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CHAPTER I 

INTRODUCTION 

The history of English Literature shows the usual reaction of 

one literary age toward the preceding age. The age of Chaucer reacted 

<'gainst the early medieval emphasis on the use of French as the language 

of learning. The Renaissance in turn reacted against the neglect of 

the classics during the Middle English period. The seventeenth-

century Baroque ridiculed the Renaissance as "Ciceronian." From these 

reactions comes the development of a new genre or sub-genre. 

One of the earliest forms of the novel, sixteenth-century prose 

fiction, was at first modeled after the romances of chivalry, which 

the English copied from the Italian authors. The romances of chivalry 

are not very detailed about reality. Their characters are not neces-

sarily related to the society or to the past. Human beings are shown 

in ideal situations. Astonishing events happen in the plot with a 

view to carrying symbolic or ideological significance rather than 

realistic plausibility. Usually the settings are in ancient Greece or 

Rome, and the heroes are people of noble birth. From this basi~, John 

Lyly in his Euphues (1578) and Sir Philip Sidney in his Arcadia (1590) 

developed their dream-world prose fictions. The experiments of Lyly 

and Sidney had a wide range of imitators in the late sixteenth century 

and in the "restoration" period of the seventeenth century. 

1 
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However, with the development of modern science in the seven-

teenth century, writers soon became too uneasy to indulge in writing 

heroic pastoral fantasies. Empirical science placed plain truth above 

make-believe. Precision of expression was preferred to florid figures 

of speech. Consequently, prose fiction became less popular toward the 

end of the seventeenth century. 

Within the first half of the eighteenth century, Defoe, 

Richardson, and Fielding reacted fiercely against earlier prose fiction. 

They held that a novel should bring the realities of life close to its 

readers even though the characters, setting, and plot were fictitious. 

Thus these pioneering novelists experimented with conventions of history. 

They gave characters in their novels names that were common in their 

society. They made use of familiar place-names as their settings. 

They fixed dates for their events. Through their fictitious narrators, 

they tried to create an impression that they were describing and 

analyzing what they had actually observed. Defoe and his contemporaries 

were successful. Their novels were popularly accepted. But their 

triumph over the writers of "prose fictions" was not long enjoyed. 

Within the same century, another group of novelists, Horace Walpole, 

Mrs. Ann Radcliffe, William Beckford, and others, staged a literary 

counter-coup against the "realists." 

Walpole and others claimed that realistic fiction portrayed 

ordinary people speaking common English and facing too-familiar 

problems. The new group of novelists aimed at blending plain reality 

with lofty language, fanciful deeds, and mysterious events of romance 
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fictions. Walpole and his kind turned their attention away from contem-

porary manners and familiar locales to Gothic castles and oriental 

palaces. They turned to demented monks and voluptuous princes in 

preference to the sensible clergyman and the rowdy squire. Both the 

setting and the cast of the novels were changedo 

Even though Walpole and his group were not very successful in 

blending reality and romance, some critics imply that they link Scott 

to the realistic novelists: "Like Walpole he [Scott] blended the tale 

of wonder with the tale of real life. And even he did not always cover 

up the joint ••• He is of the mighty line of Fielding and Smollett. 

He is a realist. But he has the power of realising the past. 111 Unlike 

the writers of Gothic romance who indulged in fantasy, Scott loved the 

personality of history; so he invented the historical novel. However, 

it is not in the historical characters that he reveals his genius; 

rather it is in the humbler characters of his own inventiono For 

instance, through Edward, in Waverley (1814), he shows the complexity 

of love, emotion, superstition, custom and belief that creates a 

romance out of an historical event. 

A late-comer to the romantic novel is Robert Louis Stevenson. 

Some critics, especially F. R. Leavis and Frank Swinnerton, accuse 

Stevenson as the man responsible for the "death" of the romantic novel. 

Some, like Phelps, Kiely and Eigner, on the other hand, insist that 

rather than kill the romantic novel, Stevenson by means of 

lR.H.U. Bloor, The English Novel from Chaucer to Galsworthy 
(London: Ivor Nicholson and Watson, 1935), p. 193. 
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experimentation gave it new life. Phelps in a chapter entitled "Romantic 

Revival 1894-1914" positively states: "and when the giant Realism had 

got the spirit of English fiction safely locked into the dungeon, the 

young knightly figure of Stevenson arrived and released her. 112 

But although Stevenson wanted to be known as a writer of romance, 

he never produced a pure romance in the manner of the medieval heroic 

romance, the sixteenth-century pastoral romance of Sidney or the early 

nineteenth-century Scottish romance of Scott. An obvious similarity 

exists between the fictions of Stevenson and Scott. Stevenson's choice 

of a Scottish setting and of the Rebellion of 1745, as in The Master of 

Ballantrae, are clear imitations of Scott. Stevenson's fondness for 

movement, action, fighting, and adventures also aligns his novels with 

Scott's. However, despite the clear similarities between the type, 

setting, and time of their novels, it is quite reasonable to hold that 

Stevenson was a rival rather than an imitator of Scott. The two writers 

have more points of contrast than of similarity. Scott was an uncon-

scious genius. He was a prolific writer with small critical faculty of 

either his own work or that of others. In contrast, Stevenson was a 

conscious artist whose success depended on indefatigable and consci-

entious efforts in learning how to write. Stevenson did not take any 

single author as his model. He gleaned whatever he could from any of 

his predecessors. Thus, while Scott drew his material from history in 

2William Lyon Phelps, The Advance of the English Novel (New 
York: Dodd, Mead, 1923), p. 135. 
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preference to the fantasies of the Gothic romance, Stevenson made use 

of both sources. 

Moreover, Scott and Stevenson were not molded by life in the 

same way; hence their philosophies of life and writings differ. Scott 

was never disturbed by speculation on the deeper problems of life, 

philosophy, or religion. His religion and morals were those of the 

upright, healthy, pure-minded gentleman. To Scott, dissent and enthu-

siasm were vulgar and ridiculous. In contrast, Stevenson was a radical 

and a rebellious son, a nonconformist in religion and social conventions. 

Stevenson may be described as a "literary bee" which gathers 

honey _from sundry sources. His romantic fiction is mainly a harmo-

nious blending of the ingredients of the romance of chivalry, the 

pastoral romance of the sixteenth century, the early eighteenth-century 

realistic novel, and the mid-eighteenth century romantic novel. 

Stevenson actually succeeded in creating what Walpole and others failed 

to do. To disprove the common assumption that Stevenson was another 

Scott, Kiely asserts: "If Stevenson's works deserve to stand, they 

should be able to do it without continual anecdotal support from the 

author's [Scott's] life. And if they deserve to fall, they should be 

permitted to collapse independently without being pushed by the novels 

of another and, in many ways, a very different kind of writer. 11 3. 

3Robert Kiely, Robert Louis Stevenson and the Fiction of 
Adventure (Cambridge, Mass.: Harvard Univ. Press, 1965), pp. 15-16. 
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Accordingly, I also intend to treat Stevenson, as a writer of romance, 

on his own merit and not as an imitator of Scott. 

Like the writers of early romances, Stevenson indulged in a 

rattling good yarn and in the exciting world of make-believe. He made 

use of strange settings and characters of high birth as in medieval 

romances. In Prince Otto (1885), he included incidents of a dis-

possessed and disguised prince, as in the sixteenth-century pastoral 

romances. He included horrifying events as in the mid-eighteenth-

century romantic novels. Like realistic works, some of his novels 

feature local incidents and are connected with historical events. 

Treasure Island (1882) is a good example of the combination of romance 

and realism. The story is built around a quest for a vast amount of 

treasure in a faraway islando The entire plot is a demonstration of 

good versus evil. The hero, Jim Hawkins, never does wrong. The 

villain, Long John Silver, is evil throughout. Jim Hawkins' honesty, 

despite the odds, wins at last. In the same story, realism is depicted 

by the use of ordinary men using common English. With the exception of 

Dr. Livesy and Squire Trelawney, all the adventurers are co11'lllloners. 

They use informal language including the co11'llllon oaths. The search for 

the treasure itself may be seen as another form of the spirit of 

materialism already portrayed in the eighteenth century by Defoe. in 

Moll Flanders (1722). 

In this study I will show the points, both of similarity and 

of difference, between Stevenson's novels and those of earlier periods. 

I intend to show also how, through combining stories of adventure, love, 
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and combat, Stevenson reveals his knowledge of human nature, especially 

as it is inherently dominated by greed, selfishness, inordinate ambition, 

pride, and prejudice. I intend to show that through lucid portrayal of 

his major characters, intricate plots, and clever connnentaries by ficti-

tious narrators, Stevenson uses his novels to teach moral lessons. Ste-

venson's treatment of the romantic novel shows that romance is not merely 

for entertainment and escapism. In this, he leans toward realists like 

Richardson and Fielding, whose novels taught moral lessons. I want, 

finally, to demonstrate that Stevenson's success as a romantic novelist 

lies also in his development of a captivating style. 

In this study, I will examine five novels by Robert Louis 

Stevenson: Treasure Island (1882), Prince Otto (1885), The Pynamiter 

(1885), The Master of Ballantrae (1888), and Weir of Hermiston (1896). 

I have discovered that this group contains substantive evidence to 

support my thesis that Stevenson's romantic novels are an experiment 

in combining realism and romanceo4 Moreover, I have discovered that 

4Realism in this study connotes a fiction which contains de-
scriptions of the common, the average, and the ordinary. The characters 
are the type of people that one may easily come across in a connnunity. 
They are involved in conunon occupationso They are concerned with the 
common matters of here and now. They speak the language of the connnon 
people. They make practical and pragmatic decisions. The settings are 
identifiable, the time of incidents is definite. The actions are true 
to life and are mainly imitations of real life. 

Romance here has the connotation of a fiction which contains 
scenes and incidents that are remote from those of ordinary life. The 
characters are usually people of high social class with present or past 
glories. They may be idealists who attempt to do things that are beyond 
the capacity of ordinary men. There may be a hero or heroine who has 
noticeable attributes of the divine, and an antagonist with demonic qual-
ities. The setting is far away; the time is indefinite. Actions may 
consist of love, combat, adventures and quest. The good wins; the evil 
is defeated. 
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critics of Stevenson's works consider this set of his novels among the 

most successful of his romances, and I have chosen these five as 

representative of Stevenson's fictions. 

Treasure Island, although regarded as part of Stevenson's 

juvenilia, qualifies as one of the best romantic novelso It is built 

on a subject which is alluring; it has a romantic setting; it involves 

varied and interesting characterso In it Stevenson demonstrates superb 

knowledge of human charactero The double-dealing of Long John Silver 

clearly foreshadows what is perfected in Prince Otto's Countess von 

Rosen. In examining Treasure Island, I will use characterization to 

demonstrate the techniques by which Stevenson develops his version of 

the romantic novel. 

Prince Otto, the second novel to be examined in this study, is 

a combination of stories of adventure, love, and combat. I will show 

Stevenson's artistic maturity through his presentation of the Prince. 

I will show how Stevenson creates in the Prince a hero that compares 

favorably with the heroes of the romances of chivalry. Although the 

Prince is weak as a ruler, he has sparkling qualities as a man. His 

courageous self-evaluation, discretion, forbearance and unselfish love 

are matchless. I will show how Stevenson here begins the use of foils, 

a technique used again in Weir of Hermiston. 

I intend to examine The Pynamiter to show that Stevenson uses 

the themes of reckless adventures, love of money, and an irresponsible 

attitude to life to teach moral lessons. I will also show the char-

acteristics in this novel that correspond to the Gothic horrors in the 

novels of Walpole and others. 
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In The Master of Ballantrae, I intend to use the versatility 

of structure to show how Stevenson blends the ingredients of medieval 

romances, sixteenth-century prose fiction, eighteenth-century realistic 

novels, and the later eighteenth-century romantic novels. I will 

analyze the evil machinations of James Durrisdeer and the consequent 

degradation of Henry Durrisdeer's conduct as part of the realism of 

the novel. 

Weir of Hermiston, a fragment, was still being composed when 

Stevenson died. However, critics consider it a book which promised to 

be the greatest of Stevenson's romances. I admit that evaluation with 

rese~ation, but consider the fragment indispensable in illustrating 

my thesis. I intend to show its romantic aspects through Stevenson's 

presentation of the personalities of the major characters, through 

Archie's idea of justice and through the pastoral type of love affairs 

between Archie Weir and Kirstie Elliot. I will show, also, Stevenson's 

leaning toward the realistic novel in his implied comments on society, 

as shown by the elder Weir's sense of justice in conflict with Archie 

Weir's opinion of justiceo I will again show how the comments of 

Frank Innes and Kirstie the housekeeper, 5 on Archie and Kirstie Elliott's 

friendship, are like incidents in the Victorian realistic novels such 

as Vanity Fair and Middlemarch. 

5Kirstie, the housekeeper, is the aunt after whom Kirstie 
Elliott, Archie's beloved, is named. Sometimes the housekeeper is also 
referred to as Kirstie Elliott. The two are important characters in 
Weir of Hermiston. 
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The novels will be treated in chronological order, as shown 

above, in order to trace the development of different aspects of the 

experiment from their crudest form to their maturity. 



CHAPTER II 

TREASURE ISLAND 

Most readers rightly see Treasure Island as one of Stevenson's 

juveniliaso Stevenson himself makes it plain that he wrote this novel 

to entertain boys. In the first place, the idea of the book came out 

of a fancy map that Stevenson drew to entertain his step-son Lloyd 

Osbourne.I In Stevenson's letter to Henley, commenting on his own 

achievement in writing the story, he remarked with enthusiasm: "If 

this don't fetch the kids, why, they have gone rotten since my day."2 

Nevertheless, this novel qualifies as one of Stevenson's most 

successful romantic novelso We can see elements of romance in the 

nature of the subject on which it is written. The opening, the setting, 

and the plot of the story smack of romance. Of more importance to this 

study is the fact that in the novel, Stevenson's experiment of combining 

realism with romance comes out vividlyo In the first place, the subject 

on which the book is written is alluring. The title of the book cannot 

fail to arouse a desire to look for something idealistic. No one may 

believe in the existence of such a fairyland Treasure Island, but all 

lJohn A. Steuart, Robert Louis Stevenson: A Critical Biography, 
2 vols. (Boston: Little, Brown, 1924), I, 375. 

2Robert Louis Stevenson, The Letters of Robert Louis Stevenson, 
2 vols. ed. Sidney Colvin (New York: Charles Scribner's Sons, 1901), 
I, 257. 

11 
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the same, one may have an insatiable curiosity to see what the author 

has in stock. Treasure Island fails as a serial at the onset, because 

the story drags along too slowly in the early series. Mr. Robert 

Leighton, the sub-editor of the magazine in which the story first appears, 

says: "The story carried on for at least six weeks by its alluring 

title. 113 

Despite the story's failure as a serial, its opening has enough 

quality to impress readers as romantic. It may be assumed that its flat-

ness sets in when after the impressive opening the story, rather than 

plunging into the search for treasure and all the hazards that the adven-

ture may involve, drags on with domestic scenes and the day-to-day affairs 

in a local inn. However, within the opening we can see different elements 

of romance. First, Stevenson makes Jim Hawkins, the boy-hero, assume the 

role of a narrator. (It may be admitted that this is not a peculiar 

feature of a romance, but here it has a special connotation.) It appears 

that Stevenson uses this technique because he is aware of the fact that 

young readers generally have a tendency to identify with a youth in a 

story. Moreover, when young readers are engrossed in the events in a 

story, they tend to suspend any air of doubt about the truth of the 

events. By making the hero the narrator, the opening is used to serve 

as an automatic reminder that whatever dangers the hero and his honest 

friends might have gone through they have certainly escaped such dangers, 

or else the narrator would not be around to tell the story. 

3 Steuart, I, 384. 
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In pursuance of his experiment, Stevenson does not indulge in a 

long concentration on romance. Even in the opening he intertwines 

realism with romance. The hero-narrator is commissioned to write down 

the story by eminent men--Squire Trelawney, Doctor Livesey, and other 

gentlemen. We are not told what is the exact status of those men yet, 

but their names lend dignity to the story. The writing is not an 

enterprise of a common man writing a journal of his life. It looks 

rather like the work of one under authority, writing down the annals of 

the deeds of a king. On the other hand, the writer pretends at recording 

a reality. He indicates that he intends to write down everything 

pertaining to "Treasure Island." He attempts to give the date of his 

writing but again holds back. That restraint is of much importance: 

it indicates an intention to relapse into the realm of romance, which 

usually deals with the long ago rather than a specific date. The 

narrator declares also that he is asked to withhold the exact location 

of the island, for there still remains some treasure "not yet lifted." 

Through that withholding of vital information, Stevenson again makes 

the subject a romance. He realizes, as did Byron, Shelley and Keats, 

that an object of quest should not have a declared location. The 

seeker has to keep looking for the object; the greatness of the object 

lies in its illusory nature. Even though Stevenson supplies the.treasure 

hunters with a map of the island, the exact location remains a secret to 

the readers. However, as we can see later in the story, to bring the 

story back into the realm of realism the object of the quest was dis-

covered even though it retains its illusory nature in some other way. 
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As in the opening, so in the setting of this novel Stevenson 

successfully combines elements of romance and realism. Wordsworth and 

Coleridge emphasized the importance of the humble, rural, life in the 

work of art. This is agreeably used by Stevenson in the setting of 

Treasure Island. The proprietors of the "Admiral Benbow," despite the 

elegance of the name of the inn, are humble. They live in a rural 

district, close to a simple hamlet, with no local dignitary. The local 

residents are such that they can be easily cowed by mentioning the name 

of Captain Flint, a notorious pirate already dead. Jim had to travel 

a fairly long distance to reach any man of consequence in order to seek 

protection for his parents' humble business enterprise. Moreover, the 

people who patronize the inn are of low class. Billy Bones as he plods 

in and takes up residence does not lend the inn any respectability. 

Later on we see Jim willing to admit blind Pew into the inn. This also 

does not portray the inn as a place for elegance. Side by side with 

the rural aspects of the setting as evidence of romance in the novel, 

we can see elements of realism protrayed by love of money and business 

enterprise in the attitude of both Jim and his mother. Although Jim's 

eager offer of help to blind Pew, to lead him into the inn, may be 

motivated by Jim's sympathy for the apparent weakness and handicap of 

Pew, Jim also appears as one readily awaiting customers coming to his 

parents' not-too-successful business enterprise. Furthermore, despite 

the imminent danger of an invasion of the inn by Billy Bones's pursuers, 

Jim's mother insists on recovering all that Billy Bones owed her. 

Failing to receive an offer of help from the people in the nearby hamlet 
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she says: "if none of the rest of you dare ••• Jim and I dare. Back 

we will go, the way we came •• . . We'll have the chest open, if we 

die for it. 114 In keeping with his desire to make this a true romance, 

Stevenson does not limit the setting to the rural district. The setting 

stretches over sea to a far-away island. Through the extension of the 

setting to a far-away island, Stevenson enables the mind of his char-

acters to be released from common sense and conscience. On the island, 

Long John Silver and his fellow mutineers feel secure and are prepared 

to go to any length to overpower the honest men and gain the monopoly 

of the treasure. 

In a romance, according to Northrop Frye, " ••• everything is 

focussed on a conflict between the hero and his enemy. 115 This is true 

of the plot of Treasure Island. Jim Hawkins and Long John Silver 

respectively represent the forces of good and evil. They are the pivot 

around which the plot of the novel revolves. The most interesting part 

of this technique in the hands of Stevenson is that, unlike earlier 

writers of romantic novels, Stevenson does not make Silver absolutely 

grotesque and loathsome to Jim. Unlike Emily Bronte's Heathcliff or 

Walpole's Prince Manfred, Silver is not without his good points. Silver 

as a character will be discussed in his due place, but meanwhile I want 

4Robert Louis Stevenson, Treasure Island (New York: Charles 
Scribner's Sons, 1900), p. 29. All subsequent references to this edition 
will be cited in my text by page numbers. 

5Northrop Frye, Anatomy of Criticism (Princeton, N. J.: 
Princeton Univ. Press, 1957), p. 304. 
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to show him as a representative of the evil side with which the good 

side represented by Jim is in conflict. While the story revolves around 

the two, they are not all the time pitched against each other as sworn 

enemies. At times they appear as the best of friends or even as father 

and son. The fact remains, however, that they are all the time con-

sciously or unconsciously a threat to each other's life. A typical 

example of their being unconscious threats to each other's life is in 

the incident where Jim accepts an assignment to be on the lookout for 

Silver. As soon as Billy Bones takes his residence in the "Admiral 

Benbow," he assigns Jim the duty of watching for the appearance of a 

seaman with one leg. Jim takes up the assignment and carries it out 

faithfully, unconsciously prepared to be the betrayer of Silver, a 

man he is going to be closely associated witho Jim is amply rewarded 

by Billy Bones but Jim pays dearly for it, in a measure greater than 

his reward. Jim says: 

How that personage haunted my dreams, I need scarcely tell 
you. On stormy nights, when the wind shook the four 
corners of the house, and the surf roared along the cove 
and up the cliffs, I would see him in a thousand forms, 
and with a thousand diabolical expressions. Now the leg 
would be cut off at the knee, now at the hip; now was a 
monstrous kind of a creature who had never had but one leg 
and that in the middle of his body. To see him leap and 
run and pursue me over hedge and ditch was the worst of 
nightmares. And altogether I paid pretty dear for my 
monthly four-penny piece, in the shape of these abominable 
fancies. (p. 6) 

Later on, in keeping with the romantic conflict between the 

forces of good and evil, we see Jim as the person who brings about 

Silver's disappointment in all his ventures. After the death of Billy 
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Bones, Jim gets the map of "Treasure Island" for which Silver and his 

fellow buccaneers haunted Billy Bones to deatho Jim submits the map to 

Doctor Livesey and Squire Trelawney, both of whom become so interested 

that they decide to equip themselves for a voyage in search of the 

treasure. Long John Silver maneuvers himself into the crew being 

recruited for the voyage. He gets in as the Sea Cook. He cunningly 

makes Squire Trelawney drop some of the crew and substitutes for them 

his gang of buccaneers. In order to withhold tension, Stevenson makes 

Jim unable to recognize that Silver is the seaman for whom Billy Bones 

asked him to be on the lookout, and who also had been the object of 

his nightmares in the Admiral Benbow. Silver gives Squire Trelawney a 

favorable impression of himself. The Squire describes Silver to Jim 

and Doctor Livesey as a respectable gentleman who lost a leg in the 

service of his country. Thus to Jim, as well as to the doctor, Silver's 

physical defect is a sort of qualification. Without awareness of 

duplicity, treachery, or pretense of goodness, Jim in company of Squire 

Trelawney and others embarks on the adventure for the treasure with 

gaiety and excitemento The excitement expressed in Jim's words is one 

of the most vivid features of romance in the plot: "And I was going 

to sea, myself; into sea in a schooner, with a piping boatswain, and 

pig-tailed singing seamen; to sea, bound for an unknown island, and to 

seek for buried treasure!" 

"While still in this delightful dream, we came suddenly in 

front of a large inn, and met Squire Trelawney, all dressed out like a 
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sea-officer, in stout blue cloth, coming out of the door with a smile on 

his face, and a capital imitation of sailor's walk" (p. 58). 

Later on, when the voyage is almost over, Jim, hiding in an 

apple barrel, overhears the conspiracy of Silver and his fellow pirates 

against Squire Trelawney and his friends. Now, Jim is able to connect 

Silver with the seaman with one leg, of his nightmares back in the 

"Admiral Benbowo" Now the past is joined to the present. There are 

both promise and an exciting, dangerous future. Through this incident, 

Stevenson balances knowledge against ignorance. First, Silver and 

his gang know why they are in the voyage, but Jim and his friends remain 

in the dark as to the true intention of the buccaneers. On the other 

hand, after Jim's unintentional eavesdropping, Jim and his friends know 

all that Silver and his gang have plotted, but Silver and his men do 

not know that Jim has heard their secret plot. 

In furthering the romantic feature of good thwarting evil, 

Stevenson continues to make Jim foil Silver's hope in different ways. 

When the group reach their destination, Jim in his characteristic youth's 

frivolity s1ips into the interior of the islando He comes across Ben 

Gunn, a marooned sailor, who had already dug up and kept most of the 

treasure. Through Ben, the honest men get the treasure; Silver's gang 

loses again. It is also Jim that regains the possession of the Schooner 

for the honest men and makes excape impossible for Silver's gang. 

Just as Stevenson follows the traditional romantic feature of 

pitching the good against the evil, he develops his own peculiar 

technique of focussing attention on the key figures in the two sides. 
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Stevenson brings the hero and the villain together. The hero remains 

good; the villain remains evil. Each works in his own way but eventually 

the end product is advantageous to the good side. After hiding the ship 

where only the honest side can have access to it, Jim unsuspectingly 

walks into the buccaneer's camp. Jim like a romantic hero who dares 

the devil, in a fit of desperate boldness, discloses that he has cut 

the ship adrift so that the buccaneers may know that their escape is 

impossible. Silver can read between the lines. He knows that Jim has 

kept the ship safely somewhere. Villain that he is, Silver begins his 

double dealing. He starts to make a plan, to the exclusion of his gang, 

to return to the honest side. He immediately assumes the role of a 

protector to Jim. On the other hand, Jim as an honest boy remains 

constant. When Doctor Livesey suggests that he make his escape by 

running back with him to the honest side, Jim refuses to run away because 

he knows that Silver's life will be in danger. Jim will not break his 

word with even Silver. When at last Silver's gang discovers, to their 

disappointment, that the treasure they are after is already dug up, 

their anger mounts against Silver. Silver and Jim on one side become 

the target of attack for Silver's gang. In the nick of time, in order 

to save Jim, the honest men come, attack the pirates from behind and 

rescue both Jim and Silver from the imminent attack of the buccaneers. 

From time to time Stevenson imitates the technique of past 

writers of romance. The way the treasure is dug up is much similar to 

the way Curio in Lyly's Euphues gets Lucilla. While Euphues and 

Philatus engage in a battle of wits, Curio wins the heart of Lucilla. 
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In the same way, while Jim and Silver's gang fight a bloody battle, Ben 

Gunn has the treasure. The analogy becomes clearer when we compare the 

comment of Ferardo, Lucilla's father, on Curio's achievement with the 

last statement Jim makes about Ben Gunn. Ferardo says: "Shall Curio 

enjoy the fruit of my travails, possess the benefit of my labor • . . 
who hath neither wisdom to increase them nor wit to keep them? 11 6 Jim 

also says: "As for Ben Gunn he got a thousand pounds, which he spent 

or lost in three weeks. o •" (po 265). Thus with the combination of 

the traditional romantic features and his own innovation, Stevenson 

pursues the objective of producing a romance full of exciting events 

and an end in which all things work out nicely. 

Despite those clear features of romance in the plot, the story 

is not completely divested of realismo The characters are predominantly 

common men. They use conunon Englisho Even the distinguished men among 

the characters are made to use the vulgar language including the conunon 

oaths. Stevenson purposely puts in oaths because he wants to make the 

story mainly a story of buccaneers and he cannot think of buccaneers 

without oaths: "Buccaneers without oaths--bricks without straw • . . 
it's quite silly and horrid fun, and what I want is the best book about 

Buccaneers that can be had. 11 7 In addition to the use of common language, 

another element of realism in the plot is that different characters 

6Hyder E. Rollins and Herschel Bakero The Renaissance in England 
(Lexington, Mass.: D. c. Heath, 1954), p. 733. 

7Robert Louis Stevenson, The Letters of Robert Louis Stevenson, 
2 vols. ed. Sidney Colvin (New York: Charles Scribner's Sons), I, 258. 
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play the roles for which they purportedly have background. Jim Hawkins, 

an inn-keeper's boy becomes a Cabin-boy in the ship. Doctor Livesey 

becomes the ship doctor. Squire Trelawney, a leader in his society, 

most likely a rich landowner, assumes the role of an admiral and ship 

owner, and Captain Smollett, an experienced seaman, goes in as the 

captain of the shipo 

A close examination of the conduct of the major characters in 

the novel may be useful to show, further, Stevenson's harmonious blending 

of romance and realism. In the boy-hero, Jim Hawkins, we can see a 

combination of a realistic and romantic character. The first encounter 

with ~im in the story shows him as a boy who is business minded. He 

takes an active part in the running of the family business. He helps 

to serve Billy Bones, as he says: "Well mother was upstairs ••• I 

was laying the breakfast table against the captain's return • . . and 

a man stepped in. • • • I asked him what was for his service and he 

said he would take rumo •• " (pp. 11-12). Billy Bones assigns him the 

duty of watching for a seaman with one leg. For the money which he 

makes on that assignment he willingly endures mental torture as de-

scribed earlier. Innnediately after Billy Bones' death, his first 

concern is for the money that the man owed his familyo He says: "Some 

of the man's money--if he had any--was certainly due to us" (p. 27). 

When out of the fear of a sudden return of the dead man's pursuers, he 

could not take all the money due to his family, Jim takes an oil skin 

packet from the man's chest to square the account. Furthermore, as a 

realistic figure, Jim's success is shown to be due mainly to luck. 
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Sheer luck made him get into the apple barrel at the crucial moment and 

there overhear the mutineers' plot. It is due to luck that Silver's 

request for an apple was thwarted by a suggestion from another buccaneer 

that Silver have a drink instead of an apple. It is by sheer luck also 

that Jim happened to see Ben Gunn on the island before anyone else. Dr. 

Livesey remarks this: "There is a kind of fate in this. • • • Every 

step, it is you that saves our lives" (p. 233). Be that as it may, all 

through this work, the experiment of combination of romance and realism 

keeps cropping up. Jim, a connnon innkeeper's boy and a materialist, is 

shown also as a romantic character. It seems to me that Stevenson 

intends to show, through this novel, the complexity of human nature. 

He seems to say here that it is sheer artificiality to divide men into 

the water-tight compartments of gentry and yeoman. In every individual 

there is some trait of nobility, dignity, and grandeur; everyone has 

some idealistic opinion of himself; and at the same time everyone, once 

in a while, regardless of illusions, and no matter how highly placed, 

will realize that he is just like any other person in many respects. 

Stevenson gives Jim, a connnoner, his own due of nobility by 

portraying him as a romantic character. First, Stevenson shows Jim as 

courageous and resourceful. The way he helps his fainting mother to 

get to the hamlet on the night that Billy Bones died at the "Admiral 

Benbow" is heroic. It is also as a courageous daring youth that he 

goes to submit the oilskin packet to Doctor Livesey that night. A very 

significant incident, showing Jim as a romantic hero is his encounter 

with Israel Hands on board the Hispaniola. Jim declares courageously: 
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"I've come aboard to take possession of this ship, Mr. Hands; and you'll 

please regard me as your captain until further notice" (p. 186). Hands 

certainly is not prepared to take that lying down, and what follows is 

a match of wit with wit, weapon with weapon. It takes more than an 

average boy's courage to combat an experienced buccaneer and emerge 

victorious. Even though Hands is a maimed man, his evil intention gives 

him the courage to attack Jim, though unsuccessfully. Through his out-

witting Hands, Jim achieves full stature as a man of action. Apart 

from that, as a romantic figure, Jim is represented as an honest man, 

and a man of his word. This is shown through his refusal to run away 

to the honest side with Dr. Livesey when he was a prisoner of Silver's 

gang. The portrayal of Jim, a commoner, as a romantic figure in the 

ways shown above, may be seen as Stevenson's ingenious way of showing 

that a commoner, through honesty, courage, and resourcefulness, may 

attain genuine nobilityo 

Long John Silver is another major character through which 

Stevenson develops his technique of combining romance with realism. 

Stevenson also uses Silver as a character to teach moral lessons. While 

Silver is uniquely Stevenson's type of romantic villain--a villain with 

despicable intentions but with admirable actions--it is as an imitation 

of earlier romantic features that we first see Silver. Inclusion of 

Silver as a character in this novel came to Stevenson's mind through the 

great esteem that Stevenson had for his friend W. E. Henley, whose foot 

was amputated in 1875. To Henley, Stevenson wrote: "It was the sight 

of your maimed strength and masterfulness that begot John Silver in 
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Treasure Island • • • the idea of the maimed man, ruling and dreaded by 

the sound was entirely taken from you. 118 This is one of the many 

instances where Stevenson uses the techniques of past writers of romance. 

Earlier, in the restoration period, when English writers copied French 

romances, writers indulged in vivid portrayals of individual contem-

poraries even though they made their setting ancient Greece or Rome.9 

Even though Stevenson claims that Silver is born in admiration of 

Henley, Silver as portrayed in Treasure Island is not what a friend 

would regard as a compliment. Malcom Elwin, one of the critics who 

know Henley very well, says: "in Long John Silver, Stevenson deprives 

Henle~ of his fine qualities and high graces of temperament. All that 

is left him are his strength, his courage and his magnificent geniality. 11 10 

Silver as a representation of Henley may thus be seen as an instance 

where a good intention fails to produce a desirable effect. 

To portray Silver as a romantic character, Stevenson makes him 

a complexity of physical weakness and spiritual strength. Within him 

also can be seen a commendable combination of questionable goodness and 

admirable wickedness. On the surface, Silver appears weak because of 

the loss of one leg. Yet, he is very smart and agile. He also appears 

generous, kind, and honest. At first he appears as a helpful, 

8Letters of Robert Louis Stevenson, II, 138. 

9Lionel Stevenson, The English Novel: A Panorama (Cambridge, 
Masso: The Riverside Press, 1960), p. 32. 

lOThe Strange Case of Robert Louis Stevenson (New York: 
Russell & Russell, 1971), Po 165. 
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experienced seaman. He offers to help Squire Trelawney select depend-

able seamen. He creates such an impression that makes the squire say 

about him: "Well, Sir, I thought I had only found a cook, but it was 

a crew I had discovered. Between Silver and myself we got together in 

a few days a company of the toughest old salts imaginable • • • the 

most indomitable spirit" (p. 55). Despite that good impression, Steven-

son puts in someone who has enough discretion to suspect the crew 

recruited by Silver. Captain Smollett states positively: "I don 1 t 

like them, Sir," and he gives his reasons. However, to give Silver 

an ample chance to develop as a perfidious character, at the end of 

the captain's consultation, both Squire Trelawney and Doctor Livesey 

pass a vote of confidence in Silver. 

From time to time Silver reflexes a good nature. He appears to 

be kind to Jim most of the time even though he and Jim represent opposite 

aspects of the story. Early in the voyage he shows paternal affection 

to the boy: "Come away Hawkins . . • and have a yarn with John. Nobody 

more welcome than yourself, my son" (p. 76). Later on, on the island, 

he invites Jim to join his gang: "I've always like you, I have, for a 

lad of Spirit, and the picter of my own self when I was young and hand-

some. I always wanted you to jine and take your share" (p. 210). 

Despite Silver's physical handicap, and his pretense of kind-

ness, helpfulness, and generosity, his wicked heart is from time to 

time revealed. His cold-blooded murder of Tom Morgan, a loyal member 

of the crew, is a spectacular example of his overriding evil intentions. 

Silver's action creates in Jim's mind an indelible impression that makes 
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it difficult for Jim to trust him, even when Silver bargains to protect 

Jim in order to have Jim as a witness to save his own life later on. 

Jim records the incident of Silver's nrurder of Morgan with Silver 

surprised by the lame man's sudden release of hidden energy: "'Hands 

off, 1 cried Silver, leaping back in a yard, as it seemed to me, with 

the speed and security of the trained gynmast. . . . John siezed the 

branch of a tree, whipped the crutch out of his armpit, and sent that 

uncouth missile hurtling through the air •• Silver, agile as a 

monkey even without leg or crutch, was on top of him next moment, and 

had twice buried his knife up to the hilt in that defenceless body" 

(po 108). Thus Silver is all the time portrayed as a double personality. 

He can be seen as a blustering buccaneer with a good heart and a criple 

with a vicious heart, almost superhuman in strength. At times he is 

a devil incarnate, with unequaled ability to extricate himself from a 

threatening situation. Whenever tension mounts against him, whenever 

physical strength may not be of use, he can subdue his adversary with 

his clever tongue. Even though there is no evidence that Silver believed 

in the sacredness of the Bible, he plays on the suceptibility of his 

comrades when they give him the "black spot." Even though Silver 

recognizes the seriousness of the sign, he keeps calm; he turns the 

fear onto those who give him the sign: "Why, hillo! look here, pow: 

this ain't lucky! You've gone and cut this out of a Bible. What 

fool's cut a Bible? ••• Well you've about fixed it now, among 

you •• You'll all swing now, I reckon. What soft-headed lubber 

had a Bible?" (p. 220). Through that diversion, he first tries to 
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create fear in the person who gives up his Bible to be used in that act 

of sacrilege. He also tries to threaten the whole group and almost 

succeeds in creating a division among his accusers. Morgan, at hearing 

Silver, says: "there! wot did I say? No good'll come o' that, I 

said." Dick, the man whose Bible is used, also felt trembling. But 

Silver's trick is not completely successful. George Merry does not 

give up the bid for captainship. Silver then resorts to a claim on 

the pirates' "legal procedure." He asserts his right to remain Captain 

until the gang shows their grievances and he has a chance to respond. 

Even though a moralist will condemn Silver's perfidy and other 

evils, it is difficult not to admire the ingenious way he answers the 

charges against him. He cleverly saves his strongest point for the end 

of his response. He begins with the trivial reason, accusing George, 

the chief contender for captainship, as one of the three who tipped him 

in as captain. In other words he says, "if you did not have confidence 

in me why did you choose me?" He goes on to show how through his 

bargain with the squire's party he gets a well-trained doctor to attend 

to the buccaneers' health. He shows also how through his bargain they 

have food and other supplies. He points to Jim as a hostage on account 

of whom they could force still better deals from the other side. 

Ultimately he brings out the authentic map of the island, through 

which they thought they would be able to get the treasure, the chief 

object of their mission. This could not fail to impress the buccaneers. 

As Jim puts it: "The appearance of the chart was incredible to the 

surviving mutineers. They leaped up on it like cats upon a mouse. It 
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went from hand to hand, one tearing it from another; and by oaths and 

the cries and the childish laughter with which they accompany their 

examination, you would have thought, not only they were fingering the 

very gold, but were at sea with it, besides, in safety" (p. 224). To 

make his retention as captain stronger and legitimate, Silver threatens 

a resignation and suggests a fresh election. Having proven his supe-

riority to George, whom he accuses of losing the ship, Silver is over-

whelmingly reelected captain. Thus as a romantic figure, Silver is 

villainous in intention, admirable in action. Through this character, 

Stevenson shows that evil is not always grotesque. It is, more often 

than not, charming and fascinating. Otherwise, how can it be a 

challenge to the constancy of honest men? 

Pursuing the experiment of combining romance and realism, 

Stevenson again portrays Silver unmistakably as a realistic figure. 

Silver, like Jim, is a connnoner. He speaks the languague of buccaneers. 

He is also a practical man. He knows what he wants and cannot be 

detracted away from his desire and goal. During the buccaneers' 

journey to the location of the buried treasure, everyone except Silver 

is threatened by the unexpected buccaneers' song, which they thought 

was corning from the ghost of Captain Flint. Silver maintains: "Ship-

mates ••• I'm here to get that stuff, and I'll not be beat by man 

nor devil. • • • The Seven hundred thousand pound not a quarter of a 

mile from here. When did ever a gentleman o' fortune show his stern 

to that much dollars. ?" (pp. 246-47). Silver is a typical man of 

the world. He acts according to circumstances. When he hears that 
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Jim has taken possession of the ship, he knows that everything else 

gained would be useless without a passage back home, so he begins to 

plan how to win his way back to the squire's side. When at last he 

finds his way back, he plans for his safe escape. Silver is not pre-

pared to play the role of a romantic hero. He is not the type that 

would surrender to justice, admit his sins, refuse to beg for pardon 

because of remorse, and take his due punishment. Silver loves his 

life. He runs for it. 

Doctor Livesey is another interesting major character in 

Trc0sure Island. Unlike Jim or Silver, Livesey is mainly a realistic 

charaGter. Although he is a magistrate, his profession as a practicing 

doctor makes him a middle class man and not a noble. He is a practical 

man of business. From his first appearance in the novel we see him as 

a man who always goes straight into the heart of a matter. During his 

professional visit to the "Admiral Benbow," to treat Jim's ailing 

father, Livesey encounters Billy Bones, who is very rude. Straightaway, 

Livesey uses common language to express his opinion: "I have only one 

thing to say to you, sir, . . . that if you keep on drinking rum, the 

world will soon be quit of a very dirty scoundrel!" (p. 9). Several 

days after, Billy Bones, after a scuffle with Black Dog, passes out. 

Livesey treats him as a matter of course. He also gives Billy pro-

fessional advice: "One glass of rum won't kill you, but if you take 

one you'll take another and another, and I stake my wig if you don't 

break off short, you'll die" (p. 18). Following professional etiquette, 

again on the island, he sincerely attends to the wounded buccaneers 



30 

even though they are his enemies. However, this is also one of his 

tricks to pacify the mutineers, to allow the honest group to get away 

safely with the treasure which they have already got. This may be 

Stevenson's subtle way of showing that a typical man of the world may 

have some ulterior motive for his good deeds. 

Another notable feature of the doctor, as a realistic character, 

is his gift of foresight. He can always read between the lines. A 

typical example is seen in the incident of Captain Smollett's complaint 

about the crew. Captain Smollett complains that he does not like the 

cruise. While Squire Trelawney, behaving true to his aristocratic 

status, snaps back angrily at the Captain, "Possible, sir, you may not 

like your employer, either?" Doctor Livesey in his usual calm approach 

cuts in: "Stay a bit. • • • The captain has said too much or he has 

said too little and I'm bound to say that I require an explanation of 

his words." After a thorough interrogation of the captain, Doctor 

Livesey comes to a conclusion which the captain himself is not sure of, 

but which later proves to be accurate: "I see • you wish us to 

keep this matter dark, and to make a garrison of the stern part of the 

ship. • • • In other words, you fear a mutiny" (p. 69). With features 

like this, Stevenson gradually develops a type of romance somewhat 

different from the romance tradition. 

Clara Reeve in The Progress of Romance states: "The novel is 

a picture of real life and manners, and of the times in which it was 

written. The Romance, in lofty and elevated language, describes what 
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has never happened nor likely to. 1111 While Stevenson's Treasure Island 

is a record of what has never happened, a study of some incidents in it 

must impress a discerning reader as representing life then and now. 

For instance, the gross abuse of Jim's charitable act by blind Pew. 

Pew appears as a deformed harmless stranger who deserved to be pitied 

and helped rather than feared. What is more, Pew offers friendship and 

requests for help. He appeals to Jim's emotion by claiming that he lost 

his sight in the service of his country. He asks Jim: "Will you give 

me your hand, my kind young friend and lead me in?" (p. 24). To the 

unsuspecting boy's surprise, Pew grips the hand and demands, with every 

force at his command, that Jim lead him to Billy Bones. This is a 

transparent presentation of the sudden horror of a misplaced trust, 

which is not difficult to come across among men of all ages. But 

soon after, as in the plot of a romance, where evil is always punished, 

blind Pew is stamped to death by horses. Although one who has lost his 

conscience may regard Pew's tragic death as a coincidence, many people 

(even in this age when some believe that the world is ruled by blind 

chance) will regard Pew's death as a deserved recompense for his act 

of ingratitude to the innocent boy. 

On a higher scale of value, in depicting life as it was then 

and as it is now, is the boldness seen in the good characters, in 

contrast to the evil characters' weakness in this novel. Surprisingly, 

llquoted in Robert Kiely, The Romantic Novel in England 
(Cambridge, Mass.: Harvard Univ. Press, 1972), p. 3. 
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clever as Silver appears among his gang, whenever he is confronted by 

an honest man he becomes a powerless, toothless old dog who "can only 

bark but can not bite." When he leads a delegation to meet Captain 

Smollett after the first battle, Silver makes a treacherous offer of 

"protection" to the honest men if they will give him the chart of the 

island. Captain Smollett dismisses Silver like a naughty school boy: 

"You can't find the treasure. • • • You can't sail the ship. • • • You 

can't fight us. Your ship's in irons, Master Silver ••• and 

they're the last good words you'll get from me •••• Tramp my lad. 

Bundle out of this, please ••• and double quick" (pp. 151-52). 

Silver, in response to that scurrilous rebuff, merely goes away 

nruttering a face-saving empty boast: "Laugh, by thunder, laugh! Before 

an hour's out ye'll laugh upon the other side." 

Similarly, at a time when Jim's life is in Silver's hand, Jim 

engages Silver in a verbal confrontation and renders Silver speechless. 

Silver asks Jim to cast his lot with his (Silver's) gang. He shows 

Jim that it is futile to think of going back to the squire's group. 

Jim tells Silver boldly how he, Jim, is directly involved in all the 

actions that foiled Silver's plot. He concludes with a bold and 

insulting defiance: "I no more fear you than I fear a fly. Kill me, 

if you please, or spare me. • • • It is for you to choose. Kill 

another and do yourself no good, or spare me and keep a witness to 

save you from the gallows" (p. 213). Although this smacks of romance, 

it is not impossible in real life. Honesty has occasionally emboldened 
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people of all ages. It is common knowledge that a dishonest person is 

usually cowardly--that is why he suppresses evidence. 

In pursuance of his type of romance, which is a romance not 

altogether outside of common occurrences in life, Stevenson puts in some 

goodness in the villain, Long John Silver, and for that he rewards him 

generously. Despite Silver's dishonesty, treachery, and murder, the 

last thing we hear about Silver is that he slips away with a substantial 

amount of the treasure. Here it seems that Stevenson allows Silver to 

get away with evil, a man who actually deserves to be severely punished. 

It appears that Stevenson decides to spare Silver as a compensation for 

some goodness in him. Before the mutiny, even though Silver had long 

formed the intention to mutiny, he was a good cook. He also acted as 

a father to Jim. Moreover, after he wins his way back to the squire's 

side, he remains sober until his escape. His escape is just the natural 

thing for a man in Silver's condition to do. Besides, Silver was very 

diligent in his search for the treasure. It is not uncommon in real 

life to see a wicked man attain the object of his desire through his 

diligence. In this reward of Silver, Stevenson once again imitates the 

realistic novel. Silver's reward is similar to Defore's Moll Flanders, 

who ends happily after a long career of immorality. Moreover, in real 

life it is obvious that not all sins or offenses receive what observers 

consider due punishment. 

Above all, the most conspicuous aspect of the incidents in this 

novel is the effect that the treasure has on all that have interest in 

it. Ben Gunn, to start with, spends the most part of his life dreaming 
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about the treasure. Gaining it is not of any benefit to him until he 

is prepared to share it with others. That is life in a simple form. 

Whatever one pursues or possesses--money, knowledge, or power--unless 

one is prepared to share it with others, it will be of little or no 

use to him. The pirates left behind on the island are people who 

suffer, after being deserted by leaders who led them astray. Such is 

common today. Leaders of unsuccessful rebellions always secure their 

own safety at the expense of their followers, as Silver did. Ultimately, 

the effect of the treasure on the people who share it is worth noting. 

Jim summarizes it: "All of us had an ample share of the treasure, and 

used it wisely or foolishly, according to our natures" (p. 265). It 

is simply like the quest for knowledge in modern times. Acquisition 

of knowledge does not make a person good or bad. A wicked man with 

knowledge may use it to promote his evil intention--a sort of waste. 

An innately good man with knowledge will likely use it to benefit 

mankind--using it wisely. 



CHAPTER III 

PRINCE OTTO 

Unlike Treasure Island which was written to entertain boys, 

Prince Otto (1885) was planned by Stevenson to be a serious romance. 

With the opening statement the author hits on several aspects of romance: 

"You will seek in vain upon the map of Europe for the bygone state of 

Grunewald. An independent principality, an infinitesimal member of the 

German Empire, she played, for several centuries, her part in the 

discord of Europe. 111 The author shows that the setting of the novel 

is not a place that can be experienced through the senses. It has to 

be imagined. Thus the locale is placed within the realm of the ideal. 

Its glory, power, and grandeur belong to the remote past. Even though 

it is a small state, it is a power to reckon with, since it has been 

able to play an active part in the discord of Europe for several 

centuries. Within the first chapter also, the author goes on to show 

that the state is not only lost but also shares the same fate with 

several other states. This makes it much more difficult to guess 

accurately the location of Grunewaldo But, despite those attempts to 

lRobert Louis Stevenson, Prince Otto, in Prince Otto, Island 
Nights Entertainment, Father Damien (New York: Charles Scribner's Sons, 
1918), p. 1. All subsequent references to this edition will be cited 
in my text by page numbers. 
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introduce the story as a pure romance, in keeping with the experiment 

of combining romance and realism, Stevenson puts enough in the first 

chapter to make a reader see the state of Grunewald in concrete ways. 

Although he announces that the state is lost, Stevenson gives a vivid 

description of the physiography of the land. He gives some idea of the 

basic occupation and activities of the inhabitants of Grunewald. He 

gives also an idea of the composition of the state. He says: "It was 

a patch of hilly country covered with thick wood. Many streams took 

their beginning in the glens of Grunewald, turning mills for the 

inhabitants. There was one town, Mittiwalden, and many brown, wooden 

hamlets, climbing roof above roof, along the steep bottom of dells, 

and communicating by covered bridges over the larger of the torrents" 

(p. l)o All those detailed descriptions of the land give life to the 

story and encourage the reader to plunge in, to discover, even if only 

in imagination, the lost state of Grunewaldo 

Not only are the setting and time used to introduce a fascinating 

romance, the status of the major characters of this novel also gives the 

reader an impression that he will soon get into a story with an ideal 

situation. The status of the characters makes one form an impression 

that one is to read about highly placed people. First, we have the 

hero, generally referred to as the Prince. The hero is not referred to 

as the King, the Emperor, or the Ruler. Any of those alternative titles 

might have suggested to the reader that the hero must be someone with 

some responsibility, someone who m;1:, not be altogether free, since he 

must all the time be mindful of the great burden of ruling and of the 
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duty of keeping the realm in a stable and happy condition. But, as the 

hero is referred to as the Prince, there is a connotation that the hero 

is one whose greatness is due mainly to his birth. He may not yet 

shoulder much responsibility. He has an ample chance to indulge in 

luxurious living, while someone else bears the burden of responsibility. 

While Stevenson gives the hero such a superficial connotation, the true 

position is that the Prince is the rightful head of his state. He is 

supposed to reign and rule, but what actually happens accords with the 

superficial connotation of his title. I shall discuss the Prince as a 

character in his due place, but meanwhile I intend only to show how 

his title makes one expect a romance from this novel. 

Next we have the Princess. Here again we have a title which 

does not give the full status of the character. Seraphina, the Princess, 

is in reality the Queen of Grunewald. For all practical purposes, she 

is not only a reigning but also a ruling queen. But instead of giving 

this impression, just as in the case of the Prince, Stevenson makes one 

see the Princess as a young lady, free to enjoy the privileges of her 

high birth; one having parents who shoulder the responsibility of ruling. 

We have also other characters with high titles like baron, countess, and 

chancellor. All these suggest to the reader that he is not in for conunon 

people's affairs. He is soon to discover the deeds of a set of privileg-

ed people. The status of the characters makes one expect also to read 

of people exercising powers of life and death; people demonstrating 

magnanimity and other ideals of conduct. One expects to read of 

sycophants flattering the prince and princess. One expects to read of 
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intrigues and perhaps insurrections. Like writers of traditional 

romance, Stevenson also employs the theme of love. The Prince is said 

to descend through Perdita, the only daughter of King Florizel I of 

Bohemia. Thus, through the intermarriage between the ruling houses of 

Grunewald and Bohemia, as in many other principalities in the area, a 

state of peace and stability is maintained among various states in that 

part of Europe. Here, it appears that Stevenson deliberately adapts 

material from Shakespeare's pastoral romance The Winter's Tale. It is 

more than a mere coincidence that Prince Otto is said to have descended 

through Perdita, the daughter of King Florizel I of Bohemia. Since 

Stevenson's novel is written at a later period than Shakespeare's play, 

it is not illogical to see this adoption of the names in Shakespeare's 

play as Stevenson's attempt to create an element of verisimilitude in 

his novel. One can assume that the Perdita through which Prince Otto 

is said to have descended is a daughter of Prince Florizel and Princess 

Perdita of The Winter's Tale. We may deduce that the daughter is named 

after her mother. Pursuance of the technique of adaptation of Shake-

speare's material continues. As the intermarriage between the ruling 

houses of Bohemia and Sicilia in Shakespeare's play brings an end to the 

age-long enmity between the two rulers--Polixenes and Leontes--so the 

intermarriage between the ruling houses of Bohemia and Grunewald· brings 

peace and stability to the two principalities. Apart from that direct 

alignment of the ruling houses of Stevenson's novel with those of 

Shakespeare's play, we can also see similar characteristics of pastoral 

romance in the two works. In The Winter's Tale, Prince Florizel goes 
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into a Shepherd's cottage, disguises himself as a shepherd, and expresses 

profound love for Perdita, a beautiful shepherdess. In a similar manner, 

Prince Otto, in disguise, comes across a farmer's daughter, whose beauty 

and character he admires, and from whom he, in return, receives much 

respect. Although Prince Florizel is quite free to pursue his heart's 

desire and to declare his love for Perdita, his status as a prince makes 

it incongruous for him to indulge in such an affair. In the same way, 

Prince Otto is already committed to his wife, the Princess, and can 

only show admiration for Ottilia. Just as in Shakespeare's play Prince 

Florizel is recognized as a prince by Perdita, in Stevenson's novel, 

despite Otto's disguise, Ottilia recognizes him as the Prince of 

Grunewald. Even though Prince Otto does not intend to marry Ottilia, 

his relationship with her is suspected and challenged by Fritz, the 

young man who is in love with her. The challenge may be seen as a 

counterpart of the objection raised by King Polizenes, Prince Florizel's 

father, when he learns of his son's love for a shepherdess. 

On the whole, the major plot is intertwined with love affairs. 

The hero, Prince Otto, has a peerless love for his young wife, Seraphina. 

On the other hand, the Princess Seraphina takes the Prince's love for 

granted. The Princess is more committed to the pursuit of power and 

ruling than to the affection shown by the Prince. This enables the 

author to show the hero much like the heroes of medieval romances who 

adore, worship and serve ungrateful ladies, as described by c. S. 

Lewis: "The sentiment, of course, is love ••• whose characteristics 

may be enumerated as Humility, Courtesy, Adultery and the Religion of 
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Love. The lover is always abject. Obedience to his lady's lightest 

wish howeve:r whimsical, and silent acquiescence in her rebukes, however 

unjust, are: the only virtues he dares to claim. 112 The Prince is willing 

to do all that would please Seraphina. He freely gives her his ruling 

power. His frequent absences from the state are meant in good faith 

to give the Princess an ample chance to rule as she desires. This is 

most unrealistic, but through it Stevenson shows how a good intention 

badly directed can produce an adverse effect. Instead of receiving 

love and loyalty from his wife, the Prince receives an ill reputation 

among his subjects. 

The complex love affairs in the plot involve also other major 

characters. Madame von Rosen has an admiration bordering on love for 

the Prince while she is actually a mistress to the Baron Gondremark. 

The Baron, on the other hand, loves the Countess, Madame von Rosen. In 

his cleverness, the Baron rejoices that he has the Princess for his dupe, 

through whom he would attain power, but he also is being fooled by the 

countess. Adaptation of materials from Shakespeare's play is again 

employed in the court scenes. In The Winter's Tale, King Leontes begs 

his wife to persuade King Polixenes to remain longer at his [Leontes'] 

court. The wife succeeds where Leontes has failed, and King Leontes 

unreasonably misconstrues the innocent honor done to his wife as· a 

guilty intimacy between his wife and Polixenes. This type of 

2The Allegory of Love (1936; rpt. New York: Oxford Univ. 
Press, 1971), p. 2. 
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misconception appears in Stevenson's novel. Prince Otto gives his wife 

an ample chance to rule the state. He undoubtedly approves of the 

position of Gondremark as Seraphina's Prime Ministero All over the 

state, rumor spreads that the Princess Seraphina is Gondremark's 

mistress. But even though Gondremark, a villain, does not compare 

favorably with the honest King Polixenes, the scandal that Seraphina 

is Gondremark's mistress is unfounded. Although Prince Otto, unlike 

King Leontes, does not entertain any doubt about his wife's fidelity, 

he succumbs so much to the pressure of the rumor that he warns his 

wife to see less of Gondremark in order to rid herself of scandal. 

Stevenson seems to reverse the order a bit when he makes Madame 

von Rosen confront Seraphina with Seraphina's folly of failing to see 

Prince Otto's genuine love, just as Paulina makes King Leontes see how 

the King failed to see Queen Hermione's goodness. Paulina says: 

True, too true my lord. 
If, one by one you wedded all the world, 
Or from the all are took something good 
To make a perfect woman, she you killed 
Would be unparalleled.3 

The same idea is expressed when Madame von Rosen says: 110 wooden doll! 

. . • have you a heart, or blood, or any nature? O, it will not happen 

twice! it is not common; beautiful and clever women look in vain for it. 

And you, you pitiful school girl, tread this jewel underfoot!" (p. 170). 

3william Shakespeare, The Winter's Tale, in Shakespeare: The 
Complete Works ed. G. B. Harrison (New York: Harcourt, Brace & World, 
1948), V.i.12-160 
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It is equally interesting to compare Seraphina's response to that con-

frontation, with King Leonte's response to Paulina's accusation. 

Seraphina says: "Your violence shocks me and pains me" (p. 171). That 

is just as Leontes says: "Killed! She I killed! I did so; but thou 

strikes me I Sorely to say I did. It is bitter. 114 With those intricate 

themes of love, suspicion, misconception, and dupes, Stevenson makes 

Prince Otto a romance embedded in a framework of adventure. 

The beauty of the whole novel comes out best through the 

characterization. It is a conunon belief that the hero of romance is 

usually unexciting. Hazlitt explains this" "They would be no longer 

those 'faultless monsters' which it is understood that they must be to 

fulfill their parts in the drama."5 Eigner offers still a more practical 

explanation: "In Gothic romance at least, the hero had to be kept in 

the background to give the villain his legitimate opportunities to 

terrorize the heroineo 116 If one examines the life of the Prince, the 

hero of this novel, it can be seen that Stevenson follows closely this 

traditional technique of romance. He profits by it also; for the most 

fascinating things about the hero, Prince Otto, is his naivete that 

borders on stupidity. Reading how Otto sermonizes on scandal and 

4Ibid., V.i.16-18. 

5william Hazlitt, The Complete Works of Hazlitt, 21 vols., ed. 
P. P. Howe (New York: AMS Press, 1967), XVII, 247. 

6Edwin M. Eigner, Robert Louis Stevenson and Romantic Tradition 
(Princeton, N.J.: Princeton Univ. Press, 1966), p. 60. 
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marriage to his wife, how the wife spitefully defies him, how he leads 

the wife to a place where he proposes to receive a statement of divorce 

from her, then finally requests the Baron (a man suspected to be the 

lover of Otto's wife) to escort the wife back to her apartment, one can 

hardly resist the urge to exclaim, "What a fool!" Even though Otto as 

a major character appears throughout this novel, Otto's weakness makes 

him a hero who is much hidden behind the scene. Through his frequent 

absences from his domain and the delegation of his ruling power to his 

young wife, Otto makes it quite easy for the villain, the clever 

politician Gondremark, to manipulate the heroine. The only difference 

between Otto and the heroes of the Gothic romance is that Otto never 

emerges as a rescuer, or champion of the cause of the heroine. It is 

by sheer chance that he gets back his wife after his own release from 

prison. 

While it is useful to show how Stevenson employs the technique 

of traditional writers of romance, it is equally important to show how 

Stevenson develops his own type of romance through his method of 

characterization. He portrays the Prince as a combination of sterling 

qualities as a man and a despicable character as a ruler. Stevenson 

depicts the Prince both as romantic and realistic. Prince Otto's 

courageous self-evaluation, discretion, forbearance, and unselfish 

love make him distinctively a romantic figure. At the same time, in a 

very clever manner, Stevenson uses incidents which are obviously 

romantic to show some elements of realism in Otto's behavior. A 

typical example is the description of Otto's fancy for Mr. Killian's 
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farm. Stevenson here combines a glowing picture of the farm with 

Otto's attraction for the farm: 

Otto returned to his rock promontory; but his humour had 
in the mean time changed. The sun now shone more fairly 
on the pool, and over its brown welling surface, the blue 
heaven and golden green of the spring foliage danced in 
fleeting arabesque. The eddies laughed and brightened 
with essential colour. And the beauty of the dell began 
to rankle in the Prince's mind; it was near to his own 
borders yet without. He had never had much of the joy 
of possessorship in any of the thousand and one beautiful 
and curious things that were his; and now he was conscious 
of envy for what was another's (p. 23). 

In view of that picturesque description of the farm, one may 

regard Otto's passion for the farm as one more trait of a romantic 

character, but Stevenson gives enough evidence to convince us that 

Otto's desire for the farm is realistic. Otto does not desire the 

farm just in order to have a place for quiet royal retreat, away from 

the pleasant but strenuous court scenes. Rather, he desires the farm 

as a place where he can take refuge, as a common man, when, as becomes 

imminent, he loses his domain. When Otto learns that the farm would be 

sold, he becomes interested: "Otto's fancy for the place redoubled at 

the news, and became joined with other feelingso If all he heard were 

true, Grunewald was growing very hot for a sovereign Prince; it might 

be well to have a refuge; and if so, what more delightful hermitage 

could man imagine?" (po 25). It is also in pursuance of this foresight 

that Otto fights "tooth and nail," in his council, to obtain money to 

buy the farm. 

Even though Stevenson does not create in Otto a strong, imposing 

romantic character. Stevenson demonstrates some artistic finesse by 
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endowing a weak hero with some rare human qualities. First among Otto's 

moral qualities is his capacity to make friends. Otto is a good 

conversationalist, always with a ready and appropriate response, showing 

great discretion. He never fails to impress his audience when he goes 

about disguised as a commoner. Stevenson tickles the reader when he 

makes a scholar point to Otto as the type of man best able to rule 

Grunewald. Here, Stevenson makes another clever adaptation of a con-

vention of the pastoral romance used by Shakespeare in As You Like It. 

In Shakespeare's play, the disguised Rosalind pretends that she could 

not see Orlando as a lover: 

There is none of my uncle's marks upon you. 
He taught me how to know a man in love, in which 
cage of rushes I am sure you are not prisoner.7 

In Stevenson's novel, the scholar appears to be sincere when he says to 

the disguised Otto: "I have been observing you since your first 

entrance. Well, sir, were I a subject of Grunewald, I should pray 

heaven to set upon the seat of government, just a man like you, with 

such a man as, say Doctor Gotthold at your elbow, would be, for all 

practical issues, my ideal ruler" (pp. 40-41). With the "play within 

a play" Stevenson sustains the reader's interest. It makes one feel 

that the Prince might not be as bad as his subjects and neighbors make 

him appear. It is noteworthy that the scholar points out that Otto 

can be a good ruler if he has a good counselor. That Stevenson refuses 

7William Shakespeare, As You Like It, in Shakespeare: The 
Complete Works (New York: Harcourt, Brace & World, 1948), III.ii. 
387-389. 
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to give Otto a good counselor may be a subtle device to point out that 

any man left to himself, without good advice from other persons, has 

very little chance of success in life, regardless of his innate 

capability. 

Side by side with some unexpected favorable evaluation from 

others, Otto demonstrates unusual courage in evaluating himself. He 
I 

never deludes himself into believing that 1 the accident of birth makes 

him a prospective ruler. Although he knols that he has some good 

qualities as a person, he realizes that h~ lacks the stamina to execute 

his intentions. He does not only know himself, he also refuses to 

blame others for what he realizes is his own fault. In disguise, he 

says in reference to himself: "I was told he was, in his heart a good 

fellow, and the enemy of no one but himself" (p. 11). And even when 

a peasant girl who recognizes him insists that he is good, Otto gives 

a very pictorial evaluation of himself. He says: "Well now, have you 

not seen good food so bedevilled by unskilful cookery that no one could 

be brought to eat the pudding? That is me, my dear. I am full of good 

ingredients, but the dish is worthless. I am--! give it you in one 

word--sugar in the salad" (p. 21). That certainly sums him up as a good 

man but a bad ruler. By using concrete terms--good food, unskilful 

cookery, good ingredients, worthless dish, sugar in salad--metaphorically, 

to describe the abstract ideas about Otto's personality, Stevenson scores 

a good stylistic point. It is easy for a reader to appreciate, for 

instance, the reaction that the appearance of, sugar in salad will arouse. 
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Thus the ingenious use of words makes it easy for a reader to realize 

the gravity of Otto's weakness. 

Further, as a romantic figure, Otto is depicted as a man with 

matchless forbearance and an embodiment of magnanimity. He can retain 

his calmness and generosity in the face of insolence and defiance. His 

response to Sir John Crabtree's adverse commentary on the state of 

Grunewald illustrates those qualities named above. Sir John, a visiting 

journalist, is arrested on account of his derogatory commentary on the 

state of Grunewald. Sir John's commentary on the personalities of 

Otto and his wife is the most intolerable; yet after a brief interview 

in which Sir John is as rude as ever, Otto voluntarily releases the 

visitor, issues him a passport, and offers him a carriage with which to 

continue his journey. The only point that Otto contests is the libel 

against the Princess, Otto's wife. For that, he challenges the visitor 

to a duel. In this, despite all the manifest weakness of the Prince, 

Stevenson shows him as a gentleman with a sense of honor, worthy of 

his high rank. It is most appropriate that Stevenson makes Otto's 

greatness on this point overwhelm the scurrilous, insolent journalist. 

Sir John declares: "on the whole, after the present interview, I 

scarce know anybody that I like better than yourself. You see, I have 

changed my mind. • • • I tear up this stuff before you, here in your 

own garden; I ask your pardon, I ask the pardon of the Princess" (p. 76). 

More than any other qualities, Otto's unselfish love places him 

above the status of an ordinary man. It also exemplifies Stevenson's 

maturity in depicting a romantic character. Even though Otto knows that 
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the Princess does not appreciate his love, he is prepared to defend her 

against scandal. While Otto admits his inadequacy as a husband, he 

maintains that his love is constant. As a man of honor, he will not 

accept pity in substitution for love. At the climax of his estimation 

of the relationship between him and his wife Otto says: "What your 

love refuses I would scorn to receive from your pity 0 • . . And for 

jealousy, what ground have I? A dog-in-the-manger jealousy is a thing 

the dog may laugh at" (p. 98). When at last, the Princess, under the 

clever manipulation of Gondremark, sends him a sentence of imprisonment, 

Otto accepts his imprisonment as a duty of loveo He says: "It is in 

all the copybooks that one should die to please his lady-love, and shall 

a man not go to prison?" (p. 161). This is where Otto's attitude baffles 

any realist. It is not surprising that Madame von Rosen says: "no 

love, at least for a man, that is not equally returned." But be that 

as it may, Otto, as a romanticist and idealist, sees love as total 

commitment to the lover, regardless of reciprocation. 

Despite all those qualities which portray Otto as a good man, 

he is a failure from beginning to end as a rulero Recognizing his own 

inadequacy, Otto chooses to be absent from his domain most of the time. 

He thinks very meanly about his kingdom. While accusing his wife of 

not being fair to him, he says: ''When I found it amuses you to play 

the part of Princess on this little stage, did I not immediately resign 

to you my box of toys, this Grunewald?" Again on another occasion 

when his Prime Minister refers to "the whole previous policy of 

Grunewald," Otto laughs at the pretensions of such a small country to 
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so high-sounding a thing as a policy. He says: "One would suppose you 

had no sense of humour! would you fish in a coffee cup?" (p. 110). 

Obviously, anyone who holds such a low opinion of his realm is not cut 

out to rule. Moreover, on learning how unpopular he has become, his 

attitude is primarily one of resignation. He makes provision for his 

future by buying a farm, and he is prepared to abdicate calmly at any 

time. What's more, when Madame von Rosen urges him to tear up the 

order of his arrest and fight for his freedom, all that Otto says is: 

"You seem to expect from me some effort of resistance; but why should 

I resist? ••• and now that I have read this paper, and the last of 

a fool's paradise is shattered, it would be hyperbolical to speak of 

loss in the same breath with Otto of Grunewald. I have no party; no 

policy; no pride nor anything to be proud of. For what benefit or 

principle under Heaven do you expect me to contend?" (p. 159). 

With those ingenious characterizations, showing the paradox of 

a good man and a bad ruler, Stevenson successfully uses a romantic 

character to prove a realistic point. He makes it clear that people 

are not born rulers or servants. Each man has to prove what he chooses 

to be. Each individual can only be happy when he does what he has 

aptitude and interest for. Otto himself says to his gaoler: "I have 

now come to that happy moment of my life, when I have orders to receive 

but none to give" (p. 165). This pictorial way of demonstrating a 

belief in individual talent and interest makes more impression than 

would a deliberate attempt at attaining verisimilitude, since the 



50 

point hangs on a character who appears to make a fool of himself. The 

simplicity of Otto enables us to laugh and learn. 

Another character through whom Stevenson demonstrates artistic 

maturity is the Princess Seraphina, wife of Prince Otto. In keeping 

with the experiment of combining romance and realism, Stevenson shows 

the Princess first as an idealist. He shows later on how in a tragic 

way her eyes are opened to reality. In creating this character Steven-

son begins his technique of placing one character as a foil of another. 

In this Stevenson is an imitator of realists like Fielding. The 

Princess is, in many respects, a foil to the Prince. While the Prince 

loves outdoor life and cares very little for ruling, the Princess loves 

indoor life and desires to ruleo While the Prince is unassuming and 

humble, taking no pride in his realm, the Princess is ambitious and 

proud. Otto is very honest with himself and will only accept others' 

candid opinion in matters pertaining to his personality. Seraphina, 

on the other hand, can be easily flattered and she submits herself to 

self-delusion. For instance, to justify her action in sending her 

husband to prison she says: "Madame von Rosen, these troubles are 

affairs of life and death to many. • • • I have learned, madame, 

although still so young • • • that my own feelings must everywhere 

come last" (p. 172). 

While the Prince is committed to total love of his lady, the 

Princess places the duty of a ruler above the duty of a wife. Although 

the Prince appears stupid in the area of ruling and lacks the courage 

to act his rank, he is able to see the Baron in a true perspective and 
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recognizes him as a fraudulent double-dealer and opportunist. On the 

other hand, the Princess, who is clever in her own eyes, fails to see 

the Baron in his true color. She sees him as a wise counselor who is 

submissive and has genuine interest in the progress of the state. Al-

though the Princess does not love her Prime Minister, she is woman 

enough to feel a little jealous of Countess von Rosen, the Prime 

Minister's mistress. On the other hand, the Prince, though with a 

fervent love for his wife, has no room in his heart for jealousy. He 

is unsuspecting and all trusting. What the Prince cares most for is 

to preserve the honor of his wife, while the Princess does not feel 

insulted to hear her husband spitefully referred to as "featherhead." 

While the Prince is presented as a good man but a bad ruler, the Princess, 

despite her superficial capability as a ruler, is portrayed fundamentally 

as a fool. 

In her illusion that the Prime Minister is working for her 

interest, the Princess cherishes her husband's frequent absences from 

his domain. To bring some features of realism into the story, Stevenson 

makes the Princess remember, from time to time, that her husband has 

the right to the throne and should not be kept entirely out of the show. 

But vain as she is, she enjoys the incessant flattery of her Prime 

Minister: "The Prince reigns indeed in the almanack; but my Princess 

reigns and rules. • • • She has but one fault; there is but one danger 

in the great career that I foresee for her. • • It is in herself--her 

heart is soft" (p. 88). Even though Seraphina is shown as one who loves 

power, Stevenson makes her hesitate once in a while. She does not 
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easily swallow Gondremark's flattery, hook, line, and sinker. Her 

hesitation is a device through which the author plans to show more of 

the devilry in Gondremark--a clear demonstration that evil has to be 

attractive to be effective. With a device of "advance and retreat," 

the reader's interest is sustained. After an attempt by Seraphina and 

the Council to rush through a bill on a war of aggression is foiled by 

Otto, Seraphina betrays her weakness. She declares that all is lost. 

Gondremark once again reassures her that nothing is lost. He flatters 

on: "Madam, I knew two things: I knew that you are born to connnand, 

that I was born to serve; I knew that by a rare conjecture, the hand 

had found the tool; and from one first I was confident, as I am confident 

today, that no hereditary trifler has the power to shatter that alliance" 

(p. 115). The hand has indeed found the tool, but the irony is that the 

statement is ambiguous. The Princess is indeed the "tool," but she is 

under the illusion that she is the "hand." 

After a lot of dilly-dallying, the Prime Minister convinces 

the Princess to order the imprisonment of her husband. Fate works in 

favor of the Prime Minister. At the point of the Princess's hesitation, 

Otto threatens to withdraw the power of signing official documents from 

his wife. She feels insulted and decides at last to order the husband's 

imprisonment. Here her folly comes to the climax. She is now completely 

enclosed in her "fool's paradise." The pity of it is that the "tool" 

and the "hand" that manipulates it do not have long to enjoy their 

illusory power. Through the incident that follows, Stevenson demon-

strates the moral of retributive judgment. The Prime Minister rejoices 
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over his achievement in using the Princess as a tool to destroy a man 

who loves her. But the Prime Minister also unwittingly plays into the 

hand of one whom he loves, who also betrays him as the Princess betrays 

the Prince. To celebrate his victory, the Prime Minister discloses 

his achievement in a note to Madame van Rosen: "Ratifia has done the 

deed, her husband to be packed to prison. This puts the minx entirely 

in my power •••• she will now go steady in harness, or I will know the 

reason" (p. 173). Madame von Rosen's disclosure of the note to the 

Princess serves an an eye-opener. Seraphina sees her folly. She 

appreciates that she has been a dupe of Gondremark all the time. She 

is prepared to act as a realist at lasto She decides to avenge herself 

and her husband. At the next meeting with her flatterer, the Prime 

Minister, she gives him what she considers a fatal stabbing. She is 

aware of her unpopularity; she knows that the Prime Minister has the 

populace behind him. She flees from her domain. The realm is lost to 

her as well as to the Prime Minister. Through the portrayal of the 

Princess, Stevenson shows the horrors of illusory inordinate ambition, 

pride, and the repercussions of treachery and ingratitude. He shows, 

too, the irony of an admirable villain. 

"The hero of a story," says Baildon, "is often a mere thread 

to hang the story •••• the characters that most impress us are 

precisely those with whom we are least inclined to identify ourselves. 

Lady Macbeth, Iago, Shylock ••• Mr. Micawber are either morally or 

in point of dignity contemptible, yet they are the great characters for 
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actors and the play goer. 118 It seems that Stevenson has this statement 

in mind when he creates the character Gondremark, the Prime Minister of 

Grunewald. Even though one cannot but condemn Gondremark for his perfidy 

and evil machinations toward those to whom he owes a debt of gratitude, 

Gondremark's cleverness, diplomacy, subtlety, and diligence in pursuit 

of his ambition are commendable, and worthy of emulation by any pro-

spective politician. Gondremark's sole ambition is to become the 

president of a republic, yet he accepts the post of a prime minister 

under a sovereign. He plans to work from within to change the whole 

system. 

It may be argued that fortune also works in Gondremark's favor 

in that the sovereign Prince is a spineless man who cares very little 

about retaining his ruling power. But Gondremark shows his ingenuity 

by accepting a subordinate post under the Princess, instead of rashly 

asserting his desire to lead the nation. Even though he realizes that 

the Princess is less popular than the Prince (who is despicable enough), 

Gondremark does not take the advantage before he has assurance that it 

is due. First, he impresses the populace that they are badly governed 

and are reduced to the state of penury by the excessive taxation and 

luxurious living of the Prince and the Princess. Despite the ostenta-

tious complaint about the burdensome taxation, Gondremark still manages 

to equip an army with weapons for an imminent rebellion. He further 

8H. Bellyse Baildon, Robert Louis Stevenson: A Life Study in 
Criticism (New York: A. Wessels, 1901), p. 1490 
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impresses the citizens that they need liberation and can become a great 

nation by annexing the neighboring states. At the same time, Gondremark 

impresses the Princess that he is working to enhance her glory. In 

order to get his plot through, he plans to get rid of the Prince. 

Instead of appealing to the citizens to remove the Prince by force, a 

way that may cause commotion, he uses the one nearest to the Prince--the 

Princess. This has a double advantage for Gondremark. The Prince, the 

greatest obstacle in his way to power, will be removed--and in a way 

that will make the Princess' reputation sink to the lowest ebb. 

Gondremark knows that the populace will hate to see the already unpopular 

Princess become their sole sovereign; hence if a republic is declared 

after the removal of the Prince, the declaration will receive an over-

whelming approval of the people. In addition to all those diplomatic 

strategies, he secures the assurance of support from his army of 

"liberators." 

An observation of Gondremark's flattery of the Princess is 

expedient in this study in order to show Stevenson's understanding of 

human nature. Through the cunning way in which Gondremark dupes the 

Princess, Stevenson reveals how inordinate ambition, greed for naked 

power, and vanity may make a person a victim of fraud and deceipt. In 

order to get a bill on a war of aggression through the council, 

Gondremark first seeks the support of the Princess before the council 

meets. He plays on the vanity of the Princess by impressing her that 

hers is the master mind. He even appeals to her sex ego: "If I had 

not seen you at work, if I did not know the fertility of your mind, I 
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own I should tremble for this consequence. But it is in this field that 

men must recognise their inability. All the great negotiators, when 

they have not been women, have had women at their elbows" (p. 89). 

Gondremark goes on to compare Seraphina with several great ladies in 

history. When the Princess hesitates and cautions that the plot may 

flop and that her people may rebel against her, Gondremark flatters on 

by making it appear that any victory will enhance the Princess' glory: 

"Once we have seized Gerostein, the taxes are remitted. • • • "Ay,' 

they will say ••• 'the Princess knew what she was about; she was in 

the right of it; she has a head upon her shoulder.' But why should I 

say this? It is what my Princess pointed out to me herself; it was by 

these reasons that she converted me to this adventure" (p. 91). When 

Gondremark spitefully counterfeits the usual behavior of Otto in the 

council, he receives a cutting reproof from the Princess at a time 

least expected: "You are pleased to be witty, Herr von Gondremark 

. . . and have perhaps forgotten where you are •••• Your master, the 

Prince of Grunewald, is sometimes more exacting" (pp. 92-93). This is 

a lacerating reproof, but since Gondremark is bent on achieving his 

end, he receives it calmly. He holds to his point bravely. He says: 

"Madam ••• if, as you say, he proves exacting, we must take the bull 

by the horns" (p. 93). 

Later, .in the council, Gondremark shows the greatest pretense 

of courtesy and respect to Otto, a man whom he has always referred to 

as "Featherhead. 11 Even though Otto is well acquainted with Gondremark's 

intention and conspiracy, Otto feels somewhat impressed when Gondremark 
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makes it appear that the council for war is in Otto's interest. 

Gondremark defends the new bill in a piece of convincing rhetoric: "The 

purpose of this war is not simply for territorial enlargement; still 

less is it a war of glory. 0 • • But the body politic is seriously 

diseased; republicanism, socialism, many disintegrating ideas are abroad; 

circle within circle, a really formidable organization has grown up 

about your Highness's throne •• . . Something was required to divert 

public attention, to employ the idle, to popularise your Highness's 

rule" (ppo 110-11). 

After Otto has dismissed the council, Gondremark, by further 

flattery and assumed subservience, drives the Princess on to the point 

of signing her husband's doom. The Princess naively expresses a wish 

that Gondremark acknowledge that she has helped him. Gondremark takes 

advantage of her vanity. He says: "Nay, Madam . . . you made me. 

In everything you were my inspiration. • • • often I have had to admire 

your perspicacity, your man-like diligence and fortitude! •• o Young 

and beautiful you have lived a life of high intellectual effort, of 

irksome intellectual patience with details" (p. 117). With such detailed 

appeals to Seraphina's ego, Gondremark cannot fail to convince her. He 

impresses her with all that any woman may admire--courage, beauty, and 

intellect. Through the characters, Gondremark and Seraphina, Stevenson 

clearly demonstrates the power of a sycophant upon a vain person. 

The technique of using a character as a foil of another, which 

Stevenson begins with the Prince and the Princess, continues in this 

novel with Countess von Rosen as a foil of the Baron Gondremark. Like 
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Gondremark, Madam von Rosen is a villain. But while the Baron is 

motivated by self-interest and thirst for power, the Countess uses her 

villainous acts in the interest of others. While the Baron plays double 

for personal gains, the Countess plays double not only for the benefit 

of others but also for the fun of it. In this she surpasses even Long 

John Silver of Treasure Island, who plays double to obtain gold and 

silver. While the Baron pretends to be good, the Countess makes no 

pretense of being good. The irony is that while the Countess is 

transparently evil, even in the estimation of her friends, she is still 

irresistibly loved by them. The Baron who claims to love her says: 

"there is not your match for devilry in Europe. • . . I wish, upon 

my soul, that I could trust you; but you are, out and in, so whimsical 

a devil that I dare not" (pp. 152-53). Yet the Baron trusts her enough 

to employ her to carry out Otto's arrest. And when the Prince plans 

to rob his own state's treasury, he cannot think of a better accomplice 

than Countess von Rosen. Pondering over the indignity of the act, Otto's 

thought is that he has chosen Madam van Rosen because he thinks of her 

as one already degraded below scruples and because he does not care to 

make her sink lower in reputation. But Madam von Rosen does not care. 

She glories in ill reputation. She says: "I have broken all the ten 

commandments; and if there were more tomorrow I should not sleep till 

I had broken those" (p. 127)., 

But unlike Gondremark, Madam von Rosen accomplishes good. 

Eigner says: "Perhaps, Stevenson finishes Prince Otto, not with a 

final view of the hero, but with the account of a further adventure of 
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the Countess van Rosen, the only character in the novel who acts strongly 

and effectively. 119 This becomes notable when one compares the successful 

good acts of von Rosen with the good intention and lack of execution on 

the part of the Prince, or with the proclamation of good acts with evil 

intention of Gondremark. While von Rosen is a bit jealous of the 

Princess because of the Princess' relationship with the Baron, von 

Rosen is good enough to reassure the Prince that the Princess is not 

a mistress of the Barona Thus she saves the Prince's marriage. While 

von Rosen cares very little for her own good name, she helps to save 

the Prince's honor. Rather than abetting the Prince to rob the state's 

treasury, she gives her own money. While she is generally regarded as 

a woman of low morals, she teaches the Princess a lesson in the duty of 

a wife to her husbanda She undertakes to help the Baron to carry out 

the Prince's arrest without commotion, and in the same act she offers 

the Prince his chance of freedom. Through this character, Stevenson 

demonstrates that the question of evil is not a matter of mere "black 

or white." An act may appear evil but produce good results, while, on 

the other hand, a superficially good act may mask evil intention. 

Madame von Rosen is another example of Stevenson's type of romantic 

villain--one not entirely evil, one capable of loving and of benefiting 

the good side. She is a clear embodiment of the complexity of human 

nature. 

9 Eigner, p. 60. 
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Besides characterization, Stevenson also uses style to pursue 

the experiment of combining romance and realism. A conspicuous trait 

of Stevenson's style is his use of detail and vivid description of 

people and natureo Through his description of people, Stevenson makes 

his characters live, not just as fictitious characters before the mind's 

eye, but as a piece of flesh and blood, solid in three dimensions, whose 

reality a reader can appreciate with a thrill. He gives minute details 

of facial appearance or temperamento For instance, presenting a farmer 

in whose house Otto lodges incognito during his hunting expedition, 

Stevenson says: "A very tall, old, white-headed man came ••• o He 

had been a great strength in his time, and of a handsome countenance; 

but now he was falling away, his teeth were quite gone, and his voice 

when he spoke was broken and falsetto" (p. 7). This vivid description 

makes it easy for a reader to see the man and his condition of life. 

Inclusion of such phrases like "had been a great strength in his time," 

"now he was falling away," makes us see poverty boldly written on the 

old man's face. The details also foreshadow the need for help and 

relief from fear of losing his farm, which the old man is going to make 

later on in the story. 

Through vivid descriptions of nature also, Stevenson puts life 

into inanimate scenery. A good example of this is Mr. Killian's 

description of his fish pond. He says: "Ay, it is a pleasant bit. 

It is pleasant even here, if one had time, with the br-0ok drumming in 

that black pool, and the green things hanging all about the rocks, and, 

dear heart, to see the very pebbles! all turned to gold and precious 
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stones" (pp. 23-24). The personification of "the brook drumming" 

certainly enlivens the inanimate. The idea of "pebbles turning into 

gold and precious stone" makes common objects romantic. 

Archer rightly states: "Literary style is an added grace, a 

supererogatory strength, over and above what is demanded by the mere 

logic of expression. It is the result of the writer's individual 

sense of beauty and power of allocation of words. 1110 Stevenson's 

description of the sunrise during the Princess's flight after her 

encounter with Gondremark is an excellent example of the style defined 

by Archer. Stevenson says: 

Soon she had struggled to a certain hilltop and saw far 
before her the silent in-flooding of the day. Out of the 
East it welled and whitened; the darkness trembled into 
light; and the stars were extinguished like the street 
lamps of a human city. The whiteness brightened into sil-
ver, the silver warmed into gold, the gold kindled into 
pure and living fire; and the face of the East was barred 
with elemental scarleto The day drew its first long 
breath, steady and chill. • • • And then at one bound, the 
sun had floated up. • • • The day was come, plain and gar-
ish; and up the steepy and solitary eastern heaven, the 
sun, victorious over competitors, continued slowly and 
royally to mount. (pp. 194-95) 

Surely this is superfluous, but it thrills the reader. The varied 

imagery--colors, human city, light, jewels, fire, competitors and 

others--overwhelmingly enlivens the inanimate scene. The imagery makes 

an indelible impression in the mind. They make the sunrise, an everyday 

event, glorious and romantic. 

lOwilliam Archer, "Robert Louis Stevenson: His Style and His 
Thought," Time: A Monthly Magazine (London), Nov. 1885, 581. 
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Another feature of Stevenson's novel is the use of fictitious 

narrators. Through this feature Stevenson brings variety into his 

writing. He also makes this feature serve his purpose of combining 

romance and realism. He gives his narrators, like himself, their five 

senses, to record those minute trivial impressions which by their very 

unexpectedness lend an air of reality to their objects of description. 

Sir John Crabtree, for instance, gives a very detailed and vivid 

description of Princess Seraphina: "She has a red-brown rolling eye, 

too large for her face and with sparks of both levity and ferocity; 

her forehead is high and narrow, her figure thin and a little stooping. 

Her manners, her conversation, which she interlards with French, her 

tastes and ambitions, are alike assumed" (p. 64). That type of detailed 

description makes both the fictitious narrator and his object of 

description assume real personalities. The technique is most appro-

priate for Stevenson's experiment since it does not allow his romance 

to remain in the realm of the ideal and the abstract. 

But despite those successful devices through which Stevenson 

intertwines romance and realism, it appears that he insists on making 

Prince Otto a pure romance in which events should end happily at last. 

Stevenson reunites the Prince and the Princess in the wood. This ruins 

the whole story. It is not reasonable that the two by chance meet and 

are easily reconciled to each other. That smacks of fairy-tale events. 

Men who abuse their privileges and opportunities in real life, as 

Serphina abuses Otto's love, do not usually have a second chance. 
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Otto's one-way love ("Let me be your servant; it is enough for me to 

serve you. • • • I do not ask for love; my love is enough" [ p. 234]) 

is unrealistic and incredible. At best, it makes the novel end as 

child's play rather than as a successful romance. 



CHAPTER IV 

THE DYNAMITER 

In The Dynamiter (1885) Stevenson carries forward his experi-

ment in the romantic novel in a new direction. While in Treasure Island 

we have the central figure of Long John Silver, in The Dynamiter Clara 

Luxmore, the only character who unifies the different parts of the 

novel, appears in different names and is involved in different capac-

ities. While in Prince Otto we have a heroine, Princess Seraphina, who 

eventually wins the reader's sympathy and deserves to be rescued from 

the villain Gondremark, Clara Luxmore is herself the villain from whom 

the pseudo-heroes need to be rescued. In each of the two novels already 

discussed in this study, there is a unitary plot with one active hero 

seen all through the novel. The Dynamiter is however espisodic. But 

unlike Fielding's episodic novel Joseph Andrews, which uses episodes to 

reveal the life of a major character, The Dynamiter is composed of three 

different adventures of three separate characters. The adventures start 

together, take different directions, and are joined together at the end. 

Although the episodic form is not common in romantic novels, 

it is not entirely strange. Thomas Lodge uses it in his pastoral 

romance Rosalynde (1590), wherein the plots of dispute between two sons 

of Sir John of Bordeaux, the contest for the crown of France between 

Gerismond and Torismond, and the love scene between Montanus and his 
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beloved shepherdess Phoebe are closely interwoven. The episodic form 

is used in The Dynamiter to advantage in creating a romance. This 

device enables the chief female character to emerge as a super-star. 

She easily changes her identity, uses different victims, and invents 

different settings for her tales. It is also more plausible to have 

Asenath and her experiences in Utah and London, and Teresa and her 

predicament in Cuba and London, than to have the same Clara Luxmore 

moving between such wide settings within the span of her tender age. 

Despite the new direction in which the experiment is pursued, I intend 

to show the continuity of Stevenson's experiment of combining romance 

and realism by revealing that The Dynamiter has much in common with 

the novels hitherto examined in this studyo 

There is a deliberate attempt to strike a balance between realism 

and romance, as in the preceding novels. In the prologue, the three 

heroes are introduced by their names--Paul Somerset, Edward Challoner 

and Harry Desborough--all common names in England; thus the story has 

a realistic opening. The setting is also described in detail; the 

names of town, street and particular spots are statedo The three 

protagonists are concerned about practical matters. They discuss 

freely as mates, and as ordinary men they seek the opinion of an 

experienced man, Mr. Godall, on how they can manage their meagre purses 

to sustain their lives. All these details make a reader expect a 

picture of life. The features of realism continue with Somerset's 

suggestion that the group try their hands as detectives and track down 

a miscreant announced wanted in a local newspaper. As a realistic 
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character, Challoner declines to join that adventure because he knows 

that he is neither born nor bred to be a detective. But despite the 

approach to realism, romance sets in when the chief spokesman of the 

group, Paul Somerset, reveals himself as an idealist and a wishful 

thinker. He says: 'Chance the blind Madena of the Pagan rules this 

terrestrial bustle; and in chance I place my sole reliance. Chance 

has brought us three together; when we next separate and go forth our 

several ways, chance will continually drag before our careless eyes a 

thousand eloquent clues not to this mystery only, but to the countless 

mysteries by which we live surrounded. 111 

Failing to persuade his comrades to join him in playing detective, 

Somerset urges them to embrace any next adventure which they may come 

across and to grasp it, whether grim or romantic. With that picture 

of an irresponsible attitude to life, Stevenson again prepares his 

readers for a story not necessarily true to life, but at least enter-

taining. One may also expect to read of mysteries and perhaps awful 

incidents. Stevenson seems to follow the idea of Scott, who declares: 

"All the Fine Arts have it for their highest and more legitimate end 

and purpose, to affect the human passion, or smooth and alleviate for 

a time the more unquiet feelings of the mind--to excite wonder, or 

1Robert Louis Stevenson, The Dynamiter, in More New Arabian 
Nights, The Dynamiter, The Story of a Lie (New York: Charles Scribner's 
Sons, 1918), p. 8. All subsequent references to this edition will be 
cited in my text by page numbers. 
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terror, or pleasure, or emotion of some kind. 112 

That idea is well pursued in the presentation of the mock-

heroes of The Dynamiter. The three protagonists are in one sense fools. 

Each has a large imagination and a small capacity for action. They 

cormnonly hold the view that since they are born gentlemen, they are 

above the status of the working men. Challoner, in answer to Mr. 

Godall's question about what he [Challonerj could do to earn his living, 

states: "I am afraid I shall have to fall to be a working man" (p. 4). 

Likewise, all that Somerset can boast of is: "I have smattered law, 

smattered letters, smattered geography, smattered mathematics; I have 

even a working knowledge of judicial astrology; and here I stand, all 

London roaring by at the street's end, as impotent as any baby" (p. 5). 

This presentation makes the mock heroes ridiculous since their pride 

makes them dependent on others. But despite the heroes' inability to 

be self-supporting, they always want to appear well bred and with 

impeccable manners, especially in the presence of ladies. Each is 

eager to demonstrate his gallantry when it comes to taking up the cause 

of a lady in distress. The heroes' stupid actions and the dangers in 

which they involve themselves generally excite wonder but also amuse 

readers. 

Edward Challoner, the hero of the first episode, goes out early 

in the morning with a fixed destination in mind, but all the time he 

2sir Walter Scott, The Journal of Sir Walter Scott (Edinburg: 
David Douglas, 1891), p. 118. 
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keeps looking for adventure. However, he is not willing to take any 

initiative. Even when he reaches an area of the city where he may have 

an adventure, he dares not: "Here ••• if I were like my scatter-

brained companion, here were indeed the scene where I might look for 

an adventure. • • • If I but raise my voice I could summon up the 

number of an army ••• " (p. 12). However, in order to portray Challoner 

as a type of hero who needs to be rescued from the machinations of a 

villainous heroine, Stevenson offers Challoner an opportunity for 

adventure. Challoner comes across a lady apparently in distress. The 

lady appeals for his help in the most moving terms. Challoner eagerly 

offers his services as a chivalrous hero, and for his foolish chivalrous 

act he pays dearly. 

Likewise, Paul Somerset, despite his eloquence and the persuasion 

of his comrades to plunge into an adventure, shows that his sole action 

lies only in his theories. He is exclusively a dreamer and lives only 

in the future. When he leaves the cigar divan where he demonstrates 

his rhetoric, he merely wanders the streets of London thinking of an 

adventure without taking action. Stevenson paints a glowing picture 

of Somerset's inability to act: 

But although the elements of adventure were streaming by 
him as thick as drops of water in the Thames, it was in 
vain that, now with a beseeching, now with something of 
braggadocio air, he courted and provoked the notice of 
the passengers; in vain that putting fortune to the touch, 
he even thrust himself into the way and came into direct 
collision with those of the more promissian demeanor. 
Persons brimful of secrets, persons pining for affection, 
persons perishing for lack of help or counsel, he was 
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sure he could perceive on every side; but by some 
contrariety of fortune, each passed upon his way with-
out remarking the young gentleman. • • • (pp. 83-84) 

But in fulfillment of Somerset's irresponsible wishful thinking, towards 

evening chance brings him his opportunity for adventure. A rich elderly 

lady invites Somerset into her carriage and takes him home for dinner. 

Somerset's weakness is not, therefore, limited to his inability to take 

practical action. Even his acclaimed eloquence fails him when the first 

opportunity for his desired adventure turns up. In the carriage, 

Somerset tries twice to talk, to find out who the lady is, and to ask 

the reason for her apparent benevolent act, but he lacks the courage 

to utter any words. Although Somerset makes good as far as his relation-

ship with the benevolent lady is concerned, his trusted Chance teaches 

him, later on, to be wiser. 

Harry Desborough, like his other friends, lacks the courage to 

plunge into an adventure, but his opportunity comes to him in his 

lodging. Teresa Valdevia, the "Cuban Fair," literally courts his 

friendship and eventually takes him for a ride. After listening to 

Teresa's fantastic story, he, like a gallant hero, declares: "O 

madam! • . . count on me" (p. 230). 

With that clear presentation of the heroes as unwary lovers of 

adventure, Stevenson prepares the reader for more romantic aspects of 

the story, which involve narration of exotic incidents and tales of 

woes. Some of the incidents obviously happen only in a romance. The 

incidents are so fantastic and incredible that a reader may consider 

them ludicrous and so regard the novel as a pack of humor. However, 
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if one is willing to suspend his tendency to doubt the plausibility of 

the incidents, one finds them exciting and thrilling. In order to 

attain the objective of creating a romance blended with realism, 

Stevenson puts a sufficient degree of the marvelous to arouse the 

attention; he puts enough of the manners of real life to give an air 

of probability; he puts also enough of the pathetic to engage the heart 

of the reader in behalf of the pseudo-heroines. In this, Stevenson 

seems to imitate Shelley, who says: "Facts are not what we want to 

know in poetry. They are the mere divisions, the arbitrary points. 113 

In order to show how Stevenson successfully blends realism with 

romance, it is necessary to examine some of the exotic incidents 

narrated in the novel. Of special interest is the narrative technique 

that Stevenson employs. In the first place, the heroine of each episode 

purports to be telling her personal story. She uses first person and 

gives details of her family bakcground. In this way she assumes the 

status of an individual with flesh and blood. That technique impels 

the hero, or the reader for that matter, to empathize with the heroine 

and to listen to her story. Further, to lend credibility to the story, 

Stevenson also employs his typically effective style of vivid description 

of persons and scenes. For instance, he portrays Asenath in such a way 

that Challoner must be a man of more than average intelligence and 

discretion before he can resist her. Stevenson says: "He saw her 

3The Letters of Percy Bysshe Shelley, eda Fredrick L. Jones, 
2 vols. (London: Oxford Univo Press, 1964), II, 2770 
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corning, a miracle of grace; her ankle, as she hurried, flashing from 

her dress; her movements eloquent of speed and youth; against mere 

beauty he was proof: It was her unmistakable gentility that now robbed 

him of the courage of his cowardice. With one who in spite of 

all, he could not quite deny to be a lady, he found himself disarmed" 

(pp. 18-19). Furthermore, by making the lady appear in distress, it 

becomes irresistible for Challoner to act the part of a gentleman. Thus 

Challoner.readily assents to be Asenath's escort, even though they are 

still complete strangers to each other. However, Challoner is not 

altogether deprived of his reason and sanity. He recalls that he has 

been led a long way from his direction. He requests that the lady 

release him. But with a captivating appeal to emotion (which is too 

risky, on the part of Asenath, to be credible), Stevenson makes it 

impossible for Challoner to escape the trap of the enchantress. Asenath 

says: "It is well. Go! go, and may God help me! You have seen rne--rne, 

an innocent girl! fleeing from a dire catastrophe and haunted by 

sinister men; and neither pity, curiosity, nor honour move you to 

await my explanation or to help me in my distress. Go~ ••• I am 

lost indeed" (p. 19). With that moving appeal, Challoner cannot help 

pursuing Asenath and offering his service. It is after that thorough 

preparation of the hero's mind that the villainous heroine begins her 

tale of woe. Through that appeal and its immediate effect, Stevenson 

also reveals a profound knowledge of the psychology of temptation. The 

tempter must first challenge the ego of the tempted. Challoner now 

offers his service, and he is ready to listen to Asenath's story, not 
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only because Asenath needs him but also because Challoner feels a need 

to demonstrate his virility and sense of honor. As a gentleman, he 

feels his honor impaired if he runs away from a lady in distress. 

While the story begins with a feature of realism through the 

use of first-person narration (limiting the history to one individual), 

the setting adopted for the early part of Asenath's life brings the 

story into the realm of romance. The setting is not only in America, 

but also away from the cities into the still unknown far west of Utah; 

hence to Challoner the setting is as remote as ancient Greece or Rome, 

the usual settings of the traditional romantic writers such as John 

Grange in his The Golden Aphrodite (1577) or Sidney in his Arcadia 

(1590). Thus while Stevenson refuses to use, directly, materials of 

traditional romantic novelists, he finds it expedient to use their 

techniques. In addition, the story narrated is so fantastic that one 

can hardly believe it to happen in modern times, not even in the nine-

teenth century. The incredibility of the incidents makes them a sort 

of the technique of "long ago, in a far-away lando" Asenath begins 

with the incident connected with the Mormon pioneers who were "guiding 

themselves in that vast and melancholy desert by the skeletons of men 

and animals" (p. 22). She tells how her father comes in contact with 

a starving Mormon camp, rescues a girl dying of hunger and illness whom 

he marries afterwards and for whom he becomes a Mormon. In view of the 

behavior of the Mormon missionary observed by Asenath's father, it is 

incredible that the father easily renounces his own faith and accepts 

the Mormon doctrine. But in a romance incredible things happen. 
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Asenath recalls that, from time to time, people who are well to 

do in the Mormon community are called upon to give parts of their 

possessions to the church. Regardless of any man's response, a few 

days after the demand is made, the wealthy man disappears. He is 

murdered by the "Destroying Angel." His property and family are con-

fiscated by the church. Asenath's father in due time is faced with 

the church's demand and later disappears. After that, Asenath's mother 

is approached by Dr. Grierson, the "Destroying Angel." The mother 

voluntarily chooses to die where her husband was murdered. Before her 

death she recommends the "Destroying Angel" as the friend whom Asenath 

should look up to. The rate at which the Destroying Angel murders 

people, with impunity, makes the story not only fantastic but also 

makes it look remote in time and setting. Beside the unrestricted 

power of the Destroying Angel, the horror of the situation lies also 

in the fact that people who want to escape from the community are always 

scared back by the "Great Open Eye," the emblem of the Mormon faith. 

This makes the story comparable to the Gothic romance in which terror 

is invoked through miracles, visions, necromancies, or dreams. 

But once again, in order to lend credibility to the story and 

to bring it back to the realm of realism and thus sustain a reader's 

attention, Asenath is made to describe the practical ways in which she 

makes her escape, in disguise, through the help of the "Destroying Angel" 

who makes the plan for his own special benefit. Despite Asenath's 

beauty and eloquence, Challoner is sane enough to disbelieve her story. 

After listening patiently to the story (as a gentleman, he would not 
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call her a liar), he politely advises her to seek the help of a police-

man. But when the lady simplifies the help she requires, and produces 

money which she entrusts to Challoner's care, Challoner suspends his 

doubt. He eventually takes up a journey from London to Glasgow on 

behalf of the lady. Here, Stevenson makes a sly insinuation about the 

influence of money on meno Through the adverse consequence that Challoner 

suffers at the end of his journey, Stevenson demonstrates a belief in 

the old saying: "The love of money is the root of all evil." At the 

same time he seems to sound a warning to the reader that "Not all that 

glitters is gold." 

So far the incidents smack of romance. Challoner sees himself 

as a gallant knight running an errand for his lady, but at the end of 

his journey realism sets in. Challoner is made to realize that he is 

a victim of a practical joke, sent on a fool's errand. Instead of 

finding a lady at his destination, as informed, he discovers that he 

is sent to a criminal-looking man. After delivering the letter and 

money to M'Guire and after M'Guire's flight, Challoner reads in the 

letter which he has borne as a knight on behalf of his lady: "Dear 

M'Guire--It is certain your retreat is known. We have just had another 

failure •• • • We are all scattered and I could find no one but the 

solemn ass who brings you this and the money ••• " (p. 77). Through 

this letter, Challoner discovers that the whole story narrated by the 

enchantress is a fabrication. He realizes that the heroine is an 

accomplice in evil rather than a lady in distress, as she claims. 
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Challoner seems to wake from a dream that is strange, horrible, and 

unnatural. He returns to London and his lodging sadder, wiser, and 

humbler. 

In a similar manner, the same enchantress who gulled Challoner 

appears to Harry Desborough, but with a different identity. She assumes 

the name Teresa Valdevia and adopts Cuba as her native country. She 

cunningly imposes her companionship on Desborough, and when she is 

certain that she has won the young man's heart, she begins her tale of 

woe. She tells of her great distress, beginning with her sorrowful 

and humiliating conditions in Cuba. She tells of an incredible 

pestiferous swamp in which any white man meets instant death; but she, 

due to her partial Negro blood, escapes unhurt. She tells of her 

experience of the Hoodoo rituals and her marvelous escape from a storm 

that destroys all the Hoodoo worshipers. She tells of her impersonation 

of the dead High Priestess of the Hoodoo cult, and the immediate effect 

of belief the impersonation has on the Negroes at the port of Cuba, and 

the skepticism of the whites. Yet she claims that Sir George, the owner 

of the ship in which she intends to sail to England, believes that she 

saw Madam Mendizabul, the high priestess, die. Finally she tells of 

her passage from Cuba to England and her difficulty in dodging 

repatriation to Cuba and keeping her precious jewelry secure. Having 

impressed Desborough with her initial simplicity and cheerfulness, 

with her beauty and eloquence, she does not have difficulty in convincing 

Desborough. Hence the young man voluntarily takes up a journey on her 

behalf, to send her "box of jewelry" to Ireland. 
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At last this villainous heroine is made to confess that all her 

story is a fabrication. She declares her true identity to Desborough, 

the mock-hero who ignorantly carries through the streets of London her 

box of infernal machinery: "And raising the veil she showed him a 

countenance from which every colour had fled, eyes marred with weeping, 

and a brow on which resolve had conquered fear. • • • I am a dangerous 

and wicked girl. My name is Clara Luxmore. I was never nearer Cuba 

than Penzance. From first to the last I have cheated and played with 

you" (p. 242). With this regular pattern of deception and revelation, 

or confession of guilt and remorse, Stevenson seems to express a belief 

that romance may contain fantasy and excitement which can entertain and 

invoke wonder, but that truth must at last prevail; lie should be 

deflated so that people may realize the emptiness of malignant cleverness. 

Stevenson as a moralist here agrees with Clara Reeve's statement: "The 

business of romance is, first to excite the attention; and, secondly, 

4 to direct it to some useful, or at least innocent, end." 

Ultimately, it can be seen that in this novel the part of the 

experiment in the romantic novel which Stevenson stresses heavily is 

that the purpose of a romance is not to be merely a good yarn but to 

teach moral lessons. However, Stevenson avoids being directly didactic: 

he sometimes uses one character talking to another to point out the 

moral lesson that he wants his readers to learn. For instance, we find 

4seven Masterpieces of Gothic Horror, ed. Robert Donald Spector 
(New York: Bantam Books, 1970), p. 105. 
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Mr. Godall pointing out to Clara Luxmore the absurdity of a woman's 

involvement in atrocities to children: "Now, madam, you know better 

than I, and God better than you, what you have done to mankind in the 

past; o . . I tell myself that you are a woman; and a voice continually 

reminds me of the children whose lives and limbs you have endangered. 

A'woman • • • and children. Possibly, madam, when you are yourself a 

mother, you will feel the bite of that antithesis: possibly when you 

kneel at night beside a cradle, a fear will fall upon you, heavier than 

any shame" (p. 263). With that emotionally charged reprimand from one 

character to another, Stevenson puts his point across--that, of all 

people, a woman is least expected to encourage anarchy and atrocities. 

Stevenson again uses Godall, talking to Mrs. Luxmore, to show how 

parents sometimes forget that their children are not worse than they 

themselves were as children. After Mrs. Luxmore has admitted that when 

she ran away from home her own father gave her an allowance more generous 

than she is now prepared to give to Clara Luxmore, Godall says: "And 

indeed, madam, if you will let me touch this matter with a needle, 

there is but one point in common to your two positions: that each had 

a daughter more remarkable for liveliness than duty" (p. 276). It 

appears that Stevenson expects his parent-readers to learn to be more 

understanding and considerate to their children. This way of teaching 

moral lessons may be more effective than a direct approach, since the 

author does not insult the intelligence of his readerso 

A more subtle way in which Stevenson uses his romance to teach 

moral lessons is the way he ends the incidents in his stories. First, 
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we see that Stevenson makes incidents of irresponsible living and 

wishful thinking end in despair and emptiness. For instance, Somerset 

set his mind on making easy money by finding a miscreant declared 

wanted, but he is not prepared to take any initiative. He believes in 

chance. Chance at first works to his advantage to bring him into 

contact with Mrs. Luxmore, who acts as a fairy godmother by entrusting 

into Somerset's care a superfluous mansion. Somerset does not only 

have the privilege to live in the house, but also the right to sublet 

part of it for his own benefit. We see later that chance brings Somerset 

a mixed blessing. His first and only tenant is Zero. To Somerset's 

sorrow, he discovers Zero as the wanted man, but his discovery comes 

in a manner which makes it impossible for him to report Zero to the 

police without implicating himself. Eventually Somerset loses his 

meagre property and money before he can get rid of Zero. 

Mr. Zero's "Story of the Explosive Bomb" also serves as a means 

of teaching moral lessons. Zero is a grotesque villain, much like 

Shelley's Cenci. His happiness lies only in atrocities. He does not 

even feel the need to camouflage his wicked intentions. When his 

infernal machine fails to blow up community centers, he feels as sad 

and depressed as one who has just received news of the death of his 

only son. But when he belatedly accomplishes the blowing up of the 

"superfluous mansion," a house in which he had lived comfortably for 

several weeks, he feels elated. He hails his evil accomplishment as 

a glorious victory: "My character is now reinstated; my fame brightens; 
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this is the best thing I have done yet; and I see from here the ovations 

that await the author of the Golden Square Atrocity" (p. 251). 

Zero also narrates with enthusiasm how on a previous occasion 

his accomplice, M'Guire, was detailed to blow up the statue of 

Shakespeare at Leicester Square. Zero's enthusiasm lies in the gravity 

of the horror that can be invoked if the attempt is successful. The 

spot is admirably chosen, he says, because'~he seats in the immediate 

neighbourhood are often thronged by children, errand boys, unfortunate 

young ladies of the poorer class and infirm old men. As M'Guire 

drew near his heart was inflamed by the most noble sentiment of triumph. 

Never had he seen the garden so crowded; children, still stumbling in 

the impotence of youth, ran to and fro, shouting and playing, round the 

pedestal an old, sick pensioner sat upon the nearest bench •• 

Guilty England would have been stubbed in the most delicate quarters" 

(p. 156). But despite Zero's enthusiasm and M'Guire's dedication to 

the evil cause, the episode ends with ridiculous conclusions. M'Guire 

sees a policeman in the Square. He retreats and goes through a series 

of attempts to get rid of his weapono At last he throws it in the 

Thames and falls in after it, only to be gallantly rescued by Thomas 

Godall. Worse still, he is saved in time to see his infernal machine 

make only a gurgle instead of a bango At the hour of his triumph, 

Zero is killed by his own creation. M'Guire also dies out of fear and 

frustration. Stevenson thus demonstrates that anarchists are ridiculous 

cowards. He exposes the mingled folly, cruelty, conceits, and vanity 
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of lawlessness and anarchy. He eloquently implies that people who 

believe in anarchy and violence have no place in England. 

It is noteworthy that all the incidents where evils and 

atrocities are perpetrated with impunity have their settings in far-

away lands. The "Destroying Angel" could operate freely in Utah, but 

when he comes to England, he has to work secretly and patiently to make 

himself acceptable for a lawful wedding with Asenatho While slavery 

and human sacrifice (according to "The Story of the 'Fair Cuban'") are 

still practiced in Cuba, in England the anarchists have to run from 

one hide-out to another in disguise. It is also in England that Clara 

Luxmore confesses her sin and returns to normal lifeo Somerset would 

not allow the incorrigible anarchist, Zero, to remain in England; he 

chases him to America. It is this type of incident in Stevenson's 

romantic novels that makes Swinnerton conclude: "Romance describes a 

fiction in which the chief interest is supported by varied incidents of 
5 an unconunon or obsolete nature." 

Finally, by bringing together all the heroes and the heroines 

and making the story have a happy ending; with Thomas Godall reconciling 

mother and daughter, thus making life easier for Harry Desborough and 

Clara Luxmore as man and wife; by making the irresponsible youths realize 

their folly, and returning to responsible and useful life, Stevenson 

demonstrates his optimism in the future of his country. He uses this 

5Frank A. Swinnerton, Robert Louis Stevenson: A Critical Study 
(1915; rpt. Port Washington, N. Y.: Kennikat Press, 1966), p. 147. 
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novel to state that all will be well later on. The return to normal 

life and demonstration of optimism reiterates the inseparableness of 

romance and realism. 



CHAPTER V 

THE MASTER OF BALLANTRAE 

The Master of Ballantrae (1888) is obviously the most polished 

and mature work among Stevenson's completed romantic novels. This novel 

can be easily classified as pure romance in view of the motifs of love, 

adventure, combat, and in view also of the romantic characterization 

of the beautiful villain after whom the book is named. However, in 

his experiment of combining romance and realism, Stevenson does not 

make it difficult for a reader to see features of realism in the novel. 

Just as in Treasure Island, the opening contains a deliberate attempt 

to add some elements of a realistic novel to the romance. Stevenson 

chooses a limited-omniscient narrator to tell the story. Ephraim 

Mackellar, a meticulous, pedestrain, Scottish bookkeeper claims that 

he has an authentic memoir which reveals the life of James Durrisdeer, 

the Master of Ballantrae. Besides, he claims, he travelled a very long 

way with the Master and was present at the Master's death. Mackellar 

claims further that he owes it to the memory of his late employer, 

Henry Durrisdeer, to publish all that he knows about his employer's 

family. 

At the same time, to enhance the account and to bring the story 

into the realm of a romance, Stevenson makes Mackellar reveal the great-

ness of the house of Durrisdeer: "The Duries of Durrisdeer and 

82 
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Ballantrae were a strong family in the southwest from the days of David 

First. 111 Furthermore, to emphasize the romantic aspect of the story, 

Mackellar cites the rhymes commonly sung in honor of the glory and 

antiquity of the great house: 

Kittle folks are the Durrisdeers, 
They pride wi' ower mony spears and 
Twa Duries in Durrisdeer, 
Ane to tie and ane to ride, 
An ill day for the groom 
And a waur day for the bride. (p. 2) 

All along Stevenson interweaves romance and realism. He makes 

Mackellar claim that he observed most of what he narrates, and what he 

claims to report at second hand he clearly labels with phrases like: 

"as John Paul told me" (po 8) or "Here follows a narrative which I 

have compiled out of three sources, not very consistent in all parts" 

(p. 271). 

Furthermore, in order to lend credibility to the story, Mackellar 

is made to reveal and admit his own cowardice--at the duel o.f the Durie 

brothers and at his attempts to kill the Master on the voyage to 

America. Thus, while the reader may easily find Mackellar biased in 

favor of his patron, Henry, one may still consider the narrator, who 

does not hide his own weakness, as quite objective. 

It is equally interesting that the historical cornerstone, the 

Jacobite rising of 1745 upon which the tragic story is built, is a lost 

lRobert Louis Stevenson, The Master of Ballantrae: A Winter's 
Tale (New York: Current Literature Publishing Co., 1916), p. 1. All 
subsequent references to this edition will be cited in my text by page 
numbers. 
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cause. What else can be more romantic than the sharing of a nostalgic 

yearning for a past glory by members of a noble family? But in keeping 

with the experiment of combining romance and realism, even in pursuance 

of that highly romantic goal, the members of the Durie family still 

decide to take some realistic precautions. The Durrisdeers appreciate 

that Prince Charles may fail to regain the throne. So that they may 

not alienate themselves from the powers that be, old Lord Durrisdeer and 

his children decide that one of the two sons should go to the battle 

with Prince Charles, while the other stays at home with the father to 

keep favor with King George. This pragmatic measure is thematically 

important. It is a kind of foreshadowing of the theme of double dealing 

which forms the major strength of the novel. 

Although we may see those attempts at blending romance and 

realism as Stevenson's efforts to make The Master of Ballantrae his own 

type of romantic novel, there are also indisputable evidences to show 

that, for the success of this novel, Stevenson relies heavily on 

imitation and borrowing of ideas, themes, and techniques from some 

earlier writers of romance. The use of an historical event (especially 

the Jacobite rebellion, a favorite subject of Scott) as the basis of 

the novel is a clear indication of Stevenson's imitation of Scott. 

Moreover, The Master of Ballantrae, like Scott's Waverley (1814), has 

its setting in Scotland. 

As Scott does in Waverley and Ivanhoe (1819), Stevenson in 

The Master of Ballantrae exhibits fondness for movement, action, fight-

ing, and adventures. A slight difference in the two writers' use of 
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those motifs is that Scott's characters take part in open battles and 

chivalrous combats while Stevenson's characters are involved mainly in 

mutiny, duels, and guerilla actions. Edward Waverley is a commissioned 

officer in the English army. Early in his career, he fights bravely in 

the English army. Later on he takes part in open battle alongside the 

Scottish army. Unlike those open actions in Waverley, the fightings 

that are specifically mentioned in The Master of Ballantrae are on a 

smaller scale. They are the subtle mutiny of James and his friends 

against Captain Teach in the pirates' ship; the duel between the Durie 

brothers; and the incident of the unseen killer who destroys members 

of Mountain's party of fortune hunters in the wilderness of America. 

Furthermore, in both Waverley and The Master of Ballantrae the 

heroes are involved in treasonable acts. Edward Waverley, due to his 

infatuation with the Highlands' culture and his love for a Scottish 

girl, gets himself entangled in the Scottish army and fights against 

his own country. At last he realizes his folly, returns to England 

sadder and wiser, and faces a courtmartial. Just as the fights in 

Stevenson's novel are on a smaller scale than Scott's, the treasonable 

act of Stevenson's hero is not as open as that of Scott's. James Durie 

returns from his first adventure to face a rumor that he has been a 

syp for the English, against his own country, and for that reason the 

Scottish government has set a price on his head. The rumor, however, 

dies down because after Henry exposes him in the family James behaves 

himself and does not attract attention to himself--thus, like Waverley, 

appearing humbler and wiser. 



86 

lioreover, Scott employs a feature of realism by creating in 

Edward Waverley a duplicate of himself: "Edward Waverley, a dreamy 

young English man whose imagination is the 'predominant faculty of his 

mind,' spends his youth, as Scott did, reading Shakespeare, Milton, and 

Spenser and other poets who have exercised themselves on romantic 

fiction •••• 112 In the same way, Stevenson regards the Master as a 

duplicate of himself: "For the Master I had no original, which is 

perhaps another way of confessing that the original was no other than 

.,3 myself. • • • 

Above all, Stevenson's incessant efforts to maintain probability 

of actions in this novel is patterned after Scott. At the beginning 

of Waverley, Scott declares: "I must be understood to have resolved 

• • • to throw the force of my narrative upon the characters and passions 

of the actors;--those passions corr.mon to men in all stages of society, 

and which have alike agitated the human heart, whether it throbbed 

under the steel corslet of the fifteenth century, the brocaded coat of 

the eighteenth, or the blue frock and white dimity waistcoast of the 

present day. 114 In keeping with this idea, Stevenson makes the enmity 

between the Master of Ballantrae and his brother revolve around love of 

a woman and love of money. 

2Robert Kiely, The Romantic Novel in England (Cambridge, Mass.: 
Harvard Univ. Press, 1972), p. 141. 

3Elsie Noble Caldwell, Last Witness for Robert Louis Stevenson 
(Norman: Univ. of Oklahoma Press, 1960), p. 118. 

4sir Walter Scott, Waverley (London: J. M. Dent, 1969), 
p. 65. 
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A clearer imitation of an earlier romantic novel is Stevenson's 

creation of The Master of Ballantrae as a tragedy of fraternal hatred. 

The structure of this novel is unmistakably an imitation of the structure 

of Emily Bronte's Wuthering Heights (1847). Just as in Bronte's novel 

two men--Heathcliff and Edgar Linton--contend for the love of a woman, 

Catherine Earnshaw, so in Stevenson's novel we have two brothers, James 

and Henry Durie, who contend for the love of Alison Graeme and an 

inheritance. In The Master of Ballantrae as in Wuthering Heights, the 

man without a natural right succeeds to the estate; the cuckoo has the 

hand of the woman. In Bronte's work, Catherine wishes to give herself 

to Heathcliff because she loves him, but she later gives herself to 

Edgar Linton because Edgar has prestige and moneyo Catherine says: 

"I have no more business to marry Edgar Linton than I have to be in 

heaven; and if the wicked man in there had not brought Heathcliff so 

low, I shouldn't have thought of it. It would degrade me to marry 

Heathcliff now; so he shall never know how I love himo . . . Whatever 

our souls are made of, his and mine are the same, and Linton's is as 

different as a moonbeam from lightning, or frost 'from fire. 115 In 

contrast to Edgar, Heathcliff is a man with no known origin. He has 

lost his only source of acceptability since the death of his benefactor, 

Mr. Earnshaw. Likewis~ Stevenson's James Durie, whom Alison loves, is 

declared killed at Culloden. Automatically Henry Durie becomes the 

5Emily Bronte, Wuthering Heights, ed. William M. Sale, Jr. 
(New York: w. w. Norton, 1963), p. 720 
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heir to the Durrisdeer house; thus Henry now has prestige. Like 

Catherine, Alison gives herself to Henry, not because she loves him 

but because that is the expedient thing to do. The old Lord Durrisdeer, 

Alison's guardian, insists that the only honorable way the Durrisdeers 

could accept Alison's money and estate is through a marriage with a 

member of the Durie family. Above all, Alison gives herself to Henry 

for the sake of the pity she has for Henry's undeserved suffering. 

Alison says: "I bring you no love, Henry, but God knows, all the pity 

in the world" (p. 15). Here Stevenson makes the love affair between 

Alison and Henry deviate from love affairs in a traditional romance. 

The relation between Henry and Alison is certainly different from that 

between Romeo and Juliet. But in his own way, Stevenson makes the love 

between Henry and Alison a motif of romance, since Henry gives Alison 

unselfish love as does Prince Otto to Seraphina. 

Just as in Bronte's novel Heathcliff disappears as though from 

the face of the earth when he hears that Catherine will not marry him, 

in Stevenson's novel James Durie also seems to disappear when given up 

as dead and so loses the chance of marrying Alison. In both novels the 

departee returns more formidable, more evil, and more revengeful than 

ever. In both the villain is diabolical and tries to get his enemy by 

subtly and treacherously undermining his enemy's relation with the 

enemy's wife and child. 

The technique of using a limited omniscient narrator is also, 

in several ways, an imitation of Bronte's work. Like Nelly Dean in 

Bronte's work, Stevenson's Ephraim Mackellar is a faithful servant who 
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gives all his life and loyalty to his master. Mackellar is Henry's man 

and James's enemy from the very first moment. Nelly, although brought 

up in the Earnshaw household, considers herself belonging to Linton all 

through the encounter between Heathcliff and Edgar. Although Stevenson 

creates Mackellar a counterpart of Nelly, Stevenson improves Bronte's 

creation. By giving Mackellar a higher status--professional bookeeper 

instead of mere house servant--Stevenson is able to make Mackellar play 

a greater role than Bronte makes Nelly play. Mackellar acts as the 

editor of the story. He makes correction of errors found in parts 

contributed by others. Moreover, as the steward of Durrisdeer house, 

Mackellar has insight into one major cause of conflict between the 

Durie brothers. The roles played by Mackellar will be discussed more 

fully later on. Suffice it here to say that Stevenson improves upon 

what he imitates, and thus wins a notable place in the use of a limited-

omniscient narrator. 

The corresponding narrator, Chevalier de Burke, in Stevenson's 

novel is also in some ways a duplicate of a minor character in Bronte's 

work. Just as Isabella Linton is attracted by Heathcliff, Burke is 

impressed by James Durie's fascinating villainy. Like Isabella's, 

Burke's infatuation changes to horrified rejection once he discovers 

that James means to treat him with the same cruelty and indifference 

with which he has treated anybody else. Isabella asks Nelly: "Is Mr. 

Heathcliff a man? If so is he mad? And if not, is he a devil? 116 

6 Bronte, p. 115. 
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Isabella concludes: "I assure you, a tiger or a venomous serpent could 

not rouse terror in me equal to that which he wakens. I do hate 

him. 117 In a similar manner Burke, in India, ends his encounter with 

the Master: "Tell the sahib, I consider him no gentleman, ••• and 

I turned away with a gesture of contempt" (p. 180). 

Despite these similarities between Stevenson's work and Bronte's, 

it would be unfair to regard Stevenson's novel as a mere imitation of 

Bronte's. There are sufficiently impressive ways in which Stevenson 

makes The Master of Ballantrae his own type of romance. In the words 

of Eigner, "In Stevenson, we must never expect the savage to overcome 

the civilized man. 118 In this statement Eigner seems to imply that the 

savage represented by James is not allowed to overcome the civilized 

represented by Henry, as in Bronte's work we see that Heathcliff over-

comes Edgar. If we think only of the physical combat between the two 

Durie brothers and the succession to the title and estate, perhaps we 

can agree with Eigner that Stevenson does not allow the savage to 

overcome the civilized. And of course, in this Stevenson would have 

been no innovator. Sidney in his Arcadia had made Argalus (a noble-

minded character) overcome Demagoras (a wicked character). But the 

effect of the conflict between the Durie brothers is by far greater 

than the physical end of the duel, and the material inheritance. 

7Bronte, p. 123. 

8Edwin M. Eigner, Robert Louis Stevenson and Romantic Tradition 
(Princeton, N.J.: Princeton Univ. Press, 1966), p. 172. 
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Although James does not gain a desirable benefit from his incessant 

persecution of Henry, it is far from right to say that Henry is never 

overcome. Henry wins the physical combat, but he loses the spiritual 

battle. To start with, Henry collapses physically and mentally 

immediately after the duel. Worse still, from that fateful event Henry 

sinks lower and lower into the lowest ebb of moral degradation. Thus 

through this event we see that rather than producing a traditional 

romance where the good in spite of all odds usually defeats the evil, 

Stevenson contrasts physical success with spiritual defeat. 

One other point that marks The Master of Ballantrae as charac-

teristically Stevenson's creation and not an imitation of Bronte or 

Scott is that Henry, who is a counterpart of the weak and helpless 

Edgar, emerges quite distinctly as the protagonist, and, indeed the 

tragic "victor." 

If we consider only the structure and the technique of narration 

of The Master of Ballantrae, we can hardly escape the conclusion that 

this is just another romance. However, the ingenious characterization 

of the major characters invites a special examination of the novel. 

Stevenson himself is critical about his work, but he has a high opinion 

about this novel. In a letter to Colvin in 1889 he says: "The Master 

of Ballantrae contains more human work than anything of mine, but 

Kidnapped. 119 Daiches considers that statement as Stevenson's underrating 

9Robert Louis Stevenson, Letters of Robert Louis Stevenson ed. 
Sidney Colvin (New York: Charles Scribner's Sons, 1901), II, 152-53. 
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of his own worko He says: ''Modern readers will be inclined to omit 

the exception and agree that it [The Master of Ballantrae] contains 

more 'human work' than anything he had yet written. 1110 In The Master 

of Ballantrae Stevenson brings to perfection his own kind of romantic 

villain in the character of James Durrisdeer, the Master of Ballantrae. 

James is a pure undiluted villain. In him, Stevenson cleverly adds, 

to the grotesque sheer inclination toward evil, the supreme evil of 

duplicity and the enchanting power of a brilliant villain not only 

over ruffians but even over honest and innocent people. In that last 

attribute, the Master surpasses Silver of Treasure Island, who is 

powerful over only his gang of pirates but who becomes weak and ineffec-

tive whenever he encounters honest men. 

James Durie is so complex a character that he defies accurate 

analysis; even Mackellar, the narrator and interpreter of other 

characters, admits his inability to understand the Mastero Mackellar 

proposes four possible motives for James's actions: love of Alison, 

animosity to Henry, self-interest, and sheer maliceo The first of 

those possible motives for James's action can be easily ruled out if 

one examines the Master's relation to the fair sex. As there is no 

justifiable reason for any of the remaining possible motives, the only 

reasonable assumption is to hold that the Master is motivated primarily 

by his own demonic nature. Unlike Silver, who is a ruffian and a 

lODavid Daiches, Robert Louis Stevenson (Norfolk, Conn.: New 
Directions Books, 1947), Po 79. 
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commoner, James is a gentleman, and in him villainy is raised to a point 

of refinement. The Master is one of Stevenson's few villains whose 

wickedness is presented point-blank. His evil is sophisticated, pride-

ful, joyless, and fully conscious. Both Silver in Treasure Island and 

Gondremark in Prince Otto can express sacrificial love to somebody; the 

Master only intends to exploit anyone who associates with him. He says: 

"But why do you suppose I carry that Secundra Dass about the world with 

me? Because he would die or do murder for me to-morrow; and I love him 

for it. o o o Ask Secundra Dass; he will tell you I treat him like a 

son. Cast your lot with me tomorrow, become my slave, my chattel, a 

thing I can conunand as I conunand the powers of my own limbs and spirit--

you will see no more of that dark side. I must have all or none" (pp. 

229-30). Throughout the novel, the Master's personal graces, his 

fine airs, his artistic and finished hypocrisies, his unflinching 

fidelity to evil recur and fascinate the reader. Stevenson is so 

impressed by his own creation that he writes to Colvin: "the Master 

is all I know of the devil. I have known hints of him, in the world, 

but always cowards; he is as bold as a lion, but with the same deadly, 

causeless duplicity ••• the Master has nothing else but his devilry. 1111 

James is a man who claims that in scorn of human reasoning he settles 

all matters of choice by flipping a coin, yet he can be witty and 

cunning when he considers it necessaryo 

111etters of Robert Louis Stevenson, II, 102. 
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An examination of a few incidents in the Master's life will show 

how Stevenson uses this character to create a romance where the villain 

is the heroo At the beginning of the story, we see that James Durie 

chooses of his own accord to go to battle on the side of King James III 

to satisfy his own pride and ambition: "The adventure tempted him ••• 

he was tempted by the opportunity to raise the fortunes of the house 

and not less by the hope of paying off his private liabilities" (p. 4). 

Yet no sooner the rumor of his death at Culloden is received than James 

becomes a martyro His memory becomes sacred and dear not only to his 

fiancee, who failed to dissuade him from going to war, but also to his 

father, to his father's servants, and even to Jessie Brown whom James 

had ill used. Worse still, his brother, who would have gladly gone to 

war in James's place if James had not insisted on going, becomes a 

traitor who stays at home safely while James lies dead in the fieldo 

As James's memory creates him a hero in the Durrisdeer house-

hold, with duplicity James creates himself a hero in his adventures. 

The same James who claims that he has no regard for human reasoning 

declares to a friend, in a pirates' ship, when he knows that his life 

is in danger, "I am not going to be a tarry pirate for nothing, nor 

yet to hang in chains if I can help it" (p. 44)o With that realistic 

resolution, James manuevers himself to become the accepted leader of 

the ruffians in the ship. His method of executing his plan is one of 

the most impressive features of romance in this novelo The way James 

masters the awesome Captain Teach--the way he renders Teach harmless 

and stupid, and finally brings a sort of order into the pirates' ship--is 



95 

most gallant and villainous. After Teach has gruesomely murdered a 

member of his crew and threatens to follow it by another murder, James 

who is newly coerced into the pirates' ship courageously disarms and 

orders Teach: "Go down to your cabin ••• and come on deck again when 

you are sober. Do you think we are going to hang for you, you black-

faced, half-witted, drunken brute and butcher? Go down!" (p. 47). 

After that bold challenge to the hitherto fearsome Captain Teach, 

the Master works himself up to become the quartermaster. The irony of 

the whole show is that Ballantrae's bold effectiveness is not derived 

from his own honesty as with Captain Smollett or Jim Hawkins in Treasure 

,!.sland. Contrarily, the Master's power lies in his duplicity. As the 

quartermaster, Ballantrae pretends to humor and obey Teach and later 

on overthrows him and loots his ship. Ballantrae pretends to put a 

check on Captain Teach's drink in the interest of the crew, yet he 

finally drugs the men and escapes from the ship with the pirates' 

booty. He makes use of Grady and Dutton to find out his way to safety 

and later destroys Dutton mercilessly. Surprisingly the Master claims 

having a sense of justice. When Burke shudders at the Master's ingrat-

itude to Dutton, he rebukes Burke: "The devil take you, Francis! ••• 

I believe you are a half-hearted fellow after all. I have only done 

justice on a pirate. And here we are quite clear of the Sarah! Who 

shall now say that we have dipped our hands in any irregularities" 

(p. 61). What a perverse sense of justice! 

Chesterton considers it a mistake on the part of Stevenson to 

include the episode which describes the Master's association with the 
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pirates. He thinks that the episode only makes the Master emerge as a 

traditional romantic figure. Chesterton says: "The episode of Black-

beard is a sort of fizzling anticlimax, spluttering like the blue 

matches in that fool's hat. Such a shoddy person had no claim to be 

so much as mentioned in that spiritual tragedy of the terrible twin 

spirits; the brothers of Durrisdeer. 1112 In this, Chesterton expresses 

strongly that the essence of this novel is to reveal the supreme evil 

represented by James's duplicity. However, the episode which Chesterton 

quarrels with does in no way reduce the villainy of the Master. James's 

encounter with Captain Teach and his treatment of Grady and Dutton show 

that Stevenson uses the pirates' episode to contrast the childish, 

exuberant, and largely ineffectual wickedness of the pirates with the 

Master's much more serious evil. 

James's duplicity is also revealed through his manners and 

attitude to life. It is remarkable that James Durie has nothing of 

the voluptuary in his nature. As quartermaster in the pirates' ship, 

he dispenses rum to others but keeps perfectly sober himself. James's 

only record of sexual adventure, which took place before this story 

begins, appears to be mainly to show James's cruelty rather than his 

weakness with women. He abandons his mistress without provision of 

support. Henry's comment on the Master's relation with Jessie Brown 

emphasizes only the Master's cruelty: "Jessie has some cause to be 

12G. K. Chesterton, Robert Louis Stevenson (London: Hodder 
and Stoughton, n.d.), p. 163. 



97 

unjust ••• she was not well used by one of our family" (p. 24). More-

over, the Master's response to Alison's accusation that his going to 

war shows that he does not love her is: "I could not love you, dear, 

so well, loved I not honour more" (p. 6). One of the only two times 

during his wanderings when James ever speaks of his fiancee is in a 

fit of envy directed at his brother: "He shall pay for all this, . . . 
he sits in my place, he bears my name, he courts my wife ••• " (pp. 72-

73). We see also that the Master's strongest weapon against his 

brother is duplicity. He flatters Henry in public and humiliates him 

in private. He pretends to show a brother's love to Henry's wife and 

child, yet all is meant to undermine Henry's relation with his family. 

Through the effect of James's evil of duplicity, Stevenson shows 

James as a villainous hero. In contrast to James, Stevenson shows Henry 

as a tragic victor. Henry as a character is not as brilliant as James. 

Stephen cites Henry as an evidence of Stevenson's limitations in 

portraying characters: "I do not think, to speak frankly, that any 

novelist of power comparable to him has created so few living and 

attractive characters. ul3 Be that as it may, through the characteriza-

tion of Henry, Stevenson is able to pursue the experiment of combining 

romance and realism better than through James. James tends to be more 

like a romantic character than a combination of realistic and romantic 

characteristics as seen in Henry. James is depicted earlier in the 

13teslie Stephen, "Robert Louis Stevenson," National Review, 
38 (Jan. 1902), 739. 
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novel as a frivolous character: "he sate late at wine, later at cards; 

had the name in the country of 'an unco man for the lasses,' and was 

ever in the front of broils •• he was the first to go in, yet it 

was observed he was invariably the best to come off" (p. 3). Henry, 

on the other hand is depicted as an ordinary man, "neither very bad 

nor yet very able, but an honest, solid sort of lad like many of his 

neighbours" (p. 3). 

However, Henry is a complex character. Although he sees his 

brother as the devil incarnate, Henry is not virtuous enough to repre-

sent Good in a moral allegory. When the rebellion of 1745 breaks out, 

Henry is as anxious as his brother to join the forces of Prince Charles. 

Even though Henry does not deserve all the blame he receives on the 

allegation that he pushes his brother to the war and he stays in safety 

at home, Henry's stay at home is not out of love for his family. It 

is forced on him only in keeping with the agreement to abide by the 

choice each of the two brothers makes at the Master's flipping of a 

coin. Henry's attempt to go to war is not also to demonstrate his 

respect for his brother's status as the heir to the house of ~Jrrisdeer. 

He only wishes, out of sheer jealousy, to thwart his brother's plan to 

join the rebel forces. Henry says: "It is your duty to be here with 

my father, ••• You know well enough you are the favorite" (p. 5). 

The brief portrait of Henry's personality shown above reveals him as 

a realistic character, but we soon see him as a romantic character when 

he keeps on advancing money to his ungrateful brother, but he does even 

that in a spirit of hatred: "They think it only natural. I have 
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shameful proclivities. I am a niggardly dog. • • • But I will show 

that fellow. • • • I will show him which is the more generous" (p. 85). 

Even Mackellar, Henry's greatest advocate, cannot help remarking: 

"This is no generosity ••• this is only pride" (p. 85). 

In his love affair with Alison, Henry is also shown as a romantic 

character. He relentlessly shows his love for Alison, but the wife cares 

more for the memory of the supposedly dead James than for the presence of 

Henry. Like Prince Otto, Henry accepts his position calmly. He says: 

"The weakness of my ground ••• lies in myself, that I am not one who 

engages love" (p. 120). Yet like Prince Otto again, Henry is prepared 

to defend the honor of his wife. Henry has been long suffering. He 

has received an untold number of insults from James: "my dear brother 

is as we might say a bumpkin, a clown, a clodpole; a fellow without 

grace, lightness, quickness; any gift of pleasing, any natural 

brilliance" (p. 124). But when James adds: "with all these solid 

qualities which I delight to recognize in yoa, I never knew a woman 

who did not prefer me--nor I think • • • I think--who did not continue 

to prefer me" (pp. 124-25), that is "the last straw that breaks the 

camel's back." Henry as a gentleman feels that his wife has been 

insulted; he rises and strikes the Master in the mouth. Henry describes 

the action later on as "the most deliberate act of my life" (p. 125). 

For this also Henry is prepared to fight a duel with James, just as 

Prince Otto challenges Sir John Crabtree to a duel to defend the honor 

of Princess Seraphina. 
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It seems that Stevenson uses this incident to show how Henry 

develops from an ordinary man of business into a romantic character. 

The most unfortunate romantic aspect of Henry's life is that he fails 

to see that the more he hates James, the more he grows to be like him. 

Long after Henry's recovery from the delirium which follows his duel 

with James, Henry still believes that he murdered his brother, yet his 

hatred for James makes Henry unable to feel guilty. Thus he begins to 

lose his humanity. Soon Henry begins to affect his family the same way 

James dido As if in retaliation for the cold attitude of Alison to 

him before the duel and his delirium, after his recovery Henry shows a 

cold shoulder to Alison. Henry becomes absorbed in his son, Alexander, 

at the expense of everybody else including Katherine, just as old Lord 

Durrisdeer had doted on Jameso 

Henry unconsciously creates of himself a reflection of his 

brother. When in New York he gains the upper hand in the struggle 

between him and his brother, Henry begins to go out into the society. 

He cares very little for business. His change of attitude is so 

remarkable that Mackellar begins to wonder whether Henry has a mistress. 

Mackellar later discovers that it is hatred and not love that gives 

Henry healthy colors! When Mackellar admonishes him on his new attitude, 

Henry boasts of it: "I grow fat upon it" (p. 244). 

Henry's unconscious moral degradation is so deep that he no 

longer worries about his family's reputation. James opens a tailor's 

shop in order to embarrass his respectable relatives. James soon 

discovers that he is mistaken. Henry decides to show his brother that 
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he is equally as hardened as James. Mackellar records: "If any of my 

lord's friends went by, he would hail them cheerfully, and cry out he 

was there to give some good advice to his brother who was now . . . 
grown quite industrious" (p. 245). This is the only incident on which 

the Master admits unequivocally that Henry has beaten him. Henry, 

however, grows spiteful until he becomes, as Walter Allen states, "one 

of the most absorbing psychological studies of degradation in our 

fiction. 1114 

It appears that Stevenson intends to use Henry's case to show 

that to separate realism from a romance is to render the romance 

incredible. Through Henry's encounter with his brother, Stevenson 

shows that a romance where the good in spite of all odds triumphs over 

the evil stands to lose plausibility. While the evil may not be 

substantially triumphant (as we have seen that the Master is not 

triumphant), there is a great probability that the evil one, given an 

ample chance to operate, may eventually corrupt the good. It is 

pathetic that Henry, who is at first presented as a wise, creditable, 

dutiful, and capable son, becomes so degenerate that he stoops to 

connnission a gang of criminals to search for his brother's treasure 

and to murder the brother. 

Besides the above matchless characterizations, the use of 

Mackellar as a narrator is one of the strong points of The Master of 

Ballantrae as a romantic novel. As already discussed, the use of a 

14The English Novel (New York: Dutton, 1954), p. 336. 
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limited omniscient narrator is not an innovation of Stevenson. However, 

Stevenson develops this device in a way that does much credit to his 

art. Stevenson reveals that "Mackellar is originally created to be a 

confidant for Mr. Henry, but he grows to a full character who provides 

unexpected advantages. 1115 '11iat assertion is indisputable; for instance, 

it is obvious that through Mackellar, Stevenson is able to create 

occasional humor in an otherwise somber atmosphere. Mackellar's 

description of his own behavior on the night of the duel between Henry 

and James is a good illustration. Mackellar says: "At these words of 

mine the master turned his blade against my bosom; I saw the light run 

along the steel; and I threw up my arms and fell to my knees before 

him on the floor. 'No, no' I cried, like a baby •• . . I took up the 

candlesticks and went before them, steps that I would give my hand to 

recall; but a coward is a slave at the best; and even as I went, my 

teeth smote each other in my mouth" (pp. 126-27). Even though the 

occasion described is so grim, such a pictorial confession of cowardice 

that involves throwing up of one's arms, falling on one's knees, teeth 

smiting one another in an adult narrator, cannot fail to arouse a 

smile. 

Apart from serving as a means of injecting humor into a serious 

story, Mackellar is used to interweave romance and realism. As a 

realistic character, he assumes the role of an objective reporter. At 

15Robert Louis Stevenson, Notes to The Master of Ballantrae, 
South Seas ed. (New York: Charles Scribner's Sons, 1925), p. 252. 
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the same time, as a romantic character he is a self-declared enemy of 

James, the Master of Ballantrae. As an enemy Mackellar's handling of 

James is particularly biased. We may not expect to find too many 

pleasant commentaries on James's character. Nonetheless, Mackellar 

recognizes the obvious abilities of the Master. He reveals James's 

skill in handling others, he points out his intelligence and wit. But 

in furtherance of his avowed prejudice, he checks every compliment with 

a disparagement in this manner: "The Master of Ballantrae ••• took 

from his father the love of serious reading; some of his tact perhaps 

as well, but that which was only policy in the father became black 

dissimulation in the son" (p. 3). 

It is also remarkable that Mackellar does not consider it mean 

to report what he himself could not substantiate. He says: "One very 

black mark he had to his name; but the matter was hushed up at the time, 

and so defaced by legends before I came into those parts that I scruple 

to set it down. If it was true it was a horrid fact in one so young; 

and if false, it was a horrid calumny" (p. 3). What is more, Mackellar 

goes through the Master's private papers with much glee and little 

guilt. This act tends to lower a reader's estimation of Mackellar as 

a reliable and objective chronicler. Thus Kilroy says: "As a result 

of Mackellar's overpowering antipathy to the Master, we are never 

given sufficient information to understand this crucial character. 1116 

16James F. Kilroy, "Narrative Techniques in The Master of 
Ballantrae" Studies in Scottish Literature, 5 (1967), 102. 



104 

But the fact that Mackellar makes us see clearly his bias is a point 

for realism in the novel. Mackellar's revelation illustrates the basic 

fact that a partisan cannot be a prudent, honest reporter with a 

sincere sense of justice. It shows also that Mackellar, despite his 

wit, cleverness, and preciseness, is an ordinary man rather than a 

romantic figure. He is not an idealist who can live above prejudice. 

Mackellar also plays a role which enables Stevenson to view 

Alison from the outside and, in so doing, is able to create her a 

believable character. Mackellar is revealed as biased against Alison, 

and he gives his reasons for being biased against her. Mackellar says: 

"She used me with more condescension than the rest, so that upon all 

accounts I kept her in the third place of my esteem" (p. 17). From 

that statement of antagonism, Mackellar shows why he does not find it 

difficult to reveal all the weaknesses of Mrs. Henry--her unreasonable 

consent to marriage with a man she does not love, her disloyalty to 

her husband, her stupid encouragement of the Master to torture Henry. 

Moreover, through the use of Mackellar as the family informant, it 

becomes easy for Stevenson to show how Alison realizes her folly and 

turns over a new leaf in her relation to Henry right from the time 

Henry is in delirium. 

Through several other roles that Mackellar plays, Stevenson is 

able to reveal the strength of a minor character in a romance. Mackellar 

acts not only as an interpreter of characters and actions, but also as 

the director of the plot. He sometimes assumes the task of informing 

members of the family what is happening. It is he, for instance, who 
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makes it known to Mrs. Henry that Henry is not stingy or extravagant 

but that the drain of the estate is due to the pressure brought to bear 

on Henry by James. Mackellar also admonishes the members of the family. 

He gives a timely warning about the way Mr. Henry dotes on Alexander. 

He also cautions Henry against his development of hatred toward the 

Master. 

Mackellar, as the purported editor of the story of The Master 

of Ballantrae, again brings in some features of realism into the romantic 

novel. He makes correction of detected errors on the parts of the story 

which he claims he receives from other people. Burke records that 

Alison and Henry were married at the very time when he [Burke] and the 

Master landed in New York, in 17470 Burke adds: "the hand of Providence 

is here displayed too openly not to be remarked" (p. 73). Mackellar 

promptly corrects Burke's account in footnote form: "A complete blunder: 

there was at this date no word of the marriage" (p. 73). However, 

Mackellar sometimes overplays that role and so continues to exhibit 

himself as a biased narratoro Mackellar deliberately deletes parts of 

Burke's account. He breaks off the memoirs at the quarrel between 

Burke and the Master on the excuse that he considers Burke's account 

of the quarrel incompatible with the conduct of either Burke or the 

Master. He is particularly suspicious of Burke's account of the Master's 

behavior. But what evidence has Mackellar to claim a superior insight 

into the actions of the Master? Burke went through very hard times 

with the Master. He seems to be in a good position to assess the 
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Master's temperament, perhaps better than Mackellar, a self-confessed 

enemy of James. 

However, despite Mackellar's shortcomings, we can see that by 

creating this fellow a full-fledged character, Stevenson makes an 

immense contribution to the use of a limited-omniscient narrator. In 

Bronte's work, it is easy for a reader to forget that he is receiving 

the account from Nelly; but in The Master of Ballantrae the presence of 

Mackellar cannot be ignored. Mackellar, like Nelly, emerges as a 

character who contributes a saving sanity to the highly emotional events. 

He is not a mere narrator. He interprets, gives warning, rebukes, and 

judges where necessary. He is all the time sensible, and he tempers 

the violence of the main characters. Mackellar, as a steward, has a 

higher status than Nelly, a housekeeper; hence his functions in the 

above mentioned capacities are more effective than those of Nelly. 

In addition to the brilliant use of a minor character, and to 

other qualities discussed, the success of this sector of Stevenson's 

experiment in the romantic novel lies also in the artistic versatility 

demonstrated in the novel. The Master of Ballantrae stands out as the 

eloquent testimony that Stevenson nurses a romantic idea to take all 

genres for his province. Through its structure, especially, this novel 

is overwhelmingly versatile. First, the novel assumes the cloak of a 

realistic novel, in that the place and time of the events are given. 

The story is narrated in the first person as from an eyewitness. The 

starting point is linked with an historical event. At the same time 

the novel develops as if it were a biography of one of the major 
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characters, Henry Durrisdeer. It is also in the form of a picaresque 

story of James Durrisdeer. There are also incidents of love affairs, 

between James and Alison at first, and between Henry and Alison later 

on. In that it resembles the traditional romance. All along the story 

involves an effort in estate management by Henry Durie and his faithful 

steward, Mr. Mackellar. It is not unlike a Gothic romance in that it 

involves strange adventures, fighting for love, the mysterious survival 

of the villainous hero after receiving what is thought to be a fatal 

blow, and finally Henry Durie's instant death as he perceives that the 

corpse of his brother apparently blinks. 

It is not only the structure of this novel which is impressively 

versatile; the theme also makes the work very exciting. One major theme 

developed in The Master of Ballantrae is moral ambiguity. Although this 

has been discussed in the character of the villainous hero, I consider 

it necessary to show how the theme is reflected in some other characters 

and throw light on their attitudes and activities. The old Lord 

Durrisdeer is presented as a loving father, respectable head of a noble 

family. He shows favoritism to his elder son, and at the same time 

expresses gratitude to the younger son for his duty, faithful services, 

and accurate management of his estates. Lord Durrisdeer first takes 

care of Alison Graeme as his adopted daughter. Later on he marries her 

to his second son for the expressed purpose of winning entitlement to 

the girl's money, for his own family. Where is love and nobility in 

that? Even though the old Lord marries Alison to Henry, he encourages 

Alison's nostalgic love for her supposedly dead sweetheart at the 
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expense of her love and loyalty to her husband. In view of Lord 

Durrisdeer's ambivalent attitude to his second son, it is difficult 

to see him as a wise old man interested in the stability of his family 

title. 

Moral ambiguity is also seen in the protagonist of the story, 

Henry Durrisdeer. Henry is first presented as a wise, creditable, 

dutiful, and capable son. He is generally misunderstood, hated, and 

shunned by the conmrunity. He is falsely suspected and even accused of 

treachery against his brother. He is long suffering; he bears injustices 

patiently and without complaining or defending himself. It is shown 

further that at the Master's return from his wandering and brigandage, 

Henry keeps on advancing money to his ungrateful brother to demonstrate 

his generosity. It is shocking that the same gentle Henry later on 

commissions a gang of notorious men to search for his brother's buried 

treasure. This shatters the notion that Henry is ever a noble-hearted 

man. That last act makes him appear as if he was, in the past, only a 

malignant pretender who got, from the society that despised him, what 

he actually deserved. Yet even in that ebb of his character. Henry 

still appears not as hardened as he thought himself to be. He has a 

fatal shock on seeing the corpse of a brother he has long wished dead. 

Daiches has rightly stated: "All of Stevenson's novels have 

a highly sensitive moral pattern. • • • The design of the narrative is 

keyed to some profound moral problem, or it might be better to say 

moral dilemma--for Stevenson shares with the great writers of tragedy 
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the knowledge that there are no pennanent solutions to the real human 

problem. 1117 Thus, once again, through purposeful characterizations, 

wide-ranging structure, and moral theme, Stevenson has ably demonstrated 

that romance can be used to teach moral lessons and, in so doing, serve 

a realistic purposeo 

17navid Daiches, Stevenson and the Art of Fiction (New York: 
Privately Printed, 1951), p. 9o 



CHAPTER VI 

WEIR OF HERMISTON 

The fragment, Weir of Hermiston (1896), qualifies for examination 

in this study despite its abrupt ending. There is overwhelming evidence 

that it is a great, if not the greatest, work among Stevenson's romantic 

novels. Colvin writes in the epilogue to the Vailima Letters: "The 

fragment which he wrought during the last months of his life gives to 

my mind ••• the full measure of his powers; and if in the literature 

of romance there is to be found work more masterly, of more concentrated 

imaginative visions and beauty, I do not know it. 111 Cooper also says: 

"Weir of Hermiston is remarkable not only for the power and grace of 

the execution, but for the brooding sense of destiny which gives it the 

quality of a Greek tragedy. 112 Moreover, Stevenson himself had a very 

high hope that this novel would be his greatest work. In his letter to 

Baxter on December 1, 1892, he writes: "Mind you, I expect The Justice 

1Robert Louis Stevenson, Vailima Letters in Letters and Miscel-
lanies of Robert Louis Stevenson, ed. Sidney Colvin (New York: Charles 
Scribner's Sons, 1918), p. 313. 

2Lettice Cooper, Robert Louis Stevenson (Denver: Alan Swallow, 
1948), p. 101. 
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Clerk to be my masterpiece. 113 Kiely also says: "Stevenson's most 

serious and moving works are scottish novels written out of Scotland. 

The Master of Ballantrae and Weir of Hermiston both involve protagonists 

who achieve a kind of heroic stature through an almost demonic refusal 

to submit, which at once sets them above family and state while it 

identifies them with the national spirit of recalcitrance. 114 

It appears, however, that critics rate Weir of Hermiston so 

highly only because it happens to be Stevenson's last work. They seem 

to judge the attainment of this work by the potentials of Stevenson's 

art which the novel forecasts. Steuart makes this idea plain when he 

says: "Not until he reached 'Weir of Hermiston' did he show a real 

understanding of the art for the creative writer--a complete forgetful-

ness of self, a childlike surrender to the impulse and promptings of 

his own imagination. I emphasize that fact because it poignantly and 

sadly suggests what Stevenson might have done had he not died at four-

and forty. 115 

Despite those opinions on Weir of Hermiston, I do not find it 

the greatest of Stevenson's romantic novels. From all that is exhibited 

in the novel I do not find anything as creative as the impressively 

3Robert Louis Stevenson, Letters of Robert Louis Stevenson, ed. 
Sidney Colvin (New York: Charles Scribner's Sons, 1901), II, 327. ~ 
Justice Clerk is the original title Stevenson gave to this novel. See 
also Robert Kiely, Robert Louis Stevenson and the Fiction of Adventure 
(Cambridge, Mass.: Harvard Univ. Press, 1965), p. 232. 

4Kiely, pp. 197-98. 

5John A. Steuart, Robert Louis Stevenson: A Critical Biography 
(Boston: Little, Brown 1924), I, 99-100. 
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magnificient description of the sunrise found in Prince Otto, nor do I 

discover in Weir of Hermiston any characterization that parallels that 

of The Master of Ballantrae. While Lord Hermiston is a towering figure, 

adamantly proud and callous, he is no match, as a villain, for James 

Durie, who takes special pride in torturing his humble brother. Where 

it involves his sentimental, erring son, Adam Weir tempers justice with 

paternal love. Rather than send his son to jail he banishes him to 

the family estate. Despite Frank Innes' wits and diabolical disparage-

ment of his benevolent friend, he rates only second to Gondremark in 

Prince Otto, who manipulates his benefactors to gain control of a whole 

realm. Although Innes is able to mobilize public opinion against Archie, 

he does not succeed in making Archie believe that Kirstie is not worthy 

of his love. 6 Rather than yield completely to Innes' pressure, Archie 

is only willing to exercise some discretion as a means to achieve his 

goal. Archie says: "my dear girl, we have to be wise. We must not 

wreck our lives at the outset •••• we must see to it, like God's 

rational creatures and not like fool children •• You are worth 

waiting for, Kirstie! 117 

Although there is a love motif in Weir of Hermiston, there are 

no gallant lovers such as the Prince in Prince Otto or even as the 

6Kirstie Elliott, Archie's beloved, is a niece of Kirstie 
Elliott, the housekeeper. 

7Robert Louis Stevenson, Weir of Hermiston in Letters and 
Miscellanies of Robert Louis Stevenson, Weir of Hermiston, The Plays & 
Fables (New York: Charles Scribner's Sons, 1918), p. 146. All 
subsequent references to this edition will appear in my text by page 
number. 



113 

mock-heroes of The Qynamitero While Kirstie Elliott, the housekeeper, 

is a strong character, she is below Madame von Rosen of Prince Otto in 

rank, charm, and prestige. She also lacks the unusual sense of devotion 

to villainy such as Madame von Rosen boasts of. Thus, Kirstie is not 

an adequate counterpart of von Rosen either on the heroic or the 

villainous side. Kirstie, the housekeeper, impresses Archie as a well 

meaning, noble-minded substitute-mother, but unlike von Rosen, who is 

able to obtain any information from Gondremark her lover, Kirstie fails 

to elicit the promise from Archie, whom she adores, that Archie take 

her into total confidence in his further relation with his beloved. 

However, despite those inadequacies in Weir of Hermiston, its 

value in developing my thesis cannot be over emphasized. "Weir of 

Hermiston," says Steuart, "notable for many things, is in particular 

for this, that it marks the real point of article emancipation for its 

author, the point . . . at which, happily forgetting his own critical 

dogmas, he blended realism and romance •• ,.8 In accord with that . . 
observation, I have discovered elements of romance and realism 

harmoniously blended in a way that makes the novel irresistible to the 

reader 0 While young Archie Weir, through his idealistic idea about 

championing the cause of the weak and through his daring love advances, 

is presented as a romantic character, yet through the ways his life 

corresponds with that of the author, we see that Stevenson here toys 

with the idea of creating a character in a realistic novel. In this, 

8 Steuart, II, 35. 
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Stevenson seems to imitate earlier Victorian novelists. In Thackeray's 

Vanity Fair, for instance, "Many of the characters were drawn directly 

from real people •• . . Among the principal characters, Amelia Sedley 

was largely derived from his wife, and Captain Dobbin had some resem-

blance to Thackeray himself. 119 It is fascinating to note some close 

similarities between Archie's and Stevenson's lifeo Archie is like 

Stevenson, an only son. Archie is considered temperamentally unfit 

for a career in law, his father's profession, just as Stevenson, due 

to lack of physical aptitude, was unfit to become a lighthouse engineer 

like his father. Friends warn Archie that his love affair with Kirstie 

might be resented by his father. This looks like an adaptation of 

Stevenson's marriage with Fanny, which was for a time the cause of 

alienation between Stevenson and his parents. In his letter to J. M. 

Barrie on November 1, 1892, Stevenson indicates a plan to bring the 

story of the young lovers--Archie Weir and Kirstie Elliott--to a happy 

ending overseas. He writes: "Barxfield--only his name is Hermiston--

has a son who is condemned to death •• • • But now on considering my 

minor characters I saw there were five people who would • • • break 

prison and attempt his rescue. • • • Why should they not then? Why 

should not young Hermiston escape clear out of the country?"lO Also 

like Archie, Stevenson was a prisoner of ill health, constantly under 

the shadow of death. His migration to Samoa was an effort to forestall 

9 Lionel Stevenson, The English Novel: A Panorama (Boston: 
Houghton Mifflin, 1960), p. 265. 

lOLetters of Robert Louis Stevenson, II, 321. 
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death. He was quite happy there and was sure of a happy ending in 

Samoa even though he knew that his days were numbered. 

In several other aspects of characterization, Stevenson continues 

to show Archie Weir as a combination of a romantic and a realistic 

character. When Archie first hears his father sentence a pathetic 

criminal to be hanged, Archie's mind escapes into a romantic vision. 

He feels horrified: it appears to him that his father uses his strength 

and position to deride and terrify a wretched criminal, that his father 

seems to derive joy in this pitiful business: 

Archie passed by his friends in the High Street with 
incoherent words and gestures. He saw Holyrood in a 
dream, remembrance of its romance awoke in him and 
faded; he had a vision of the old radiant stories, of 
Queen Mary and Prince Charlie, of the hooded stag, 
of the splendor and crime, the velvet and bright iron 
of the past; and dismissed them with a cry of pain •• 
'This is my father • • • I draw my life from him; the 
flesh upon my bone is his, the bread I am fed with is 
the wages of these horrors.' (pp. 29-30) 

• • 

But in developing this episode, Stevenson shows Archie as a realistic 

character. He creates a situation true to life when Archie, despite 

his contempt for his father's attitude, is made to resemble his father 

as he satirizes the father's action. 

When before his controversial debate on capital punishment 

Archie presides over a meeting, much of the father is seen in Archie: 

"At times he meddled bitterly and launched with defiance those fines 

which are the precious and rarely used artillery of the president. He 

little thought, as he did so, how he resembled his father, but his 

friends remarked upon it chuckling" (p. 33)o 
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Moreover, in Archie's love adventure Stevenson depicts him as 

both a romantic and realistic character. Archie and Kirstie are as 

passionate as any ardent lovers in romantic fiction. They appear to 

be prepared to take any risk, but as in realistic novels where marriages 

between people of different social and economic classes are often frowned 

on, Archie has to caution Kirstie that they should go slowly. To stress 

again the romantic aspect of the love adventure, Stevenson emphasizes 

the instinctive, the aboriginal, or even the animal qualities of the 

young lovers' relation. He makes a profuse use of animal imagery. The 

preliminary stage before the young lovers meet is described as a kind 

of epiphany in the life of Archie. He is shown as one with a new 

awareness of the beauty of nature: "His heart perhaps beat in time to 

some vast indwelling rhythm of the universe. • On this particular 

Sunday, there was no doubt but that the spring had come at last. It 

was warm, with latent shiver in the air that made warmth only the more 

welcome. • • • Brightness of azure, clouds of fragrance, a tinkle of 

falling water and singing birds, rose like exhalations from some deeper 

aboriginal memory that was not his but belonged to the flesh on his 

bones" (pp. 86-?7). 

Apart from revealing the instinctive condition preceding Archie's 

love adventure, that descriptive passage well foreshadows what the love 

adventure is to be in the life of the young exile. Hitherto, since his 

banishment into the family estate, Archie's life has been solitary and 

gloomy. His meeting with Kirstie is expected to resuscitate his life. 

For a further development of the theme of instinctive love between 
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Archie and Kirstie, Stevenson continues with the use of definite animal 

imagery. For instance, Kirstie's appearance and behavior during Mr 0 

Torrance's dry sermon are likened to that of animals. Her gaze is 

"like a tame bird," and her eyes are "great as stags." When Archie 

looks at her she is "like a creature tracked down," and after the church 

service she runs home "with the tread of a wild doe" (pp. 89-92). 

Archie and Kirstie's first meeting is shown to be on impulse: 

"and at last, as the cool of the evening began to come on, he had taken 

his hat and set forth. • • • He had no hope to find her; he took the 

off chance without explanation of the result and to relieve his uneasi-

ness. The greater was his surprise, as he surmounted the slope 

to see there, like an answer to his wishes, the little womanly figure 

••• actually solitary in these desolate surrounding ••• '' (p. 106)0 

At the same time, as Archie makes his advances under the 

influence of instinct, he is as a realist aware of the possibility of 

his emotion developing out of hand. From time to time he applies a 

brake: "Young Hermiston was struck with a certain chill. He was 

reminded that he now dealt in serious matters of life and deatho This 

was a grown woman he was approaching, endowed with her mysterious 

potencies and attractions, the treasury of the continued race and he 

was neither better nor worse than the average of his sex and age. • • • 

His throat was dry as he came near; but the appealing sweetness of her 

smile stood between them like a guardian angel" (p. 107). That piece 

of reflection is obviously one aspect of the refined and polished 

stage of Stevenson's art which several critics claim he reaches in this 
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novel. Within the passage Stevenson makes a beautiful, economic, and 

effective use of words. A lot of meaning is conveyed within the brief 

statement "This was a grown woman • • 0 endowed with her mysterious 

potencies and attractions, the treasury of the continued race and he 

was neither better nor worse than the average of his sex and age." In 

that statement Stevenson subtly implies that if Archie were a "Don Juan," 

a true romantic character, Kirstie might soon begin to rear a family. 

The circumstances--Archie's status, time and place, and Kirstie's 

ambition--are all favorable to Archie. But as a different type of 

romantic character, Archie resorts to a kind of platonic love: "the 

appealing sweetness of her smile stood between them like a guardian 

angel." 

Furthermore, despite Archie's conviction that Kirstie is worthy 

of his love, when pressure is brought to bear on him first by Frank and 

later by Kirstie the housekeeper, Archie as a realist decides to have 

a down-to-earth talk with his beloved. He assumes the air of a school-

master: "No Christina [rather than "Kirstie"] not today. • . . Today 

I have to talk to you seriously. Sit ye down please, there where you 

were ••• there is been too much of this. We've seen too much of each 

other. • • • There is no good ever comes of these secret meetings. 

They are not frank, not honest truly, and I ought to have seen it" 

(pp. 145-46). By this technique of checks and balances Stevenson uses 

a traditionally romantic subject (a love affair) to develop his own 

type of romance. Its unique effect is that the reader is not easily 
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bored, since he is not perpetually presented with weird imagination or 

stark realities of life from which there is already some desire to 

escape. 

Through Archie, as through each of the other major characters--

Adam Weir, Kirstie the housekeeper, Frank Innes and Christina Elliott--

we constantly see Stevenson's efforts at writing his own unique romance, 

which involves blending romance and realism, and borrowing and adapting 

techniques used by his predecessors, and using romance not only to 

delight but also to teach. In creating Adam Weir, the Lord Justice 

Clerk, Stevenson openly adopts the technique of a realistic novelist. 

He imitates real life. The same way George Eliot makes use of men in 

public affairs, either in contemporary society or back in history, 

Adam Weir is modeled after Lord Braxfield, who according to local 

Scottish history was a notorious judge of the High Court of Edinburgh: 

"Lord Braxfield, the original of Weir of Hermiston, was a character who 

had long haunted Stevenson, who had been familiar from his youth with 

Braxfield's reputation and the traditions associated with his name. 1111 

In his letter to Baxter on December 1, 1892, Stevenson requests the 

report of a Scottish murder trial between 1790-1820. He includes in 

this 'request: "Is there any book which would guide me as to the 

following fact? 'The Justice-Clerk tries some people capitally on 

circuit ••• the charge is transferred to the J.-C.'s own son•. 1112 

11navid Daiches, Robert Louis Stevenson (Norfolk, Conn.: New 
Directions Books, 1947), p. 102. 

12Robert Louis Stevenson, Letters of Robert Louis Stevenson ed. 
Sidney Colvin (New York: Charles Scribner's Sons, 1901), II, 328. 
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This is similar to the technique used by George Eliot in Middlemarch 

(1871-72), where in order to make the Lydgate episode and the rancor 

among the medical men appear real George Eliot bases her material on 

what she studied about medical conditions and practices in 1830.13 

Despite that attempt at making Adam Weir a realistic character, 

what is most obvious in the personality of this character is that he is 

created a larger-than-life character. Adam Weir is the most impressive 

character in this novel. He is described as "aboriginal antique, 

adamantine Adam" (p. 37). He is a brilliant but a merciless judge with 

a reputation for sending criminals and radicals to their execution with-

out a sign of pity or a moment's hesitation. He proudly describes 

himself as "the King's officer, bearing the sword, a dreid to evil-

doers, as I was from the beginning, and as I will be to the end! ••• 

I never gave two thoughts to heediousness, I have no call to be bonny" 

(p. 41). 

But despite that exhibition of his callousness, Adam.Weir is 

not without his admirers. A kind old judge who is a friend to both 

elder Weir and Archie Weir tells Archie that Archie's father "has all 

the Roman virtues, Cato and Brutus were such: I think a son's heart 

might well be proud of such an ancestry of one" (p. 23). Lord 

Hermiston's wife compares him with her own great-great grandfather who 

"had drawn sword against the Lord's anointed." Stevenson adds: "Nor 

13see Jerome Beaty, Middlemarch: from Notebook to Novel 
(Urbana: Univ. of Illo Press, 1960), p. 10. 
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could she blind herself to this, that had they lived in these old days, 

Hermiston himself would have been numbered along side of Bloody Mackenzie 

and the politic Landerdale and Rothes, in the bands of God's immediate 

enemies" (po 8). 

Elder Weir also likens himself to a great progenitor. When 

Archie confesses that he has looked through some of Hermiston's trials, 

Weir associates the boy's curiosity with the sin of Noah's sons, who 

spied their father's nakedness. It is noteworthy that Adam Weir is the 

only major character in this novel whose ancestry is not declared. Thus 

he appears as the ancient Adam who is a progenitor without an ancestor. 

Yet despite Weir's larger-than-life size, his grotesquely callous nature, 

and his resemblance to the personalities in antiquity, elder Weir is 

a practical man. He is a respected member of the society, a good 

provider for his family. He is a symbol of law and order. He is a 

man of business who also believes in enjoying his life: "He was besides 

a mighty toper; he could sit at wine until the day dawned, and pass 

directly from the table to the Bench with a steady hand and a clear 

head" (p. 21). 

In some of the novels already examined in this study--Prince 

Otto for example--we see that Stevenson uses the technique of the foil 

very effectively. In Weir of Hermiston he develops this technique in 

his own peculiar way. Mrs. Weir is created a character too weak to be 

a successful foil of Adam Weir; hence Stevenson creates a female counter-

part of Adam in the character of Kirstie the housekeeper. Kirstie, like 

Adam, is a character of great dimension. Although she is not used to 
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contrast Adam on all grounds, she matches him on a one-to-one basis: 

"Even Lord Hermiston held Kirstie in a particular regard. There were 

few with whom he unbent so gladly; few whom he favoured with so many 

pleasantries ••• " (p. 6). 

Kirstie is also a good personification of the inseparableness 

of romance and realism. It is through her that we get the only motif 

of adventure in this novel. I_n trying to impress young Archie Weir 

that she hails from a family with a glorious past, Kirstie relates the 

incident in which her brother, at the ripe age of sixty, met his heroic 

end. She tells a weird and lusty tale of ambush, robbery, and murder. 

It involves also a bloody revenge taken on the assassins by the old 

man's four sons, Kirstie's nephews. Although this is a digression from 

the main plot, it serves a useful purpose of injecting extra charm into 

the novel and of creating excitement. 

Kirstie herself is also a magnificent personalityo As Adam 

Weir is likened to the great progenitors, Kirstie also draws her 

strength and grandeur from her resemblance to the ancient heroines. 

She is described as "once a moorland Helen and still comely as a blood 

horse and healthy as the hill wind." Lord Hermiston refers to her as 

a "skirling Jezebel" (p. 17)o Her rugged personality is also depicted 

by her reaction to Mrs. Weir's death: "She breaks into a high, false 

note of barbarous mourning, such as still lingers modified among Scots 

heather" (po 16). 

Despite those traits of romance--strong personality, affinity 

to the ancient and the renown, and ruggedness--Kirstie is equally 
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depicted as an ordinary woman. When Kirstie hears of her young master's 

affair with her niece, she promptly decides to visit the young man, to 

advise him against further development of the affair. Her avowed reason 

is to safeguard the girl's virtue since Archie's higher social rank 

will probably prevent him from marrying Christina. However, it is 

obvious that the housekeeper's action is motivated by jealousy (a great 

temptation for anyone--man or woman--who has the unenviable position of 

watching another person about to obtain what he or she has missed). 

Kirstie recognizes the loss of her own chance in love affairso She 

would rather have seen Archie married to a girl she could identify with: 

"She had seen, in imagination, Archie wedded to some tall, powerful, 

and rosy heroine of the golden locks, made in her own image for whom 

she would have strewed the bride-bed with delight; and now she could 

have wept to see the ambition falsified" (p. 136). 

Frank Innes is presented as the traditional type of foil of 

Archie Weir. Unlike Archie, who is mild and gentle, Frank is witty and 

frivolous. Archie properly belongs in Henniston; Frank is an outsider 

who makes mischief everywhere in the plot. It is Frank who publicizes 

Archie's condemnation of the execution of Duncan Jopp, which marks the 

beginning of the hostility between Archie and his father. After his 

contribution to the cause of alienation between Archie and the elder 

Weir, Frank, in the same way as James Durie pursues Henry Durie to 

America, pursues Archie into his exile. Upon settling in Hermiston as 

a guest of Archie, Frank mobilizes public opinion against Archie: "He 

occupied Hermiston after the manner of an invader in a conquered capital. 
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He was perpetually issuing from it as from a base, to toddy parties, 

fishing parties and dinner parties; to which Archie was not invited, or 

to which Archie would not go. It was now that the name of The Recluse 

became general for the young man. . . . 'How's all with your Recluse 

today?' people would ask. 'O, reclusing away!' Innes would declare, 

with his bright air of saying something witty" (p. 121). While he 

carries on this type of disparaging commentary, Frank, like Stevenson's 

other double-dealers, gives the community the impression that he 

sacrifices his legal studies in order to pull up his friend's courage 

when, in fact, it is Archie who without making noise about it gives 

him a refuge and saves him from prosecution and imprisonment for debt: 

"I'll tell you plainly, and between ourselves, I scarcely like to stay 

there any longer •••• I'm positively afraid to leave him alone. . . . 
I'm staying at a great sacrifice. I'm hindering my chances at the Bar, 

and I can't blind my eyes to it" (p. 123). Above all, it is Frank who 

engineers the misunderstanding between Archie and Christina. 

The most intriguing part of Frank's character lies in the un-

written part of the novel. As declared by Stevenson's step-daughter, 

Mrs. Strong; "Archie persists in his good resolution of avoiding further 

conduct compromising to young Kirstie's good name. Taking advantage 

of the situation • • • Frank Innes pursues his purpose of seduction 

and Kirstie ••• allows herself to become Frank's victim •• • • 

[Archie's) interview with Frank ••• ends in a quarrel with Archie 
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killing Frank. 1114 Thus from the beginning to the end, Frank is created 

not only as a foil but also a plague on Archie. Through Frank Innes, 

Stevenson once again emphasizes the gravity of evil duplicityo He 

demonstrates that duplicity has a tendency to ruin both the perpetrator 

and the victim. This same fact again reveals Stevenson's deviation 

from the traditional romance where the good is always rewarded, the 

evil punished. Here, as in The Master of Ballantrae, Stevenson shows 

that successful romances, more often than not, are tragedies. 

The development of Weir of Hermiston as an improvement over 

Stevenson's other romantic novels does not depend very much on the major 

characters. If this novel may be considered as Stevenson's masterpiece, 

it may be rightly asserted that the characterization of young Kirstie 

Elliott is a great contribution to that attainment. An observation of 

the main female characters in any of the works already examined in this 

study will show that, hitherto, Stevenson's female characters are 

unimpressive lovers. Seraphina in Prince Otto takes her lover's 

affection for granted. Clara Luxmore (Teresa) in The Dynamiter consents 

to marry Desborough only as a compensation to the young man for the risk 

she had involved him in by making him carry her box of infernal machinery 

through the streets of London. Alison Graeme in The Master of Ballantrae 

marries Henry Durie only as an expression of her pity for Henry. Unlike 

all those female characters, young Kirstie is a passionate lover. 

14naiches, p. 1370 
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While the characterization of young Kirstie is a development 

of the love motif superior to the instances mentioned above, Stevenson 

also uses this episode in pursuing his experiment of combining romance 

and realism. He uses Kirstie, as Thackeray uses Becky Sharp or as 

Gissing uses Monica Madden in The Odd Women (1893), to show that ambition 

to rise in status is a strong factor in a Victorian woman's love. 

Stevenson further injects features of realism into this romantic novel 

by revealing how Kirstie uses all possible measures to win and keep her 

man. From the time when Kirstie knows that Archie would be in church, 

she determines to impress him because she knows she has something to 

gain if she can win Archie's heart: 

The girl had been taught to behave: to look up, to look 
down, to look unconscious ••• to look her best •••• 
Archie was the one person in church who was of interest, 
who was somebody new, reputed eccentric, known to be 
young, and a laird, and still unseen by Christina. 
Small wonder that her mind should run upon him. • • • 
She resumed her seat languidly o • • the image of this 
young man, slim, graceful, dark with inscrutable hal.f-
smile, attracted and repelled her like a chasm. 'I 
wonder, will I have met my fate?' She thought, and her 
heart swelled. (pp. 88-89) 

From the moment Kirstie is aware that Archie is impressed, she 

is completely taken up by the thought of Archieo During the service 

she stealthily looks in Archie's direction several times. Her desire 

and opinion develop rapidly. Even though she does not have any 

assurance that Archie cares so much for her, she subconsciously rejects 

members of her social class. Immediately after the service she leaves 

"hurriedly with a heightened colour ••• and when anyone addressed 

her she resented it like a contradiction. A part of the way she had 
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the company of some neighbour girls and a loutish young man; never had 

they seemed so insipid, never had she made herself so disagreeable" 

(pp. 94-95). But perhaps to bait Archie a little more and despite the 

fact that Kirstie is already burning with a desire to be openly recog-

nized by Archie, when Archie addresses her as "Miss Kirstie," she 

pretends she does not want to be familiar yet. She retorts: "Miss 

Christina if you please, Mr. Weir!" (p. 99). 

The ambition to rise becomes so instinctive in Kirstie that even 

without a prior arrangement, one evening she intuitively decides to 

visit the "Praying Weaver's Stone," half hoping that Archie will meet 

her there. And when fate favors her and Archie appears, her thought 

goes rapidly over her potentialities: "It was all very well to say 

that her brother was a laird himself • . . to speak of casual inter-

marriages. • • • The difference in their social station was trenchant; 

property, prudence ••• all that she knew bade her fleeo But on the 

other hand the cup of life now offered to her was enchanting. For one 

moment, she saw the question clearly, and definitely made her choice" 

(p. 105). 

During the unscheduled meeting, Kirstie presses further to gain 

her ambition. She talks Archie into requesting her to sing. She sings 

and sees to it that she wins Archie's heart. Then she leaves in a 

manner which makes it irresistible for Archie not to desire further 

meetings: "When it was done she turned upon Archie a face softly bright, 

and eyes gently suffused and shining in the twilight ••• she saw she 

had gained a point, and scored the impression deeper and she had wit 
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enough left to flee upon a victory" (p. 110). Although Kirstie's effort 

to win Archie's love is in pursuance of her ambition to raise her social 

status, she maintains Archie's love through her demonstration of her 

basic passion for him. Kirstie is ardent in love. This is exemplified 

by her behavior on their last recorded meeting: "And the next moment 

when she had turned her face to him and the quick smile had enlightened 

it, the whole face of nature smiled upon him in her smile of welcome. 

Archie's slow pace was quickenedo • . . The girl •• o was all languor, 

her face was gone white; her arms ached for him, her soul was on tip 

toes" (p. 144). No wonder that despite Frank's derision and hypocritical 

cautioning, despite elder Kirstie's sermonizing against Archie's 

adventure, Archie maintains that his beloved is "worth waiting for a 

generation." 

Kirstie is so taken up by her passion that Archie could not 

convince her that they need to take precautions to avoid a scandal. 

Her animal instinct is further accentuated by Stevenson's use of animal 

imagery in the explosive, abrupt end of the episode: "Archie ran to 

her 0 He took the poor child in his arms, she nestled to his breast as 

• • • to a mother's and clasped him in hands that were strong like vices. 

In vain he looked back over the interview, he saw not where he had 

offended. It seemed unprovoked, a wilful convulsion of brute nature" 

(pp. 150-51, my italics). Thus through Kirstie, Stevenson develops the 

love motif, especially on the part of the female character, as he has 

never done before. Since the love motif is an indispensable feature 
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of romance, it follows therefore that a novel in which the author 

develops the motif better than ever deserves a place in a study of this 

type. 

Even though I do not consider Weir of Hermiston greater than 

The Master of Ballantrae, I regard the novel as a work with unrealized 

potential. I agree with Eigner: "It is fitting, in terms of Stevenson's 

career, that Weir of Hermiston was left unfinished, without a solution, 

for Stevenson had no solution to the problem of duality which he could 

bring himself to impose on his fiction. 11 15 Perhaps the uniqueness of 

Weir of Hermiston lies in the fact that its fragmentary nature 

symbolizes the insolubility of the problem of duality. 

15Edwin Mo Eigner, Robert Louis Stevenson and Romantic 
Tradition (Princeton, NaJ.: Princeton Univo Press, 1966), Po 227. 



CHAPTER VII 

CONCLUSION 

In the preceding chapters I make no pretension to have presented 

Stevenson's romantic novels as entirely original. In fact, Stevenson 

himself was not preoccupied with the notion of originalityo He wished 

to be known as one who had learned the art of writing by imitating his 

predecessors. However, I have tried to show that by means of experi-

mentation Stevenson gives the romantic novel a new dimension and 

eventually makes his own contribution to the genre. Consequently he 

has influenced some later writers. 

In Treasure Island Stevenson gives the romantic novel a villain, 

Long John Silver, who is capable of showing genuine affection. In the 

same novel, Stevenson creates in Jim Hawkins a commoner as romantic hero. 

Through Jim he convincingly demonstrates that bravery, loyalty, and 

honesty are not solely prerogatives of people of noble birth. By tying 

the safety of Jim's honest side partly to luck, he implies that the 

world of reality is not run only by careful, objective calculations of 

men. An element of destiny or an unseen hand of fortune works behind 

the scene to reward the good and thwart the plots of the evil. In this 

he balances his innovation with imitation of the traditional romanceo 

Whereas through Jim Stevenson shows how a commoner can be a 

romantic hero, through the Prince in Prince Otto Stevenson uses a 

DO 
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romantic character to make a realistic pointo He shows that it is 

artificial, arbitrary, and irrational to put people into castes. People 

can only be happy when they occupy positions for which they have aptitude 

and interest. Stevenson portrays the Prince as a man unworthy of the 

high rank bestowed on him by virtue of his birth. Stevenson shows him 

as one who could be an admirable comrnoner--a hunter or a farmer. In 

Prince Otto I have also shown that Stevenson counts much on vivid and 

detailed descriptions of persons and nature for the success of his 

romantic novels. He does not hesitate to depict, in superfluous 

adjectives, the personal appearances and behavior of his characters in 

an attempt to make them assume blood-and-flesh personalities. I have 

also shown that Stevenson gives life to inanimate objects (as in his 

description of stones and leaves in the lake on the farm which Otto 

wishes to buy), and in that way he paints gloriously romantic pictures 

of ordinary things. 

One strong point that Stevenson makes through The Dynamiter is 

that romance not only delights but also teaches moral lessons. I have 

shown that Stevenson denounces recklessness, atrocities, and an irre-

sponsible attitude to life by frustrating reckless adventure and by 

bringing irresponsible youths to an empty end where they have to start 

life afresh, wiser and more responsible. I have also shown that 

Stevenson does not teach directly (as by the use of an omniscient 

narrator), but usually indirectly, through one character talking to 

another or through the end result of various events. Consequently, 
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Stevenson's teaching is acceptable to his readers, who do not feel that 

the author insults their intelligence. 

I have shown that the theme of the fascinating double-dealer, 

which Stevenson initiates with Silver in Treasure Island and develops 

with von Rosen in Prince Otto, is brought to perfection with James 

Durie in The Master of Ballantraeo Here Stevenson gives the romantic 

novel a fine example of the villain as hero. He shows the evil of 

duplicity as the most refined evil, an attribute of the devil incarnate. 

Through my analysis of the encounter between James and Henry Durie, I 

have pointed out that Stevenson here demonstrates the possibility of 

evil conquering good, in contrast to the traditional romance. 

In the fragment Weir of Hermiston, I have shown that Stevenson 

pursues the theme of duplicity. Although the bit that we see of Frank 

Innes does not match the unequaled characterization of James Durie, 

the projected but unwritten portion of this novel again emphasizes the 

tragedy of the evil overwhelming the good. 

I have extensively analyzed characterization in developing my 

thesis that Stevenson's romantic novel is an experiment in combining 

romance and realism. One point that I make repeatedly is that the 

romanticism of Stevenson cannot be described in the old terms of 

implausibly perfect characters and unrealistic, remote scenes. It is 

possible to see his heroes suffering from vanity or fright; it is 

sometimes easy to locate his settingso Thus his romance always goes 

hand in hand with realism. 
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As a result of the contributions Stevenson makes to the romantic 

novel and despite the fact that he is regarded as a minor novelist, it 

is on record that he has influenced some later writers; he has his 

imitators. Some twentieth-century authors who create characters with 

double personalities are regarded as influenced by Stevenson. However, 

a study of nineteenth-century literature reveals that plots and themes 

of dual personalities are not necessarily due to the influence of 

Stevenson. Eigner shows that the dual personality in James Joyce's 

The Portrait of an Artist as a Young Man (1916) may not be an influence 

of Stevenson. He contends that both Stevenson and Joyce fed early on 

Romantic Literature. The influence of the French doctors of abnormal 

psychology was widely spread during and after Stevenson's literary 

career. So Joyce and others might have been influenced by those 

psychologists as well as by Stevenson. 

However, Lionel Stevenson states positively that Stevenson 

directly influenced some of his contemporaries. Henry Rider Haggard, 

Stanley J. Weyman, and Arthur Conan Doyle are regarded as Stevenson's 

disciples. Haggard's King Solomon's Mine (1885) is an imitation of 

Treasure Island because it employs the irresistible theme of lost 

treasure. Doyle's A Study in Scarlet (1887) combines Collins' mystery 

technique with the sprightly style of The New Arabian Nights (1882). 1 

Apart from those direct imitators, a good number of young English 

writers regarded him as a model writer. His example encouraged general 

1see Lionel Stevenson, The English Novel: A Panorama (Cambridge, 
Mass.: Riverside Press, 1960), p. 409. 
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attention to technical qualities and workmanship and to the novel of 

action and romance as opposed to the analytic and less-stimulating 

fiction then prevalento At Stevenson's death, Joseph Jacobs writes: 

"The most striking individuality in English letters of today has gone 

from us. He was the Laureate of the joy of life, of the life here and 

now. . . . The world was getting tired of analysis of introspection. • 

. . He took us out into the open air and made us care for the cormnon 
2 

life and adventure of men." 

Some other disciples and admirers of Stevenson include Wo B. 

Yeats, Oscar Wilde, and Joseph Conrado Yeats recognizes Stevenson as 

the chief Romantic writer. He thinks that Anthony Hope's The Prisoner 

of Zenda (1894) is "a book certainly not to be laid down till one has 

got through it ••• [but] infinitely below Stevenson, from whom Hope 

has evidently learned all he knows--at least, in romanceo"3 Wilde calls 

Stevenson "that delicate artist in language. 114 In prison, Wilde was 

constantly asking his friends for the works of Stevenson, which he 

ranked in very high company: "You know the sort of books I want • . . 
Flaubert, Stevenson, Baudelaire o o • Keats, Marlowe, Coleridge •••• 115 

2Robert Kiely, Robert Louis Stevenson and the Fiction of 
Adventure (Cambridge, Mass.: Harvard Univ. Press, 1965), p. 7. 

3 w. Bo Yeats, The Letters of W. B. Yeats, ed. Allan Wade 
(London: Hart-Davis, 1954), Po 244. 

4oscar Wilde, The Letters of Oscar Wilde, edo Rupert Hart-
Davis (London: R. Hart-Davis, 1962), p. 314. 

5wude, p. 521. 
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Moreover, "Einio Railo in The Haunted Castle (p. 307) and Richard Ellmann 

in Yeats: The Man and the Masks (p. 72) both point out similarities 

between Wilde's romance and Stevenson's Jekyll and Hyde. 116 Joseph 

Conrad is another writer whose work is closely related to Stevenson's. 

In the l890's when Conrad's first book Almayer's Folly (1895) was 

published, it was a commonplace to compare him with Stevenson. There 

are similarities both in their subject matter and in their themes. While 

the comparisons are generally friendly to Conrad, they clearly accord 

him a rank slightly below that of Stevenson. The Bookman review of 

An Outcast of the Islands (1896) is a good illustration: "Mr. Conrad's 

chief power is psychological. It is a terrible psychology, realised 

with as awful an imagination as we can remember in present fiction 

excepting Stevenson. 117 

One thing stands out clearly with regard to Stevenson's literary 

reputationo Critics find it difficult to separate evaluatiop of his 

literary achievement from admiration for his personality. Both his 

friends and foes alike mingle the two. William Henley, who was at one 

time Stevenson's bosom friend, later on pretext of criticizing his works 

attacked Stevenson as an egotist: "He could never be in the same room 

with a mirror but he must invite its confidences every time he passed 

it; to him there was nothing obvious in time and eternity, and the 

smallest of his discoveries ••• were all by way of being revelations, 

6Edwin Eigner, Robert Louis Stevenson and Romantic Tradition 
(Princeton N.J.: Princeton Univo Press, 1966), p. 237. 

7Bookman [New York], Oct. 1896, 1660 



136 

and as revelations must be thrust upon the world; he was never so much 

in earnest, never so well pleased ••• never so irresistible, as when 

he Wrote about himself. 118 

On the other hand, Stevenson's friends and admirers do not mince 

words in making his attitude to life the basis of his literary reputation 0 

Edmund Gosse says: "Quite early in his career he adjusted himself to 

the inevitable sense of physical failureo He threw away from him all 

the useless impediments. . . . He determined to make sanest and most 

genial use of so much of life as was left himo 119 John Steuart, his 

critical biographer, is not able to resist the temptation of risking 

the appearance of a prejudiced biographer. He comments: "Criticism 

may deny him the title 'great'; it cannot deny that he was brave. And 

it is his valour, tried as by fire and many a turn, more than aught 

else that enchants, inspires, and endears him to peoples of two 

hemispheres. 1110 

William J. Dawson brings the combination of literary fame and 

adoration of personality to a climax when he says: "He earned the 

highest reward of genius, which is to live in the affectionate memory 

of men. His work for the world is very far from done because his 

bodily presence is withdrawn from it; he remains and unless all the 

8Notorious Literary Attacks, edo Albert Mordell (New York: 
Books for Libraries Press, 1969), p. 2360 

9John Franklin Genung, Stevenson's Attitude to Life (New York: 
Thomas Yo Crowell, 1901), p. 5. 

lOJohn A. Steuart, Robert Louis Stevenson: A Critical Biography, 
2 vols. (Boston: Little, Brown, 1924), II, 320. 
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signs be false, nrust long remain, as a spirit in men's thoughts, strength-

ening the feeble, uplifting the timid, and animating the strong to a 

wise and heroic use of life."ll 

In fairness to the critics of both sides, I must say that 

Stevenson's literary reputation cannot be evaluated in isolation from 

his life and from his attitude to life. He lived for and by his writing 

career. He used his writing as an expression of life and from his life 

he derived his materials. The unique fascination which Stevenson 

exercised for his contemporaries and his later admirers lies in his 

charm and his styleo He had the art of infusing into all his work 

something intimate and spiritual. His pages are filled with such keen 

personal elements that a reader's admiration for his work cannot help 

but be intermingled with affection for the authoro 

llwilliam James Dawson, The Makers of English Fiction, 3rd. ed. 
(1905; rpt. New York: Books for Libraries Press, 1971), p. 266. 
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ROBERT LOUIS STEVENSON'S ROMANTIC NOVELS: 

AN EXPERIMENT IN GENRE 

by 

Isaac Olalere Ajayi . 
(ABSTRACT) 

This thesis attempts to show that Robert Louis Stevenson's 

romantic novels experiment in combining romance and realism. To achieve 

his objective, Stevenson sometimes imitates earlier writers of romance, 

sometimes differs from them. He imitates traditional romance by in-

eluding the motifs of love, adventure, combat, and quest. He juxtaposes 

good and evil and makes good defeat evil. He deviates from traditional 

romance, however, by creating villains not altogether evil, such as 

Long John Silver in Treasure Island. He also deviates from traditional 

romance by creating incidents where evil overwhelms and drags the good 

down into moral degradation, as in the encounters between the Durie 

brothers in The Master of Ballantrae or between Frank and Archie in 

Weir of Hermiston. 

Stevenson also includes in his romantic novels some elements of 

realism--the use of common people, the modeling of characters after 

known personalities, and the association of fictional events with history. 

He uses a truly romantic character such as the Prince in Prince Otto 

to make a moral point about the place of aptitude and interest in 

assigning roles to people. He also uses romantic adventures to teach 

1 



2 

moral lessons, as in The Dynamiter. Stevenson establishes that romance 

functions not only to delight but also to teach; it is not to encourage 

escape but to serve a pragmatic purposeo 
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