TR LSRR, IENBIMERICL &5
 BET—EREOBRERHIL, +&H~DIRZE LA T ERT TR b OEIMERA
LN, HEWTHEREN R bOEENR L D)I~E, BEDFEH 180 Enfid
DRAATHT, (7 A D AREE BRG], 240-41)

YO HFa—ty IR, 25 LI LOEEEHEE LRG0 AN
TYHFRR - B RT 4 DR LA o7-RL—R + = (Horace Mann, 1796-1859)
THDHN, O OEFEEIRFIRN I HEIZE O, FoRtIb g, filziT

[REETEBPERTE 72 ) PHERICE, B LRI THY . B bIT?
NEFATRETHY, ZAPBBEVEMICEIOL HITT_ETHS, LaL, bL




50

SR LA RERICT Do DIBOFIR RO B R 5IF, Flbit, FORE
& LTHBIORIA LR D RETHDB] LI D Tholz, T7 AU HAEEEM
FERRDSERIGE], 253) 7235, T 9 LInRSHIR S SEIROS 2 — 58N TRl R
NHERTW NG, ARL—XR » 722V (Horace Bushnell, 1802-76) T
B,

T aXUIHE O TRE] Rt YR TOR 2 H EBE LIIXFI L, ZoH
CHEEOHET TAREIIMRBENICETH S LB S BHDOATL | (“many who
assume the radical goodness of human nature” (quoted in The American Adam,
70) OEZ TH-oT, ZORPETa 200 AN IKE 2 bRAEEELA
DH, TYaFMITnE, Ca—YF =X L LITERMD “vegetable process”
(quoted in The American Adam, 70) \Z{El7=MF572 b D& Rz Uiz, The Christian
Nurture T, “Although [a child] was born as clear of natural prejudice or damage
as Adam before his sin, spiritual education [. . .J] would still involve an experiment
of evil, therefore a fall and a bondage under the laws of evil” (quoted in 7The
American Adam, 70) Li<TWAZ LML EINB LS, ToafuUt, &%
FHBRELTLRIOT X LD LD IAERDRARSESZEZ RN TEThZE LT,
R BE TR, BOBRIOL Lok 2 L BRAE) ThDH LE
APz, ToagxMleoT, MNEEE TBE OBV EBE L B0 & 2155 (involves
a struggle with evil, a fall and a rescue” [quoted in 7he American Adam, 70]) ®
THY, BBLIE TBOERLBOMEL VD ... _EOES] (a double
experience . . . the bitterness of evil and the worth of good” [quoted in 7%e
American Adam, 70]) %5 bDTho'z,

T 5 UT-BN g 8o ST, 19 R0 T 2 U 4 OB BAENRER L 7= 5
I3 AR TT R AR BRLUTHER L LD ET_TER S,

OFLHREAL LTHESNDE ARITHS,

QOFLbiE. BELVWHFRICELRELL S L5 2N TS,

QEENE, FLBDIDL D 2HCRBEIT TRIUTIV, F L btk

FEEEITIUL IO TH- T, BHRFEREET 2 _ETh 3,
D 3 OTh-lz, 18NS 19 HARDT A U MZBTFT BT eT A F T 4 XADEE
SE, ok S iEAEEL - BEEREOBERTHD, 5 LRI, Z0kd
RRERRDOE R b7 b U BE AR - 3R LT, EPRBTIREA, TS
RYAY s =y NCHD, EVHEZIUL, 7oA AZBWT 19 HHZD 7 2
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UAZBITHF ) 2 NEOBATEL. BHEE, KREDEEFEROAE TR D
BB E L > THNDOTH S [BRIEZAHEERE 1 7AY K], 187-88),

T

T AANIKFEEEZI T LAV, BEO R, BB ENC
AT &1, EFERFEE (ESEHD) 2 TNIEEERL CWadols, %
LD b, HEDOBEICERE > TRV B FETH AT L L OREDE
BEMREFEL TV, FUL. AOhORFFIfTTTLESTRALY b, T8
EDORBNAH53DFELDFN T A OEETHBICSIbLWEEZ -
bThD, TuVAVDEZLEDERZZTTFEGIE. AEEE COBEER
DR TEEL R 128G L, HOATELEE T 2REICEETEZ0THS,

BREVOBETELVEEZBL TEE~LEPN W FELORF2 7o
A ZBEOEE R OVTEFR “On the Nature and Means of Early
Intellectual Education as Deduced From Experience ” D TRD L HIZ52 L TV 3,

If his observation is disciplined, and his mind interested in analogy; if he has
true faith in the teaching of nature and experience; if his whole mind is
placed under the willing guidance of these agencies, he is already in the path
which conducts to truth; he has found the key which unlocks its gates. He is
able to appreciate truth which exists for him everywhere! it is not confined to
the book, nor dispensed solely from the teachings of the school-room. Nature
is to him a vast school-room; and he delights to take his primal lessons from
the pointing finger of Providence. {On the Nature, 141)

IOEEESITIRET A . ARIREREZ BB LidHkin e T2t
EZ, ROLHIFEDL K 2 TB,

The errors of previous ages of external observation are all accumulated in
man’s discordant and broken experience, without order, sequence, unity, or
analogous data; obscuring truth, by the clouds and darkness thus gathered
over it. But this era will pass away. Light will break forth from the supposed
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desert of the infant mind. The star of observation will guide the wise men to
the infant cradle, to study the young child, who is born a teacher to humanity.
(On the Nature, 163)

FEBPEEINRBLIHZ TS “the tendency toward knowledge and truth”%
BTTZ BT R RCDEEDHIET L ZATH Y, FOHEIT the ceaselessly
operating influence of nature and Providence” Th$H3, DXV, TR A DE
SEBEOTHRRZHDDIIEREZOHREAIV BN L TWBHTHD, FOM~ED
BT R DEENBIETRROEN TS L ELL D, FOERTARILE
SICEREDT TACER 237, EEATRTS, BSEL TV BATEEL.
ZOACITADZ &, 2FY THEEHE &1, VAT “the path which
conducts to truth” {ZEFETHZ L THY, TOBETARMIL “the key which
unlocks its [truths] gates” #FIIAND Z LB TE S, TRV AU E - THRITE
REBETHDID, TOHETHEREIND & NI LESER L 2 @05 &
LB, DEY, Tu AL DEXDZBEORMEE TN L ThHB,
TRYAVIASOBEEERHMEL T, REMICERRTIZLBEFTHY. 0

TEDEEUEE L LTRERESN—ETHY, SOITIERER LS5 2 5hT
IRDPSTFRDOOEDE bR TND, TR UAITa VAL bR x 7
O A DEIICROEEER L, T RS BARI AR LHA L L bz, o
a—RNBL L E, Ltk TR ATEBEEROES|IFEDO—AE LT R
T TR HICT A L ol DT 0 A D “the key which unlocks
its gates” &+ A AIRFKIE Nature T “The golden key / Which apes the palace
of eternity” »FIRFTZI & LD, TvARLDROILETT 1 R OEMELER
THXELBEZL D,

Once inhale the upper air, being admitted to behold the absolute natures of

Jjustice and truth, and we learn that man has access to the entire mind of the

Creator, is himself the creator in the finite. This view, which admonishes me

where the sources of wisdom and power lie, and points to virtue as to

“The golden key

Which opes the palace of eternity,”

carries upon its face the highest certificate of truth, because it animates me to

create my own world through the purification of my soul.  (Zssays and Lectures,
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41-42)

BEET 0 ATRONA PR ETHICEm SN T BE O ISR &
WIOHIBELS . R, REBEIFIDI- LV I BRI Ty, UL, BifE=ay
a— KNiZ$H D Aleott School! &\ 5 F#4KR° Outrageous Questions: Legacy of
Bronson Alcott and America’s One-Room Schools )+ E RO K% 7
0 AL DHEREASBRIEERGT TODZ EDFHLE LTEFEZ &8 TES
7255, #El (RN HOOEENEFEZ 7RIS, TELOBERIL, T8
FODEEEITR ) & LT 243, FELOEAL LTOES & H3tEL {58
L. BHORERE BREATOZHOEEA B LBER L U TES G TR 3
BREESD, BN March &\ D/NHR EREDE 59T L 2B TITR
WEA DBy,

bz
* ARIL, SRR 24 ES (2008 E3 A 16 B FNE b~ AR (BT 5 NEER
ROFFINELIZLOTHD,
1 Aloott School (-2~ (hitpwwwioolonialnet/schoolwebyaloottwebvoverviewphp) (27701 2 A L
2B A BB I TV 5, “While most assume that Alcott was named for Louisa
May Alcott, the truth is that it was named for her father, Bronson, who served as the
Superintendent of Concord schools in the nineteenth century. Bronson was a writer and
philosopher of some renown, whose ideas on education and child-rearing have led to his

being viewed by some as the father of American child psychology.”
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