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'SHE HAD HER ROLE TO PLAY": THE PERFORMANCE OF
SERVANTHOOD IN EAST LYNNE AND OTHER SENSATION NOVELS

Elizabeth Steere
(University of Georgia)

Abstract

In its original novel form and subsequent theatriwarsions, Ellen Wood'&€ast Lynne
(1861) tells the story of Lady Isabel, who infitea her former home disguised as a servant.
This essay explores Isabel in the context of o#wting heroines of sensation novels by
Mary Elizabeth Braddon and Wilkie Collins. Thesdr@sses give performances as servants
as an unexpected means to gain access to the dorapate and to achieve personal
independence. While the servant who acts and dredse/e her station has been recognized
as a stock character of sensation fiction, the-@ehservant merits equal attention. The
servant and the actress share an ambiguity of eladsthe stigma of sexuality that make
them a natural fit for sensation fiction's tropdsillicit behaviour, secret identities, and
forbidden romance.The actress-servant is ableddas attention to costume, her emotional
control, and her performance of helplessness teae$uspicion from her true motives.
While the other actresses largely use their semades for mercenary purposes, Isabel poses
as a governess to reclaim her titles of 'mothead’ ‘aife’, literalising the subservience she
previously performed as a 'lady.’

A stock character of Victorian sensation fictionthe "adventuress”, a woman who
attempts to "marry up" in order to achieve high&atus, wealth, and power.
Examples of what Sally Mitchell dubs 'Becky Shaghddren' might include Lucy
Graham of Mary Elizabeth Braddonlsady Audley's Secre{1862), Magdalen
Vanstone of Wilkie CollinsNo Name(1862), and Lydia Gwilt of CollindArmadale
(1866)! These adventuresses share the same initial strédeget their plans for
marriage in motion: like Becky Sharp, they act amdstic employees. Unlike Becky
Sharp, however, they enter servanthood as perfsriaking on a role, forging their
references, altering their identities, and adoptpgpropriate costumes to create a
convincing performance. Although sensation fictios stuffed with servant
characters, the aforementioned 'actresses' remmitnod from true domestic
employees; for example, Magdalen Vanstone, whospthg role of a maid and a
governess, pities her sister Norah, who must becartreal" governess. Although
an adventuress who is attempting to advance healssiatus might be expected to
play a role above, rather than below, her stat@nyants are allowed a freedom of
mobility that women of higher classes are denied.

In Ellen Wood'sEast Lynng(1861), Lady Isabel Vane performs the role of a
governess in order to achieve a kind of persoreddom denied her as a lady and

1 Sally Mitchell, The Fallen Angel: Chastity, Class and Women's Repti835-188@Bowling
Green, Ohio: Bowling Green University Press, 1981)/6.
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wife. After Lady Isabel leaves her husband anddcéit to have an affair with the
wicked Sir Frances Levison, she is disfigured aedrly killed in a train accident.
Her husband, Archibald Carlyle, has divorced Isagetl when he believes her to be
dead he remarries the middle-class Barbara Hamader to live in her family estate
and to be close to Carlyle and her children onceemisabel transforms herself by
acting as the governess '‘Madame Vine'. Despiteltdss difference between Isabel
Vane and the other aforementioned adventuressesergfation fiction, all of the
women are 'actresses' who perform the part of aedbmmservant as an unexpected
means to achieve independence, whether financeiotional.

The ‘lady-qua-servant' character type | exploree heffers a foil to the
‘'upwardly-mobile "imposters™ that Deborah Wynnentifies as stock characters in
Victorian sensation fictioA. Contemporary publications expressed ridicule for t
practice thaPunchdubbed 'Servantgalism': servants who attemptdesdor act like
their masters. While the middle and upper classag be quick to condemn the
behavior of the class-climbing servant, the opgositenomenon, adopting a costume
to 'lower' oneself into servanthood, does not rat fappear to pose the same threat.
The pretentious servant, representedast Lynndy the hired ‘companion’ Afy, is an
object of scorn and distrust, but by mimicking tlenb down, rather than up, the
social ladder, Isabel Vane, the lady-qua-servasfledts suspicion and attention. As
Eve Lynch explains, the 'surface dirt' of the setviarovides a costume or method for
suppressing true recognitionfaking on the appearance of a servant can efface a
heroine's identity, and the invisibility expectedservants within a household offers
further anonymity for criminal or illicit acts. TeBuNo Namé& Magdalen Vanstone
chooses to pose as a maidservant when she wishesatoh a house for secret
documents, and Margaret Wentworth of Braddomienry Dunbar (1864)
Impersonates a maid when she wishes to misleadi@e pfficer on the trail of her
criminal father. Eve Lynch explores how adoptirnge ‘tmasquerade of servitude' can
prevent 'exposure for females escaping the domegat but in the case d&ast
Lynne the performance of servanthood allows an uppesscivoman access to the
domestic sphere that she was previously dehied.

For a lady whose dress and actions may fall undeicpilarly intense scrutiny,
the possibility of inconspicuousness may be pddrtyienticing. When Isabel Vane
Is seen as Lady Vane, she is monitored by a haukeff gossiping servants who
appear to understand her household and her redatmnbetter than she does. Later,
when she plays the role of 'Madame Vine' the ga&snlisabel is paradoxically
allowed more mobility within her home and is lesbject to surveillance than she

2 Deborah WynneThe Sensation Novel and the Victorian Family Maga@lew York: Palgrave,
2001), p. 50.

3 Eve M. Lynch, 'The Masquerade of Servitude irt&fian Literature'Pacific Coast Philology
31.1 (1996), 88-106 (p. 88).

4 Lynch, p. 88.
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was as a lady. Most importantly, her ability to act, to perform servant role
convincingly, enables her to interact more freelthviher family. It is only through
her performance as a governess that Lady Isabélésto become Carlyle's ‘wife' and
her children's 'mother' in defiance of the socigbextations for how she should
perform those roles.

The servant and the actress occupied similarlgterthinate positions in the
social and class hierarchy of mid-Victorian Englahdhis article on the Victorian
maidservant, Louis James describes how the soocsitign of servant women was
itself quite malleable: 'One could enter servicenfr a number of different
backgrounds; if one left, one was relatively molsteially to go into a variety of
occupations. The servant was subject to her emplggt she was also identified
with the household in which she workédltacy Davis' bookActresses as Working
Womeroffers a strikingly similar description of a difémt profession for women:

Victorian performers were [...] recruited from allaskes of society. While
performers repeatedly demonstrated that classnarigould be defied by hard
work, talent, or strategic marital alliances towecsome a place in the most
select company, others lived with and like the miogpoverished classes.
Unlike other occupational groups, performers' inesnspanned the highest
upper middle-class salary and the lowest workimgsiwage, and were earned
in work places that ranged in status from pategaftites to penny saloohs.

The Victorian maidservant and actress thus had nmucbmmon: they were recruited
from across the class spectrum, they existed offritigees of ‘good' society, and they
fell within a diverse hierarchy of rank and earnipgwer. Servants were also
characterised as deceptive, resourceful, and fdndress, all traits that suggest
performanceOur Plague Spo{1859), an anonymous collection of essays on the
condition of England, contains a vignette that isffa very unflattering depiction of
the servant as an actress:

This lady fancied she had a respectabie] always nicely dressesrvant, as
attendant upon her Baby [...] [O]ne day on going tigto some distant part of
the Town, she beheld in a beggarwoman's anespwn child dressed in filthy

5 Although she is recognized as a gentlewomanricédyeacity as governess and is of a higher rank
than other, more menial domestic employees, | tefésabel's role as that of a 'servant' because it
how she perceives herself. She bemoans that shdineuim her own former home 'as a
subordinate, a servant—it may be said—where sheheel reigned, the idolized lady' (399).

6 Louis James, 'The Trouble with Betsy: Periodieald the Common Reader in Mid-Nineteenth-
Century EnglandThe Victorian Periodical Press: Samplings and Sangs ed. by Joanne

Shattock and Michael Wolff (Leicester: Leicesterndnsity Press, 1982), 349-66 (p. 353).

7 Tracy C. DavisActresses as Working Women: Their Social Identitigtorian Culture(London

and New York: Routledge, 1991), p. 3.
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rags, and in its pretended mother—equally revoltinglyiratt—her tidy
respectable nursery mafd!

While this scenario is intended to strike fearhe hearts of middle-class mothers, it
also reveals the freedom servant women were p&adew possess. Both the servant
and the actress are mobile and can explore alieenmes and selves, while the
middle-class mother's role is more limited.

Unmarried middle-class women had so few jobs abkal#o them that many
viewed their choice of employment as limited to draog either an actress or
domestic employee. In her essay 'The Woman | Rermenary Elizabeth Braddon
recalls how her younger self struggled with thisisien:

Of all those gates which are now open to feminméoss there were but two
open to her. She could go out into the world as\gemess, like Jane Eyre, in
an age when to be a governess in a vulgar famis/wase than the treadmill;
or she could go upon the stage, a proceeding wduoiiulsed her family, to the
most distant cousin, a thing to be spoken of wéted breath, as the lapse of a
lost soul, the fall from Porchester Terrace tolihttomless pit.

The perceived "fall' from virtue that Braddon delses here could be equally
applicable to women in either profession, sincehbibie actress and the female
servant shared a certain social stigma of beinfieffavomen". As Mary Poovey
suggests, any type of paid work for women couldtéheomparisons to prostitution,
but the servant and the actress seem particulastyepto such accusatiotfsin fact,
one of the most popular names assigned to servidsy Anne', was a slang term
for a prostitute! In his note inLondon Labour and the Poql861), Bracebridge
Hemyng declares that 'there can be no doubt tleaitie of morality among servant-
maids in the metropolis is low' and suggests thatrge percentage may be working
prostitutes’> Our Plague Spotoffers a purportedly true sensational story of a
nursemaid in Edinburgh who would leave her changiaé care of a friend while she

8 Anon.,Our Plague Spot: In Connection With Our Polity ddgsiages as Regards Our Women,
Our Soldiery, and the Indian Empifeondon: Thomas Cautley Newby, 1859), p. 378. Emsghia
original text.

9 Mary Elizabeth Braddon, 'The Woman | Rememfédre Press AlburfLondon: John Murray,
1909) pp. 3-6 (p. 5).

10 Mary PooveyUneven Developments: The Ideological Work of Gemdbfid-Victorian
England(Chicago: University of Chicago Press, 1988), pib-6.

11 Davidoff, Leonore and othefBhe Family Story: Blood, Contract and Intimacy 18360
(London and New York: Longman, 1999), p. 172.

12 Bracebridge Hemyng, 'Prostitution in Londonl.amdon Labour and the London PodY, ed.
by Henry Mayhew (New York: Dover, 1968) 210-72 2p7).
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went to her second job in a brothel.

Sensation fiction and the Victorian theatre weresely connected from the
genre's beginnings. Both Wilkie Collins and Maryizebeth Braddon, a former
actress, were playwrights as well as novelists, thedhovels they wrote were often
adapted by others for the theaffbe London Reviedescribes the novels themselves
as mere vehicles for their inevitable stage admptsit '\We can hardly take uplanes
without perceiving the skeleton of a sensation howy waiting to be appropriated
by Mrs. Wood or Miss Braddon, and put on the staigked out with the necessary
amount of tawdry morality and high-flown sentim&ftA review in The Christian
Remembrancesimilarly derides Braddon's novels as overly theait

The world is essentially stageto Miss Braddon, and all the men and women,
the wives, the lovers, the villains, the sea-castaihe victims, the tragically
jealous, the haters, the avengers, merely play®¥e. could extract pages, fit,
as they stand, for the different actors in a melod, vehemently and
outrageously unnatural.

The novelEast Lynneoften intentionally uses the language of thedtyejnstance,
when Carlyle is first introduced in the serial wers the text advises the reader to
'[llook at the visitor well [...] for he will play Hs part in this history® Many of the
East Lynn& characters are 'actors': not only does Ladyelsshne play her part,
costumed as a French governess, but the accuded Rithard Hare dons false
whiskers to elude capture, Frances Levison masdasras Captain Thorn, and the
servant Afy Hallijohn dresses like a gentlewomarthdugh Wood's novel was
popular with readers, the story dfast Lynneachieved even greater public
recognition through its numerous theatrical proauns by T. A. Palmer, John
Oxenford, Lilla Wilde, Clifton Tayleure, and Hanalt Hume, among others. The
popularity of the play made the phrase 'Next weé&last Lynn& become a clichéd
promise among theatre companies vying to pleasedtdience.

Many of the plays stayed fairly true to Wood'sgoral story and borrowed
some of the novel's most memorable and melodrannagis for their scripts. Most of
their pathos derives from Lady Isabel agonizingrate alienation of her husband's
affection and the psychological torture she endaneg she returns to East Lynne but
cannot reveal her true identity. However, Hamiltdome took a very different
approach for his theatrical adaptatidime Tangled Path, A Tale of East Lyn@aly
fifty copies of Hume's play were printed, which Heistates are 'solely intended for

13 Our Plague Spotp. 379.

14 'Aurora Floyd'The London Reviewt4 February 1863, p. 175.

15 'Our Female Sensation Novelis@hristian Remembranceduly 1864, p. 236.
16 Ellen Wood, 'East Lynnérhe New Monthly Magazindanuary 1860, p. 29.
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the amusement of private friendfsHis version essentially de-sensationalizes Wood's
sensation novel by omitting the bigamy, illegitipgaand divorce. Hume explains in
an introduction that he 'found it perfectly impdusj in the limited space to which |
was restricted, to carry out the idea of the awb®rand let [Isabel] return to East
Lynne in the capacity of governess' so he omit$ plaat altogether and relegates
Isabel's character to a fairly minor rétedume de-emphasizes two character types
that are often prominently featured in the sensamenre: strong women and
influential servants. In fact, th®aturday Revievsaw Wood's depiction of female
servants as one of the strongest aspects of hemgvri

[Mrs. Wood] has one knack which is a great help twovelist of family life—
she can draw servants. There are two half-sidtetk,in service, who make a
great figure in the book. One of the old respdetdmily servants, and the
other the flighty, fashionable lady's-maid of thregent day. The latter is drawn
with a relish and a liveliness that show the awdhsrto have studied lady's-
maids almost as much as she has studied attotheys.

Hume's choice to eliminate or downplay the servalds differs radically from the
approaches of the more successful playwright P@mer, who cast his own wife in
the crucial role of the servant Joyce, and Cliff@ayleure, whose version highlights
Lady Isabel's tragic act as a servant in her owneéhand thus made the career of the
stage actress Lucille Western.

Andrew Maunder's article "'l will not live in powgrand neglect": East Lynne
on the East End Stage' describes W. Archer's 18é4tation for the Effingham
Theatre titledVarriage Bells; or, the Cottage on the Cliffhich differed from most
West End versions of the story in its increasedusoon the working clas¥.
Maunder's article points to the play's focus onkivay-class issues as a reflection of
the class demographics of East End audiences, uatitef suggests that the altered
focus of the Effingham production 'builds upon ebens latent in the novel [and] the
bourgeois ethos of self-help that the text espotis@he East End version of the play
taps into a theme of undervalued working-class powhich recurs irEast Lynne
and other sensation novels. In Wood's novel, mesnbéithe working classes are
primarily represented by servants: Joyce, the fidittady's maid, Wilson, the
outspoken nurse, and Afy, the class-climbing ‘campa’ Lady Isabel eventually

17 Hamilton Hume The Tangled Path', A Tale of East Lynne, a draedtversion of Mrs. Henry
Wood's celebrated nov@Talcutta: Savielle and Cranenburgh, 1863), p. v.

18 Ibid., p. vi.

19 'ReviewsEast Lynng Saturday Reviewi5 Feb 1862, p. 187.

20 Andrew Maunder, "™l will not live in poverty ameglect’: East Lynne on the East End Stage’,
Victorian Sensations: Essays on a Scandalous Gedreby Kimberly Harrison and Richard
Fantina (Columbus: Ohio University Press, 2006)-183 (p. 178).

21 Ibid., p. 181.
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joins their ranks, posing as a servant herselnimact that has often been described as
penance, but that | see more as part of the 'boisrg¢hos of self-help’ that Maunder
identifies?

Samuel Smiles' groundbreaking bd®&lf-Help(1859) contains biographies of
men who accomplish impressive feats through inte@mnd perseverance. Its profiles
of great men are remarkably similar in tone andtewnto the instructive and
inspirational tales included iThe Servants' Magazine or, Female Domestics'
Instructor from the same time period. This periodical, whigdis intended to reach a
literate servant audience, offers accounts of sesvevho are recognized by their
employers and even promoted within the domestiksatue to their honesty and
spirit of industriousnessSelf-Helppromotes the idea that men from all classes can
become great men:

Riches and ease, it is perfectly clear, are noessry for man's highest
culture, else had not the world been so largelglmed in all times to those
who have sprung from the humbler ranks. An easylaxgious existence does
not train men to effort or encounter with diffiggltnor does it awaken that
consciousness of power which is so necessary frgetic and effective action
in life. Indeed, so far from poverty being a mistore, it may, by vigorous self-
help, be converted even into a blessing; rousingaa to that struggle with the
world in which, though some may purchase ease lgyad@ation, the right-

minded and true-hearted find strength, confideand, triumph??

Indeed, although there is a section on 'Industry te Peerage’, the bulk of the
biographical stories are about ‘common' men of markable class or rank who are
depicted as admirable role models.

Smiles' description of 'illustrious Commoners edisrom humble to elevated
positions by the power of application and industgems most applicable East
Lynneto the character Archibald Carlyle, a middle-clasgyer who marries an earl's
daughter, buys her family estate, and eventualbtasted to Parliame#fit.The earl's
daughter in question is Isabel Vane, who followopposite trajectory: she marries a
man of lower rank, loses her reputation and idgngéihd must ultimately live in her
former family home as a paid domestic. However, goals of rank, legislative
power, and national renown that Smiles sees asarsad success for men do not
apply in the same way for women. Isabel's reclammatif her life in the guise of a
governess suggests that she uses her ingenuityingludtriousness to achieve
recognition on her own terms as a woman and matii&er than a statesman or

22 Ibid., p. 181.

23 Samuel Smileself-Help, with lllustrations of Character and Camatl(London: John Murray,
1859), p. 16.

24 Ibid., p. 132.
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business leader. Isabel uses a corrupt versidmegbrinciples of 'self-help’ to fuel her
new life as an actress, 'perform[ing] respectabidis Rebecca Stern describes it, and
‘counterfeiting the self®. She actively takes control of her own life anddmes an
autonomous woman, breaking out of the successiles rof obedient daughter,
passive wife, and submissive lover that she hasttiere been expected to play. By
playing the role of a servant, Isabel literalizes previous performances of female
subservience and uses it as an unexpected souaitato power over herself, her
relationships, and her choice of role within hemdwome, which is now inhabited by
the middle-class lawyer Carlyle and his second Bdebara.

Deborah Wynne describes a ‘covert power' that fldeleclass wields over the
upper class in the nov&.The balance of economic power is shifting in favofi
members of the rising middle classes, like Barltéaee and Archibald Carlyle, while
Isabel and her father the earl are representedtdated relics. As Lady Vane, Isabel
was a symbol of conquest; as Wynne points out,isla@propriated by the middle-
class Carlyle almost as part of a package witththese and grounds of East Lyrthe.
In fact, Wynne sees Carlyle's 'bowing habit' as para middle-class strategy to
achieve power through unexpected means:

For Wood's quiet revolution to take place it isessary that her middle-class
heroes and heroines remain outwardly deferentahrtds the class they mean
to usurp. We learn that Carlyle 'received the tngjrof a gentleman' at both
Rugby and Oxford, and is well-equipped to meetujnger classes on their own
territory?®

The middle classes, then, originated the stratédfieoperformance of subservience
that Lady Isabel herself will adopt to regain powethin the home that has exiled
her.

Lady Isabel's experience of feeling suppressedppressed by middle-class
women like her oppressive sister-in-law Miss CoonyCarlyle's second wife Barbara
Hare provides one of her first experiences as @ress.’ Ann Cvetkovitch sees ‘'the
strategy of submission’ that Isabel must play adyléas wife as the same one 'that
will later be played out in more exaggerated tewhsn she returns to East Lynfe.'
Before her downfall, Isabel meets social expeatatioy performing submission and
subservience, and keeping her emotions under ¢antarder to convincingly play

25 Rebecca Sterklome Economics: Domestic Fraud in Victorian Engld@dlumbus: Ohio State
University Press, 2008), p. 65.

26 Wynne p. 73.

27 Ibid., p. 68.

28 Ibid., p. 68.

29 Ann CvetkovitchMixed Feelings: Feminism, Mass Culture, and Vi@orSensationalism
(New Brunswick, New Jersey: Rutgers University Brd992) p. 101.

Viictorian Network Volume 3, Number 2 (Winter 2011)



Elizabeth Steere 60

the part of "'The Angel in the House.' When Isaldeyial maid, Joyce, learns that her
mistress has left her husband for another manaffinens Isabel's longstanding status
as both 'angel' and 'servant' that she held irc@eacity as wife and mistress of the
house. Joyce tells Miss Corny,

"l say she has been driven to it. She has not b#ewed to indulge a will of
her own, poor thing, since she came to East Lymmégr own house she has
been less free than any one of her servants. Yoee tarbed her, ma'am, and
snapped at her, and made her feel that she was dlave to your caprices and
temper. All these years she has been crossed amngh@uo; everything, in short,
but beaten—ma'am, you know she has!-—and she has li@ll in silence, like
a patient angel, never, as | believe, complaininghaster.” (p. 279)

Tricia Lootens suggests that since a nineteenttugewoman cannot become
a literal angel, she becomes an 'Acting Angel'eiadf® The 'Acting Angel' is
described as a woman who ‘commit[s] herself tofa &f strenuous spiritual
asceticism, [so] she could seek booth to impergoaatl to act as a stand-in for the
Victorian female ideaPf* Isabel resigns hersetb'take up her crosdaily, and bear it'
as she willingly adopts a life of self-denial, lngr aspiration is to servanthood rather
than sainthood (p. 398, italics original). Thisast Lynnecan be viewed as 'an
extended parable of the problems of the gentlewormnawictorian England®
Paradoxically, an ideal gentlewoman, wife, and ragtmust also be an actress. As
suggested iVanity Fair, 'your domestic models, and paragons of femalee/ilare
'hypocrites' who are praised for their 'pretty ¢tesry' of performanc&. Succinctly
put, '[a] good housewife is of necessity a humBug'.

The 'actresses' of sensation novels sucltas Lynnereveal the Victorian
ideals of class and femininity as constructs thhotgeir ‘performances' whether they
are featured on the literal or domestic stage. émece Talairach-Vielmas further
describes how 'sensation novels, by featuring s&tieor female characters playing
parts, heighten the paradoxical construction of aoinood, so perfectly illustrated
by the actress herself, simultaneously embodyingrime beauty and female fashion
while transgressing woman's sphere by steppingwiat the working/public stag®'.

30 Tricia Lootensl.ost Saints: Silence, Gender, and Victorian Litgr&anonization
(Charlottesville: University Press of Virginia, ®9p. 57.

31 Ibid., p. 57.

32 Jeanne B. Elliott, 'A Lady to the End: The Cafsksabel Vane'Victorian Studied9.3 (March
1976): 329-344 (p. 331).

33 William Makepeace Thackerayanity Fair: A Novel without a Her(New York: Harper, 1848),
p. 83.

34 Ibid., p. 84.

35 Laurence Talairach-Vielmasloulding the Female Body in Victorian Fairy TalasdaSensation
Novels(Burlington, VT: Ashgate, 2007) p. 135.
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Even an upwardly-mobile middle-class wife such asbBra Hare feels pressure to
play a role, although it may be less overt. Barbsirso concerned with maintaining
an appearance of wealth and status and appearibg ® model of middle-class
womanhood that she is overly concerned with expendress, remains wary of her
servants, and believes she must keep her childrendéstance. Both Barbara and
Isabel feel that they must maintain composure amdrol their display of feeling in
order to play their parts convincingly.

As might be expected of a domestic melodrafast Lynn&s heroine does
indulge in emotional outbursts, but they are moiteroexpressed internally than
externally; part of Isabel's acting skill is seanhier ability to repress emotion. The
moment that Isabel chooses to return to East Lyasa governess, she decides that
'her own feelings, let them be wrung as they wosldhuld not prove the obstacle'.
Dan Bivona suggests that ‘[e]motional control' likabel's ‘can only be achieved in
the moment in which the actor directs herself agest the moment in which she acts
out her emotions while critically regarding therorfr a spectator's distanéelsabel
does this when her son William is dying, as sheamoplates 'the dreadful misery of
the retrospect' and the novel describes how 'jifrg nails of her hands had, before
now, entered the palms, with the sharp pain it gindJ...] there, as she knelt, her
head lying on the counterpane, came the recollectidhat first illness of hers'

(p. 587). But, as Cvetkovitch asserts, 'playingpghthetic woman is not the same as
being the pathetic womaii' Armadalés Lydia Gwilt, for example, plays the pathetic
woman in order to deflect suspicion from herselfe sasks for Mr. Bashwood to
support her, claiming, 'My little stock of couraigequite exhausted' as '[tlhe woman
who had tyrannized over Mr. Bashwood' disappears ‘@ timid, shrinking,
interesting creature filled the fair skin and tréaabon the symmetrical limbs of Miss
Gwilt'.** While Isabel may have less guile than Gwilt, whaipracticed con artist,
she still is able to maintain her performance. ésdtequently feels anguished about
her role as governess, but she never drops heuisiesgand her true identity is only
discovered by her former maid, Joyce, when Isabk¢wes there is a fire and leaves
her room without her tinted glasses.

Isabel's ability to act identifies her as the heeoin the sensation mode. As
Elizabeth Gruner notes, 'proper' Victorian heroioften 'prove their virtue by failing

36 Ellen WoodEast LynngOxford: Oxford University Press, 2008) p. 398.tRer page
references will be given parenthetically in thett&eferences to the earlier serial version orrothe
adaptations will be indicated.

37 Dan Bivona 'The House in the Child and the Didather in the House: Sensational Problems
of Victorian "Household" Managemenijneteenth-Century Contex&0.2 (June 2008), 109-125
(p- 116)

38 Cvetkovitch, p. 98.

39 Wilkie Collins,Armadale(Oxford: Oxford University Press, 1989), p. 370rther page
references will be given parenthetically in thettex
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as actresse¥.A typical Victorian courtship plot concludes whtre heroine 'must
cast off one role—usually that of daughter or éligiyoung thing—for another—
usually that of wife, although sometimes (in thsecaf the transgressive heroine)
mother or mistress', since she must 'be one thmhg fshe] must not act roles, but
embody thent! As Helena Michie describes, the sensation novedihe embraces
acting:

Sensation novels abound with women who disguissstorm, and replicate
themselves, who diffuse their identities [...] In tbases of Lady Audley and
Isabel Vane this duplicity, this multiplicity of etity, is explicitly marked by

the text as criminal; it is the job of the readed/ar the detective figure of each
novel to sort through the multiple identities ofdrby each heroine, to work
against her self-reproduction, and to close theehaith a woman confined to

a single identity, a single name, and a singleggtain both cases, the gratfe.

The criminal nature of acting does require 'punishtnfor the transgressive heroine
of the sensation novel, but for the majority of tegt, acting also offers her power.
While the heroine olady Audley's Secras punished by society for her social
pretensions, Lady Isabel dies of natural causessaable to achieve closure with her
family before her death. Other sensation heroines play roles, like Lydia Gwilt,
Magdalen Vanstone, and Margaret Wilmot, are allow@depent and attempt to
redeem themselves.

Despite their social transgressions and criminats,adhese heroines,
particularly Isabel, appear to be designed as wttgd sources of reader empathy by
their novels' end. Although Isabel is initially pested as a fallen wife and mother,
she redeems herself through renewed devotion tachittren and even rekindled
passion for her husband. Isabel and her pathetlality to fully reclaim her roles as
wife and mother evoked more sympathy from conteigocritics than her rival
does. As Margaret Oliphant put it in her 1863 rewi&Vhen [Isabel] returns to her
former home under the guise of the poor goverrikese is not a reader who does not
feel disposed to turn her virtuous successor todtha, and reinstate the suffering
heroine, to the glorious confusion of all moratityA critic for the Saturday Review
similarly opined, 'Although, at the close of th@rgt the whole of the attorney's
affections are most properly concentrated on kisdiwife, the reader is not sorry to

40 Elizabeth Rose Gruner, 'Plotting the Mother:oiae Norton, Helen Huntingdon, and Isabel
Vane',Tulsa Studies in Women's Literaturé.2 (Autumn 1997): 303-325 (p. 303).

41 1bid., p. 303.

42 Helena MichieSororophobiaDifferences Among Womé@xford: Oxford University Press,
1992) p. 59.

43 Margaret Oliphant, 'Noveldlackwood's Magazinéyugust 1863, p. 170.
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be permitted to have a slight preference for thaddene? The London Quarterly
Revieweven worried that Lady Isabel's likability mightdermine readers' sense of
morality:

East Lynnas one of the most powerful, but one, also, ofrtiast mischievous,
books of the day. Throughout an exciting, thoughyvuesprobable story, our
sympathies are excited on behalf of one who hasayed the most sacred trust
man can repose in woman. All that the union of begarank, talent, and
misfortune can do to create a prejudice in favduhe criminal is done, while
the sense of the enormity of her crime is greatiieebled by the unamiable
light in which her husband is presentéd.

Surprisingly, some modern critics have suggestatl ithEast Lynne Barbara
Hare is intended as the primary source of reademtiication. Both Barbara and
Isabel fit the description the text offers of itspected reader as a 'Lady—wife—
mother'; the primary difference between them ig tfaclass (p. 283). Deborah
Wynne suggests that the hoodwinking of the aristociord Vane by the middle
class Carlyle, or the triumph of Barbara Hare ovady Isabel, 'may have had an
appeal for the 'solid' middle-class readershigneNew Monthly Magaziné® Jeanne
Elliott describes Wood's audience as likely consisof 'the wives and daughters of
the newly prosperous and upwardly mobile mercantésses’, much like Barbdfa.
In addition, Lyn Pykett notes that some critics rsag the author herself as more like
Barbara, citing the novel's 'straining for gentilitas evidence of Wood's own social
insecurities as the daughter of a glove manufacttirélowever, Barbara shows
herself to be a petty woman and a jealous wifeutinout the novel, and she fails to
show maternal affection for her stepchildren. Whgabel may be an actress, the
poverty, humiliation, deformity, and physical andaional suffering she endures are
quite real, while Barbara's life remains 'relatywebrefree?® Unlike the downfall of
the murderer and fellow adulterer Sir Frances Lavjisvhose sentence of hard labour
prompts the narrator to jeer: 'Where would his diads and his perfumed
handkerchiefs and his white hands be then?' Isafal’ from grace invites reader
sympathy and understanding. Her first fall may hwneé retribution for her sins, but
her second fall is a self-designed martyrdom. Tékteb analogue to Levison would
be Afy, the maid who has lofty aspirations of sbclambing.

44 'Reviews', p. 187.

45 'Thackeray and Modern Fictiohpndon Quarterly RevievApril and July 1864, p. 406.
46 Wynne, p. 73.

47 Elliott, p. 330.

48 Lyn Pykett,The 'Improper' Feminine: The Women's Sensation INmcethe New Woman
Writing (London: Routledge, 1992), p. 119.

49 Richard S. Albrightyriting the Past, Writing the Future: Time and Native in Sensation
Fiction (Bethlehem: Lehigh University Press, 2009), p. 201.
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Both Afy and Isabel are defined by their sexuahsgressions, Pykett says, but
their difference in class means that 'Afy is nofuieed to undergo the punitive moral,
emotional and physical suffering which is constedctor Isabel® The text suggests
that Isabel feels immediate remorse because, asbtige 'women in the higher
positions of life Lady Isabel was endowed with sredy refined delicacy, with an
innate, lively consciousness of right and wrong. @83-84). Pykett suggests that:

Afy is required to suffer less than Isabel becanfsthe presumption (heavily
underlined by the narrator) that she is less ematip and morally refined than
her social superior. Afy's fall is presented bg ttarrator as a mixture of folly
and willfulness; if the character reflects upon &igmation at all is to see it as a
career move. However, Isabel's is a fall from gradach is accompanied by
exquisite agonies of moral scrupulousness and emwtiself-torture, both of
which are presented in class terhs.

| would further suggest that the difference in slegerity of their crimes is mitigated
both by the class they are born into and the dheyg attempt to enter. Isabel's
performance as a domestic servant threatens sgawiiihin her home, but Afy's
pretensions to a higher class offers a more widehiag and dangerous threat to the
social hierarchy.

Afy's proclivity to "dress outrageously fine™ arr "disreputable™ social
pretensions are evidence, in Miss Corny's opinmn)tlhe world's being turned
upside down' (p. 382). Although Afy is hired asrédn parts maid and one part
companion’, and is not permitted 'to sit or dinghviher employer, she 'was never
backward at setting off her own consequence, [agaNe out that she was
"companion™ (p. 390). Lyn Pykett describes Afy'asstock character of Victorian
fiction [...] the saucy servant who apes her supsramd attempts to achieve her
social ambitions by sexual mearfsWhen Afy learns she will not be able to rise in
class rank through marriage as she had plannedinatehd must accept a marriage
proposal from a shop-keeper, she consoles hersdlf thhe promise of certain
outward signs of her change in financial statug'sthaving his house done up in
style, and | shall keep two good servants, and oiinimg myself but dress and
subscribe to the library. He makes plenty of mopy565). Langland outlines how
numerous manuals and tracts reveal the contempobagssion with the importance
of outward appearance, particularly dress, in dadim person's clas’ Etiquette for

50 Pykett, p. 123. Barbara too could be considéexrually transgressive", since she is in love
with another woman's husband. It is open to defbatemuch she is "punished" for this—or how
much she in turn punishes her rival's children.

51 Ibid., p. 123.

52 Ibid., p. 123.

53 Elizabeth LanglandNobody's Angels: Middle-Class Women and Domesgiclédjy in Victorian
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Ladies and Gentleme1876) warns th@ouveaux richesiever to ‘dresaboveyour
station; it is a grievous mistake and leads totgegds, besides being the proof of an
utter want of tasté®. While Afy attempts to 'marry up' by dressing abbee station
and fails, the woman who chooses to perform a sésveole defies expectations by
dressing below her station, which allows her toceed her goals without appearing
to present a threat.

Many of the freedoms allowed a servant 'perforraeg’ made possible due to
the disguising nature of the servant costume. Wjold her sister-in-law Miss Corny
and her former lady's maid Joyce see Madame Vimeganny resemblance to Isabel,
it is the clothing and accessories that Isabel svélaat conceal her true identity. A
servant is defined by her dress. This point isatrihome in Dicken®leak House
(1853), when Lady Dedlock meets with Jo disguisedher servant Hortense's
clothes. When Bucket asks Jo why he previouslydaitified Hortense as the lady
in question, he insists,

“cos that there's the wale, the bonnet, and thendoWw is her and it an't her. It
an't her hand, nor yet her rings, nor yet her wdsé that there's the wale, the
bonnet, and the gownd, and they're wore the sargewstishe worelem."®

The rings, however, set Lady Dedlock apart andaklver inexperience as an actress.
The sensational heroine with performing experiekraavs to pay minute attention to
detail in costuming. IlNo Name the former stage actress Magdalen asks her maid
Louisa to teach her how to perform a servant'sedudb she can convincingly play
the part of a parlourmaid at St. Crux. While Louwarries that the other servants
‘would find [Magdalen] out', Magdalen knows the masportant trick of
performance: 'l can stillook the parlour-maid whom Admiral Bartram wanfs.'
When Magdalen adopts the clothing of her maid,'sBeomes' the maid. Magdalen
succinctly defines the only difference betweendyland her maid thus: 'A lady is a
woman who wears a silk gown, and has a sense aweimportance' (p. 613). She
Is able to provide Louisa both necessary elemamdssaccessfully pass her off as a
lady, effectively demonstrating the ambiguity ofthoundary between ‘lady' and
'maid' (p. 613).

Sensation novels also repeatedly show how thedaggeof a servant, which
determines both the employment prospects of segidatand the possibility of their
sexual appeal, is difficult to ascertain because #0 easy to disguise. When Isabel
returns as a governess she has become disfigured;'l@ough she can't be more than

Culture (Ithaca and London: Cornell University Press, 99535.

54 Ibid., p. 35.

55 Charles Dicken®leak Hous€Oxford: Oxford University Press, 2008), p. 336.

56 Wilkie Collins,No NamegOxford: Oxford University Press, 2008), p. 618 #hasis in original
text. Further page references will be given parithlly in the text.
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thirty, her hair is grey', which is a source ofiosity for other women, who wonder at
her true age (p. 398). Mo Nameit is suggested that the housekeeper Mrs. Lecount
could 'haJve] struck some fifteen or sixteen yeaffsher real age, and [...] asserted
herself to be eight and thirty, [and] there woutd have been one man in a thousand,
or one woman in a hundred, who would have hesitatelelieve her' (p. 275).
Similarly, Mother Oldershaw ohrmadaletells Lydia Gwilt,

"The question is—not whether you were five-andtthiast birthday; we will
own the dreadful truth, and say you were—but wiregloel do look, or don't
look, your real age [...] If you will follow my adse about dressing, and use
one or two of my applications privately, | guarante put you back three years
more [...] you [will] look no more than seven-amndenty in any man's eyes
living—except, of course, when you wake anxiougha small hours of the
morning; and then, my dear, you will be old andyuglthe retirement of your
own room, and it won't matter." (p. 152)

Gwilt is thus able to play the part of a youngraaitive governess in order to seduce
Allan Armadale, her wealthy target. As texts asedse aslane Eyre(1847), My
Secret Lifg(1888) or the diaries of Hannah Cullwick might segig female servants
held a distinct sexual attraction for middle- apger-class men.

As Cullwick's diaries reveal, Arthur Munby so &ized Hannah's position as
a servant that he asked her to costume herselfparfdrm as different kinds of
domestics or labourers, even blackening her bodyctoeve the necessary look her
roles would require. As Elizabeth Langland des&ilig ‘[T]he dirtiness that was
initially only the consequence of her labour qujckkcame a staged performari¢e.'
After she married Munby, Hannah additionally 'pemfed' as a lady, complete with
the appropriate costume: 'a felt hat & plume ofk®teathers to wear, & a vell, & a
new brooch to pin my shawl with & a newsaterproof cloak’, but she is relieved to
return to her own clothing, 'my dirty cotton fro€kapron & my cap', afterwards.
The simple dress of the servant retains the sameak@ppeal for gentlemen in
sensation novels. INo Name Magdalen dresses as a servant in 'a lavenderecblo
stuff-gown [...] a white muslin apron, and a neattetoap and collar, with ribbons to
match the gown' (p. 621). Her employer the Adnmkestps an all-female servant staff
and 'insists on youth and good looks' in his maldaying any more practical
gualifications for the job to the discretion of meuse-keeper (p. 609). The text
explicitly states how enticing Magdalen is to hexster in her 'servant's costume':

57 Elizabeth LanglandNobody's Angels: Middle-Class Women and Domesgiclédyy in Victorian
Culture (Ithaca and London: Cornell University Press, 1995216.

58 Hannah CullwickThe Diaries of Hannah Cullwick, Victorian Maidseniged. by Liz Stanley
(New Brunswick, New Jersey: Rutgers University Brd984), p. 266.
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in this simple dress, to the eyes of all men, man-drapers, at once the most
modest and the most alluring that a woman can wkarsad changes which
mental suffering had wrought in her beauty almasagbeared from view. In
the evening costume of a lady, with her bosom uecmy, with her figure
armed, rather than dressed, in unpliable silk Atiniral might have passed her
by without notice in his own drawing-room. In thgeaing costume of a
servant, no admirer of beauty could have lookedheat once and not have
turned again to look at her for the second timeéSgd.).

Similarly, in Armadale the text suggests that Lydia Gwilt's appeal iireber 'subtle
mixture of the voluptuous and the modest whichthefmany attractive extremes that
meet in women, is in a man's eyes the most irfekasif all' (p. 367).

While the actress recognizes the paradoxical athfiigain dress, members of
the rising merchant class, like Barbara Hare, tryrtimic what they imagine the
wealthy should wear. Barbara is greatly concernild f&shion, as evidenced by the
initial synechdocal description of her as she appea the street: 'A pink parasol
came first, a pink bonnet and feather came beljradgrey brocaded dress and white
gloves' (p. 64). While all of 'West Lynne seemsth@noutdressing the Lady Isabel’,
Isabel knows the allure of modest garb (p. 65)bBeax observes that even as Lady
Vane, Isabel ™has no silks, and no feathers, amdamything!"—in short, "'She's
plainer that anybody in the church!™ (p. 65). Whsabel trades her modest dress for
the even plainer costume of a servant, she istaldergely avoid the gaze of others
and gain access to her former home to watch hetbamas and children
surreptitiously.

Jeanne Fahnestock suggests fadt Lynnas uniqgue among ‘bigamy novels'
for the intensity of its voyeurism, particularly ang its servant characters.
Servants cannot be policed in the same way thatpgbbce their own employers, a
fact that many enterprising characters are abtartoto their advantage. Afy admits
to 'listen[ing] at keyholes', and Wilson ‘carr[ie®} a prying system in Mrs. Hare's
house' (pp. 333, 180). As Magdalen affirmsNo Name '[s]ervants' tongues and
servants' letters [...] are oftener occupied withrtheasters and mistresses than their
masters and mistresses suppose' (p. 609). Brianubka®'s article points to this
proliferation of servant surveillance in the noasla means of keeping the members
of the household in check: 'At the end of the largh of the law, we find the
servant's hand® Because of their own devotion to voyeurism, thevaas are
convinced that the meddling Miss Corny must reapte and 'listen' in the same
way, but the text assures us, 'in that, they didrjestice’ (p. 347).

59 Jeanne Fahnestock, 'Bigamy: The Rise and FallGdnvention'Nineteenth-Century Fictign
36.1 (1981), 47-71 (p. 54).

60 Brian W. McCuskey, 'The Kitchen Police: Sen@atveillance and Middle-Class
TransgressionVictorian Literature and Cultur¢2000), 359-375.
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When Isabel acts as a governess, she becomes@rwerything in the home;
as E. Ann Kaplan notes, 'she becomes the voyeearisséible to look and grieve, but
unable to have the gaze of recognition blaze backe She and Barbara have
effectively switched places, since Barbara oncesgdangingly Carlyle during his
marriage to Isabel, and now Isabel must witnessniasried life with her former
rival. T. A. Palmer's theatrical adaptation of timvel emphasizes the particular pain
Isabel's gaze causes her. She laments:

My sin was great, but my punishment has beengsslater. Think what torture
it has been—what it has been for me to bear, limnthe same house with—
with—your wife; seeing your love for her—love th@ice wasnine Oh, think
what agony to watch dear Willie, and see him fadiag by day, and not be
able to say "he is my child as well as youts!"

There are also limitations and rules that Isabedtnfnilow as a subordinate member
of the household. Although as a governess at Basid, she is still 'regarded as [a]
gentlewom[a]n’, Isabel faces a lack of free actessbjects in her former home (p.
401). In the novel, Isabel glances 'with a yeardouk' inside her old dressing-room
at 'the little ornaments on the large dressingetad$ they used to be her time; and
the cut glass of crystal essence-bottles' (p. 4811¢. has lost the right to hold or even
safely look at these objects, but she has tradéat ithe right to see and touch her
husband and children.

In her introduction to the Oxford edition BAst LynngElisabeth Jay describes
the novel as suggesting that:

[tihe greatest threat posed by the governess tdleidass families was not, as
Charlotte Bronté's novdlane Eyremight lead us to suppose, an illicit romance
with the master [...] but the danger of hiring a womahose class pedigree
and moral qualifications for superintending childrgvere not what they
seemed?

Although Isabel's role as governess does allowalceess to her children on false
pretences (which will be discussed later), it canabgued that it also rekindles and
even deepens her love for her 'master' Carlyldnodiigh she does not have a physical
relationship with Carlyle as Madame Vine, even whiving in the house under his

61 E. Ann. KaplanMotherhood and Representation: The Mother in PopGlalture and
Melodrama(London and New York: Routledge, 1992), p. 83.

62 T. A. PalmerEast Lynne: A Domestic Drama in a Prologue and Facits(London: Samuel
French, 1875), IV.2.

63 Elisabeth Jay, 'IntroductioEast LynngOxford: Oxford University Press, 2008) vii-xxxip{.
XXX-XXXI).
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new wife the text states that '[Isabel], poor thialyvays regarded Mr Carlyle asr
husband' (p. 591). At the endBast Lynnelsabel tells Carlyle, 'l never loved you so
passionately as | have done since | lost you' {5).6After Isabel admits that she
returned in disguise to be with him as much aschédren, Carlyle tenderly touches
her hair and nearly kisses her, a scene that rided with tantalizing suspense in
the New Monthly Magazine serial version otast Lynne'What was he about to do?
Lower and lower bent he his head, until his breeghrly mingled with hers. To kiss
her? He best knew. But, suddenly, his face grewwvild a scarlet flush, and he lifted
it again.** The sentence containing the word 'kiss' was dilfeten this scene in the
first edition, although the intentions behind Chaly aborted gesture remain clear.
Moments later, as Isabel ‘clung to his arm' afi@diher face, in its sad yearning Mr.
Carlyle laid her tenderly down again, and suffenedlips to rest upon hers' (p. 617).
In response to her final words, ‘farewell, untgreity [...] Farewell, my once dear
husband!" he replies, 'Until eternity' (p. 617)sHvords suggest that Isabel may
realise her ‘one great hope [that they] shall ragain [...] and live together for ever
and ever' (p. 617).

When Carlyle reveals to Barbara that his formerevhBs been living with
them in disguise and his new wife plaintively agksabel's presence 'has [...] taken
[his] love from [her]', he reassures her with al&ss intimate gesture: 'He took her
hands in one of his, he put the other round hestvaid held her there, before him,
never speaking, only looking gravely into her fgpe'623). He also does not directly
answer her question, and the novel's narrative camtamy, 'Who could look at its
sincere truthfulness, at the sweet expressionslips, and doubt him? Not Barbara',
Is less than definitive. Surely the reader who joas'witnessed' the heart-wrenching
scene between the two former spouses is not sdy eessured. Barbara might
maintain her status as Carlyle's wife, but Isabsliees that Barbara will never usurp
the role of mother to Isabel's children.

Ellen Bayuk Rosenman's article describes how, lmpimeng a servant, Isabel
suffers in order to achieve intimacy with her cheld and suggests that 'Isabel's new
role reveals the class-specific constraints on matemotion implicit in the Angel in
the House® As a parvenu, Barbara feels she must subscribe lyhol social
expectations of her, so she strives to embody whatimagines a wealthy mother
should be, showing a reserved love at a distandeerMéhe first hires Isabel as
governess, Barbara explains her beliefs about mutbd. She claims that

“too many mothers pursue a mistaken system in theagement of their
family [...] They are never happy but when they aféhwheir children: they

64 Ellen Wood, 'East Lynne: Part the Twenty-Fifitle New Monthly Magazin&eptember 1861,
p. 45.

65 Ellen Bayuk Rosenman, "Mimic Sorrows": Masoahi&snd the Gendering of Pain in Victorian
Melodrama'Studies in the Nové&5.1 (Spring 2003), 22-43 (p. 29).
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must be in the nursery; or, the children in theading-room. They wash them,
dress them, feed them; rendering themselves slavesthe nurse's office a
sinecure" (p. 406).

Isabel is a willing 'slave’, then, by being closeher children and tending to their
needs. Rosenman sees this as means of 'fling[iffigkthe constraints' of this
unfulfilling model for middle-class motherho&4.

Early in the novel, Isabel pleads to take her chiidto the seaside with her,
insisting, 'l will get well all the sooner for hang them with me', but her sister-in-law
Miss Corny will not allow it (p. 201). At this padinsabel is still recognized as their
mother and as an upper-class woman, so it is soatesunprising that Miss Corny's
reasons for refusal are the stresses associatéd mothering children and the
expense of transporting them, which Miss Corny eweplies could 'ruin' Carlyle
financially (p. 200). As Rosenman points out, Iddbeon learns to control herself
and accede to the commands of Cornelia and heordoate of her first steps toward
becoming an actress through the performance of ission®’

Andrew Maunder suggests that '[i]t is only by cohing (as far as she is ever
able to) the 'impulsive' and 'lower' instincts daking on the middle-class virtues of
'labour and self-sacrifice' that Isabel herself banreunited with her children' since
'Wood seems to suggest that successful and rewgamttthering is only for the more
deserving members of humani§’However, | believe the text more clearly suggests
that motherhood is not bound by class, but thadgoothers are united across class
lines by maternal feeling: 'Let the mother, be shduchess, or be she an apple-
woman at a stand, be separated for awhile fronfittierchildren; lether answer how
she yearns for them' (p. 390, italics original).rit@aly Isabel adopts the positive
middle-class virtues Maunder identifies, but Bagbatare, the text's example of a
middle-class mother, hardly demonstrates thesatmgsaherself. Early in the novel,
Wilson, the most prescient of the servants, hopas 'hothing happen|[s]' to Lady
Isabel, since '[Barbara] would not make a very lstepmother, for it is certain that
where the first wife had been hated, her childrem'wwbe loved' (p. 179). When
Isabel is presumed dead and separated from hafrehjlshe anguishes about her
children: 'Would they be trained to goodness, taaliy, to religion?' (p. 390). The
report she receives from Afy confirms her fearsy &finks Barbara does not 'hajve]
much to do with them', and Isabel realizes 'shedimihdoned them to be trained by
strangers' (pp. 395, 390). Anxieties about a 'gidnraising a child in lieu of its
natural mother were common at the tinidie English Schoolroor(1865) harshly

66 Ibid., p. 29.

67 Ibid., p. 28.

68 Andrew Maunder, "Stepchildren of NaturEast Lynneand the Spectre of Female Degeneracy,
1860-1861"Victorian Crime, Madness, and Sensatied. by Andrew Maunder (Burlington, VT:
Ashgate, 2004), pp. 59-72 (pp. 67-68).
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condemns mothers who allow their children to becatkd by a governess: 'The
mistake once made will be repented for ever, acdraviction will haunt her, when
too late, that she had far better have done her twuthe full, and subject to any
inconvenience [...] rather than have given over Hé&spang to the strangef. To
right this wrong, Isabel returns in the guise ddteanger to ensure her children are
properly cared for.

As Ann Cvetkovitch suggests, 'Whenever a sociablpra is dramatized
through the sensational figure of a mother separitam her child, melodrama is
producing not just tears but social policy’, whishundoubtedly the case Bast
Lynne™ In The Domestic RevolutipnTheresa McBride makes a case for the
decreased demand for servants toward the end oiribeenth century being a result
of 'a growing intimacy within the middle-class fayniand to a wish to be closer to,
and provide better care for, one's childrér8miles'Self-Helpeven gives a nod to the
importance of good parenting in shaping a childtsire success: "The characters of
parents are thus constantly repeated in their @nidand the acts of affection,
discipline, industry, and self-control, which thegily exemplify, live and act when
all else which may have been learned through tlehasa long been forgottefd.'
Barbara, however, leaves this duty to a woman wisbm believes to be a mere
governess: in Tayleure's play, she tells the dssglisabel, 'l trust you may be able to
instill such principles into the mind of the littigrl, as shall keep her from a like fate
[to her mother]® The irony that Barbara would trust a strangentivinder an alias
to teach the children morality would not have b&est on the audience. The play's
sympathetic depiction of Isabel upholds the ideat ttegardless of her sins, the
children's mother will have their best intereshaéart.

Servants could also be perceived as dangerousnitigries who appropriate
children's affections that should be reserved gdiet their own parenté. Ellen
Wood's biographyemorials of Mrs Woo{1894), written by her son Charles, seems
to show the validity of this fear. Charles Woodaéses a beloved French nurse who
cared for him and Wood's other children as '[a}jhfai, self-sacrificing, duty-
fulfilling woman, [for whom] neither time nor infinities would have separated her
from her beloved masters and charge#h what is ostensibly a biography of his

69 Anthony F. Thompsoiihe English Schoolroom; or, Thoughts on Privatdidnj Practical and
SuggestivéLondon: Sampson Low, 1865), p. 24.

70 Cvetkovitch, p. 127.

71 Theresa McBridélhe Domestic Revolutidhondon: Croom Helm, 1981), p. 67.

72 Smiles, p. 294.

73 Clifton TayleureEast Lynne, A drama in five acts, adapted frormitneelEast Lynne written
by Mrs. Henry Woaodn British Plays of the Nineteenth Century: An Antlggito lllustrate the
Evolution of the Dramgaed. by J. O. Bailey (New York: Odyssey Press6)9pp. 306-27 (IV.1).
74 McBride, p. 67.

75 Charles W. Woodylemorials of Mrs. Henry Wood,_ondon: Richard Bentley and Son, 1894),
p. 56. Further page references will be given paedidally in the text.
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mother, Wood devotes an entire chapter to thisenuvtost tellingly, he opines 'Her
charges had always bebar children and those yet living are so still' (p. 56; italic
original).

One incident in particular suggests that this nunsg have been a model for
Isabel or the servant character€mst LynneEllen Wood's first daughter, Ellen, fell
il with scarlet fever, and, as Charles Wood ddssiit:

The doctors treated her according to the fashiothefday. They first starved
her almost to death, and, then she was sinking éxmaustion, ordered leeches
to be applied to the throat. The nurse cried tonhaster in agonies of grief, "do
not allow it. If leeches are used, the child wik.d know it from experience."
But she was powerless. The leeches were appliedijttle throat closed up,
and the child died (pp. 51-2).

East Lynnecontains very similar scenarios of servants 'kmgwhiest' even though
their advice remains unheeded. The servant Wilsowgs that, through her previous
experience tending those with consumption, she pasdict the trajectory of
William's illness more accurately than the doctmrg80)7°

When Isabel was still recognized as an aristoardtheer father was dying, the
doctors who attended him concealed the worst otamlition from her, and even
Carlyle would 'soften down the actual facts', whiofuriated her (p. 87). As a
governess, Isabel ensures that she is with theodmsbre frequently than either
Barbara or Carlyle are and is thus best able to heastraightforward medical
opinions (p. 442). When the doctor speaks to Garlye neglects to reveal the worst.
As Wilson says, 'if he saw the child's breath gang before his face, and knew that
the next moment would be his last, he'd vow to lughat he was good for twelve
hours to come' (pp. 579-80). Although the docttis Milliam's ‘'new mother' Barbara
that William ‘'will outgrow' his cough, causing h& dismiss it by suggesting,
‘perhaps a crumb went the wrong way', Isabel is ediately able to identify
William's condition as consumption (pp. 408, 418)her capacity as servant, Isabel
Is able to 'make [her child's] health [her] carenight and day' (p. 422). She is able
to treat her son with cream, since she says shg] 'kmown cream to do a vast deal of
good in a case like William's', and believes 'nttdsemedicine can be given', even
though at that point Carlyle is still relying oretboctor's mistaken opinions (p. 442).

Isabel is also the only person present with Williashen he finally dies.
Although this is a scene of protracted anguishl$abel, it also provides closure.
When her father was dying, Isabel was denied tgbktio see him, despite her
repeated entreaties, precisely because she isaefeand a family member. As her
father dies in the next room, she accuses Catlyls,cruel, so to treat me [...] When

76 Later, only the maid Joyce recognizes that Isaliying; in response, Barbara declares the
servant to be "a simpleton" (611).
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your father was dying, were you kept away from hi(p?87). He responds, '‘My dear
young lady—a hardy, callous man may go where yoy mad' and when she exposes
the flaw in his rationale, pointing out that Caelyls neither hardy nor callous, he
avers that he 'spoke of man's general nature7(p Bentually, Carlyle explains that

the truth is that '[her father's] symptoms aregamful’, and if she 'were [...] to go in,

in defiance of advice, [she] would regret it akfhafter life' (p. 87).

As the governess Madame Vine, however, she istablbe part of William's
death in a way she could not have been as Isabgll€aAlthough she famously
mourns that 'not even at that last hour [...] dared say [to William], | am your
mother', it is precisely because sh@as perceived as his mother that she can be the
one alone with him at his deathbed (p. 586). TPAImer's play milks further pathos
from this scene with the famous line, 'Oh, Wilimy child! dead, dead, dead! and he
never knew me, never called me motherowever, in John Oxenford's adaptation,
William rewards Isabel's efforts by seeing throingin disguise at the last minute and
calling her 'Mamma' once before he dieslowever, after she has revealed her true
identity, Isabel dies from grief, her seemingly tradictory roles of mother, wife,
lady, actress, and governess cannot survive pulseclonciled in one body for long.

Charles Wood describes a similar scenario occumihgn Ellen Wood's own
daughter died and was attended by the French nurse:

The faithful nurse was almost equally stricken tfaes child's father]. She was
one of those strong and determined characters wisb nave their own way in

everything: the under nurses had to obey her elosly and word—even the

mother's authority in the nursery was quite a séapnconsideration. But she
was as tenacious in her affections as she wasgstrocharacter. None but
herself was allowed to perform the last sad offmethe pure and beautiful

little creature who had gone to a better world. WMher own bare hands she
placed her in her little coffin, watched over ight and day until the little body

was consigned to the earth and hidden away frontaineyes for ever (p. 52).

In East Lynne William's death signals the end of Isabel's penBince as Madame
Vine, and she removes her disguise (p. 588). NinarBach sees ‘'Isabel's eulogy [as]
less a eulogy for her son than for her own lostg'olor more specifically, as | would
suggest, the only role she chose for herdelf.

77 Palmer, 1.3

78 John Oxenford, 'East Lynne',The Golden Age of Melodrama: Twelve Nineteenth@gnt
Melodramased. by Michael Kilgarriff (London: Wolfe Publishg Limited, 1974), pp. 278-306
(1n.3).

79 Nina Auerbach, 'Before the Curtaifthe Cambridge Companion to Victorian and Edwardian
Theatre ed. by Kerry Powell (Cambridge: Cambridge UP,808 14 (p. 12).Here Auerbach refers
to the same death scene in T. A. Palmer's 1874 s&gion.
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Memorials of Mrs Woodlescribes how, shortly after Wood was married, her
husband suggested that they visit the monastermder&hartreuse together. The
surprised Wood responds, 'But | thought women weoé admitted over the
threshold? What Open Sesame would unbar the doonmse®?' (p. 124). The 'Open
Sesame' solution her husband devises is to disyME®d as a monk so that she
might tour the monastery and not arouse suspidgaiel Vane and other sensation
heroines stage their own means of 'Open Sesanessatw the middle-class home by
adopting the similarly unobtrusive disguise of avaat. While characters like Lydia
Gwilt or Magdalen Vanstone use the role of serwauatitempts to illicitly gain wealth
and revenge, Isabel more subtly subverts the skaem. By choosing to perform a
climb down the social ladder she is able to expl@ss for her children as a mother
and feel passion as a wife to Carlyle in ways mesily denied her as Lady Vane.
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