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Ever since Ian Watt’s The Rise of the Novel, scholars in eighteenth-
century prose narrative have been inclined to define the novel as Watt does:
the novel has a realistic, plotted narrative with "intrinsic coherence,"
"focussed on character and personal relationships as essential elements” and
"when all these were related to a controlling moral intention" (131). Watt’s
definition, which delineates Moll Flanders from Pamela, is based on a notion
of a consistent conscious narrator, provided in Pamela. But although
Samuel Richardson is the first novelist according to Watt’s (much used)
definition, one of his contemporaries, Eliza Haywood, followed Richardson
with a series of stories that adopted both a sound narrative consciousness
and a controlling moral intention in her magazine The Female Spectator
(1744-6): in this article, I hope to show from one example, "Aliena,” from
Book 14 (July 1745), how Haywood modifies the letter-editor form, making
her one of the early masters of the new narrative form.

The adroitness of Eliza Haywood in using the editorial persona is
exemplified by the fact that she not only uses the familiar epistolary
technique but modulates a series of narrative consciousnesses. The multiple
narrative consciousnesses are, of course, well-known from Richardson’s use
of them in Pamela, where we get not only Pamela, but Mr. B, her parents,
and several other interpolated epistles. Add to that the editorial persona,
most evident in the first edition by the moralizing found at the end of the
first volume, and we have a complex of consciousnesses, all relating to
Watt’s "controlling moral intention."

The psychology of the letter writers in Pamela is often discussed at some
length, but only Kerry Larson has touched on the importance of
Richardson’s use of an editorial persona in the novel. Beginning by saying
that Richardson’s pose as editor has been rationalized as "an inevitable
device for anyone composing an epistolary novel," Larson adds,

It does not take much reflection to see that this assumption merely
begs the question, however, since it does not tell us why Richardson
found the conventions of the epistolary form so amenable to his
needs as a writer . . .. Richardson’s "bold stroke" [quoting Fiedler’s
Love and Death in the American Novel 31] . . . goes beyond expediency
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