A SENTIMENTAL JOURNEY
AND THE CULT OF SENSIBILITY

BY
Dr. Essam Fatiouh

Department of English
University of Alexandria

&Beirut Arab University






-81-

In his seminal article, “Sugagestions Toward a Genealogy
of the Man of Feeling”, R. S. Crane traces the origins of the cult
of ‘sensibilty” to numerous Anglican divines of the
Latitudinarian tradition, writing from about 1660 to 1725'. This
tradition, according to Crane, was not simply a doctrine, but a
complex of doctrines, that reached their widest dissemination in
the latter half of the eighteenth century®. This essay proposes to
re-examine Laurence Steme's A Sentimental Joumey® as a

work that simultanepusly represents, shapes and undercuts this
cult of sensibility®. | will first attempt to locate Steme's novel
within the context of such a genealogy, through a fresh
examination of the novel that builds upon the methods and
techniques of new histoneism. Perhaps the most significant
difference between ftraditicnal historicist approaches to
eighteenth century fiction in genera!, and to Steme's novelin
particular, bas been the latler's adoption of discursive analysis
for a mmetic theory that sees novels primarily as reflecting or
Imitating ideas and philosophies already prevalent in a culture
within @ given historical period®. By examining Sterne’s use of
the voice of Yorick as namratar of the text, i will attempt to show
a representative Man of Feeling with a distinct voice, who
preaches a cult of sensibility, while yet exposing that textual
voiee to the critical examination of the critic/reader®. I will then

examine the theatrical devices deployed by Steme to
contextualize Yorick's pronouncements upon sensibility and
“faeling”, through the enactment of scenes, which at once
supply a stage for the rhetorical expression of sensibility, but
simultaneously create a conlext in which the validity of that
feeling is ironically ealled into question. Sterne's deployment of
such slrategies will be shown, from a new-histoncist
perspective, as performing an ideological task, namely that of
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defining and propagating the new cult of sensibility. | will also
atternpt to show that, through its use of irony, and through the
choice of Yorick's namative voice, the text eludes cerain
ideclogicat restraints, and :reates for itself & subversive space
within the sentimental tradition’,

New Critical readings of A Senlimental Joumney as a
canonical text have traditionally edopted one of two broad
approaches to Sterne's texl. Either they have placed it in
relation to cother Sterne texts — in particular, Trisiram Shandy -
or they have examined some of its textual features from a
formalist perspective, through individua! studies of character,
imagery, structure, style, etc®. Given the recent interest in
literary theory, and the energizing zea! of new-historicist
approaches to eighteenth century studies, it may betimeto
examine A Sentimental Journey afresh.

Robert  Markley, writing in “Sentimentalty as
Performance”, has salready reopened Steme's texi for
examination from a new-historicist perspectiue". However, his
methadology, which undercuts Crane's thesis, fails to offer an
altenative pgenealogy, end ends up reifying Sterne's text
contrary to the basic principles of the new-historicist approach
he had set out to introduce. | have difficulty in accepting
Markley's rejection of Crane's basic thesis, and also with his
enthusiaslic endorsement of that of Greene, and with his
oversimplfied ideological reading, derived from his neo-Marxist
orientation, of Sterng’s work as perforrning a miystifying,
conservative, function.

According to Stephen Greenblatl, one of the major critical
contributions of new-historicism, that distinguishes it sharply
from the old histonicist approach, is its emphaszs upon the
constitution of the individua! subjectivity in history'® Far from
being & manifestation of a8 trans-historical, immutable,
essentialist “core”, traditionally described as “spirit”, *soul” or




- 83.

simply “man”, human subjeclivity is seen as flexible, muiable
and forever malleable by shaping economic, cuttural and socia!
pressures within 8 larger cultural interplay between power,
knowledge, and discourse. The complexity of that process of
individualism on the one hand, and of the historica! moment &l
which the critica! act itself is underiaken, on the other, render
the ect of interpretation et best provisiona! and limited by its
own historicity. It is Crane’s contribution, in his seminal work on
the eighteenth century, that he first pointed {o the nse of new
discursive formations, signaled by an upheaval or rupture
caused by the demise of Puritan influence on British politics and
culture, @ rupture for which the date 1660 may be said to mark
an important turning-point.

Crane’s work, while it noted distinctive elements of
*sentimental henevolism® in the writings ©f the third Ead of
Shaftsbury, regards these elemenis as maniested in
Shaflesbury's work, but not as eriginating with it. Indeed, as
previously mentioned, Crane seeks Its origin in the influence of
the Latitudinarian tradition, which enabled divines to reach an
audience through their congregations, but aiso a much larger
one through their books. It is important in this regard that Crane
also identifies elements of the new emerging philesophy in the
sentimental heroes end heroines of countless English navels,
plays and poems, between the 1730s and the 1780s. In other
words, Crane traces the penealogy of specific discursive
formations, in different types of discourse, which already reflect
8 process ©f individuation at work in eighteenth-century
discourses. Both Mullan and Markley directly link the rise of
these new types of discourse {ha! reinforce one anotherto a
shift in class power relations, with the growing ascendance of a
new urban bourgeoisie. Marklay wntes, “Sentimentalism, then,
is neither solely a literary nor a philosophical phenomenon, but
a form of moral self-promotion that manfests iisel in the
discursive practices of a variety of literary and ron-literary
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genres. the novel, moral conduct books, philosophical
discourse, and, &s Rousseau and Mulian argue, medical
literature™ (219). Crane isofates four principal espects of the
ethical and psychological traits that compose and reconstitute
subjectivity within the cult of sentimentality. Each of these traits
will ba shown to constitule a strain of discourse for Sterns in A
Sentimental Joumey. Each, it will be aergued, operates et the
surface of the text and yet is undermined through the text's
ironic depth. The first of these is what Crane terms "Virtue as
universal benevalence” The shift that the category signals is
from Bn emphasis on the value of human works which had been
edvocated and disseminated by the Puntans, to a strongly
naturalized “power of goodness” specific to “man only of all
creatures under heaven" (Crane 68). The second shift, Crang
identifies as a pronounced strain of antistaicism that
constitutes benevolence as “feeling”. Such a view strongty
challenged and undermined the hitherio prevalent notion of the
eighteenlh century as en age of “reason’, understood as a cold
intellecluality. The third category debates the Hobbesian nation
reductive of human motivation to egoistic self-interest based on
competition. The new discourse disseminates an opposite
ideology, one that defines “man” as essentially a genile and
sympathelic creature, organically linked to society not merely by
intellec!, but by passions productive of a tendency to love and
goodwill The fourth calegory is what Crane terms “self-
approving joy”. This last is extremely imporiant for readings of
Sleme, for it may be reinscnbed in Foucauldian lerms as “the
eroticisation of benevolence”. Good deeds precipitate a
pleasure {ouissance)*.

Crang's categories and findings, it must be noted, have
been criticized on several grounds. A number of studies have
attempted to reinscribe an allemative history of senslbility, cne
that emphasizes the importance of Shaflesbury, while others
have attempted mainly to deconstruct Crane’s definition of
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Latitudinarianism, and to question s significance as a
precursor of “sensibility”. Greene's arlicle, “Latitudinarianism
and Sensibifity: The Genealogy of The Man of Feeling'
Reconsidered”, is seen by several ¢ntics of eighteenth-century
literature to have accomplished the task of refuting Crane’s
categories. Greene conlests each element of the complex
doctnnes that constitute the fledging philosophy of sensibility,
on the one hand by relying on more recent work on the history
of Anglicanism In the seventeenth and eighteenth centunes,
and, on the other, by bluming the specificity of parlicular types
of discourse in a particular historical period, in favor of a much
broader, e'most ahistorical, thematic understanding of “feeling”
gs constituent of the literary in Western discourse. Thus the
identification of wilue with benevolent actions and the
admiration of warmn human emotion, according to Greene, long
antedates 1660. By collapsing the terms “humanity”, “gocd-
naturg” and “universal benevolence”, Greene finds Jf possible to
trace them back to Wycliffe and Chaucer in the fourteenth
century, and even further back, through Biblical writings to
those of the Classical peried, and even to Homer. Sensibility is
thus reduced to a false, self-conscipus affectation, usually
accompanied by & drop in the poputarity of the genre, which
celzbrates it in any ege. Greene's genealogy thus universalizes
a Westem literary tradition in celebrating tts mimelic function,
with no theory of language to help account for the semantic
instability of signifiers over time. Similarly, his tracmg of the
doctrine that human beings are innately capable of mutual
affection and benevolence to Christian teachings long predating
1660, fails to grasp that discourse, even for the founding fathers
of the Church, performs specifically ideological tasks directly
refated to that complex interplay between power, discourse and
knowledge previously elluded 1o as oullined by Foucault'. This

precccupation with a transcendental, ghistorical moral teaching
sgmehow miraculously constitulive of moral being, mars
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Greene's understanding of Crane’s detection of the doctrine of
“self-approving joy” in the writings of the latter half of the
seventeenth. and most of the eghteenth, century. Greene
views Crane's work as failing unwitlingly into a celebration of
the complacent, egoistic, self-approbatory ioy of the Pharisees
of Luke's gospel. Crane's who'e point, it may be argued, was to
show the process by which this “cunous typz of hedonism”
gamed an ascendancy (86).

Sterne’'s A Sentimental Joumsy may be read as a text that
enacts each of Crane's four categories; as arepresenlative
eighteenth-century text that inscribes sentimentality in its awn
title and uses it as a unifying principle for the entire work.
However, far from mechanically applying these categories to a
set of characters and situations, Sierne cstablishes a comic,
ironic dislance between himself as auther and his text, through
the authonzation of Yonck as namaior/sentmental hero. The
humor that animales both Tnstram Shandy and A Senlimentsl
Joumey thus erises from the reader’s abiiity to laugh both wich
and af Sterne's narrators The seif-consciousness of bath
Tristram Shandy and Yorick is presenied s representative of
the sensibility of the Man of Feeling at work, but a'so as open to
parody =nd to satiric undercutting. Sentimentzatity and feeling as
refiactions of inner virlue are. indeed, a charactenstic of many
of the major wntings of the eightzenth century, particularty
those of Steme, Richardson, Ficlding and Smollett. Each of
these wrilers celebrates the vifues of “the human heart”, as
they manifest themselves in the benzvolent aetions of their
individual {usually male) heroes. Thus, impulses of generosity,
“manly tears”, chartable gifts to the needy, become outward
manifestations of that cemplex of "sensibiiity” outlined by Crane.
The “self-approving joy" depicted as expenenced by a Squire
Bramble or an Allwarthy’? is represented es being its own
reward. Sterne not only works within these traditons, but also
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parodies them, in ways, which will shorlly be examined in the
present paper.

The character of Yorick first makes its appearance in
Tristram Shandy. Yorick's relationship with all the major
characters of this complex narrative is pivotal to its structure
and to its moral debates. In a work that deals primarily with the
ects of reading and wniing, and with presence and absence,
birth and death, Yorick is central. He is, paradaxically, although
dead, very much alive. His sermon, read by Corporal Tnm,
while oulwardly a digression, is in -fact integral to our
understanding of the moral wuvniverse inhabiled by the
characters. It is interesting to note, moreover, that Steme's pian
for both his major ceuvres included the writing of Volumes 3
and 4 of Septimental Joumey before resuming work on Trisiram
Shandy, so that the geneses of the two works are intimately
related. Yonick's name cbviously invokes the deceased court
jester of Hamlef, a "ellow of infinite jest” (V.I, 171), whase
disinterred skull is also, however, a grim reminder of mortality'®
Yorick's authorization by Sterne as narmmator thus raises the
crucial question, how seriously can a Jester be taken? The
answer, the narrative seems to suggest, is both very seriously,
and no! serously at all. On the one hand, Sterne’s Yorick is a
grave clergyman, a man of God, devout, morally upright,
vituously benign; on the other, he is a playful, even feckless
libertine, whose narrative discourse mocks and undercuts pious
axioms, even as it arliculates them. Similarly, his didacticism in
the promotion of acts of charity and his celebration of his own
moral worth as “benevolent”™ man are undercut by his self-
absorption, his self-congratulation, the caleulating awareness of
monetary values that underlies even his charities, and his
carnal sensuality.

Virginia Woolf was the first of a line of critics to attack the
excesses of ‘“sentimental seM-interest” in A Senfimentsl
Joumey. Woclfs reading calls sttention to the self-dramatizing
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aspects of the namative'”. Her insights, however, fall prey to the
critical fallacy of identifying author with narrative vaice. Thus, in
her introduction to the work Woolf writes, “Instead of being
convinced of the tendemess of Sterne's heart — which in
Tristram Shandy was never in question — we begin to doubt it.
For we fee! that Sterne is thinking of himself' (xii). Her
parenthetical comparison of A Sentimental Joumey to Tnstram
Shendy indicates the crux of the critical problem. The narrative
voice in both works is misteken for that of the author himself
Yorick, although he shares some quixotic qualities with Tristram
Shandy, differs in that he is a Quixote in search of self-
knowledge through a journey, both physical and
psychological'®.

Certain character treils in Yorick are emphasized even
before the account of his journey to the Continent begins. From
the first, Yorick is presented as self-consciously a man of
fashion; as somewhat maudlin in his chivalrfic devotion to Eliza;
as e dileftente, preoccupied with trivia; end as a being given to
fiights of fancy, a creature of impuise. As a would-be man of the
vrorid, he claims a first-hand knowledge of French society,
which he does not possess. As a man of fashion, he finds it
imporiant to tell the reader what clothing, however simple, he
took to France. “half a dozen shirts and a pair of black silk
breaches” (3). His sentimentality where women are concemed
appears slready in his allusion to the “iittle picture” of Eliza he
has promised to carry with him to the grave (4). The
preoccupation with material details - his packing and trave!
amangements, the fricasseed chicken he ate on the Channel
ferry at three o'clock in the aefternoon — presage an cbsession
with trifles which continues throughout his narrative. The vivid
fantasy of his death, and the consequent seizure of his properly
by the French Crown - a fentasy triggered salely by his mention
of the meal that might have, but did nol, cause his death “that
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night of an indigestion”, suggests the extreme susceptibility of
his imagination. Yorick's impulsiveness suggests itseff, above
all, in the alacrty with which he dashes o Dover and onto a
boat, merely in order to secure to himself the same rights to
pronocunce on Frenen affars as his gpponent in a casual
argument’”.

Determined to record his joumey, Yorick lakes out pen and
ink and begins writing his Preface as soonas he t5 seated in
the Desobligean! Now for the first time in A Sentimenial
Joumey self-consciously a writer, Yofick shows himself {o be
aware of working within a literary tradition of the travelogue, an
integra! part of which is the travelogue preface. Yorick's preface
parodies the introductions to such works. It also brilliantly
parodies the assured, logical prose of the Enlightenment
philosopher in the manner of Hume, Locke, or Burke'®, By
putting himsef in the company of "many a peripatetic
philosopher” Yorick self-consciously satirizes their systems of
classification in juxiaposing them with his own. Thus, for
instance, his researches into the efficient and final causes of
traveling are parenthetically interrupled by the seesaw
movement of the desobligeant, which he has playfully chosen
as his paredic version of the philosopher's study (32). ltisin
this discourse that Yorick also classifies those filerary
precursors who have wniien travelogues. They are categorized
as idle, inquisitive, lying, proud, and so on; as travelers from
necessity, as ‘delinquent and felomious travelers”, es
“unfortunate and innocent”, and, finally, as “simple™. The
senfimenta! traveler (by which of course Yorick means himselr)
gives, we are told, his particular accountof his travels out of
necessity. Yet the novelly of Yorick's enterprise is firmly
underscored: "I am wefl eware, atthe same time, as both my
travels and observations will be altogether of a differen! cast
from my forerunners; that | might have insisted upen a whole
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niche entirely to myseli™ (34). The reason Yarick gives for not
thus celebrating the “novelty” of his “vehicle” is an alieged fear
that he might "break in upon the confines of the vain traveler”.
In his parody of the philosophical passages of a travelogue,
Yorick makes fun of the travelogue's traditions, not only by
paradyirg its style, but by his debunking and dismissive
classific4tion of travelers, and, by implication, fravel writers.

On= work that Yorick singles out as the object of especially
biting satire is Smollett's Travels Thiough Frence end ilaly. For
Yorick, Smolleti epiiomizes the disgruntled “splenetic” traveler,
who is mockingly presented in A Sentimental Journey as “The
learned Smelfungus”. Smelfungus, we are told, traveled from
Boulogne to Paris, and “from Paris to Rome — and so on — but
he set out with the spleen and jaundice, and every object he
passed by was discoloured or distorled — He wrofe an eccount
of them, but ‘twas nothing but the account of his miserable
feelings” (DB} The wrilers of these immensely popular
eighteenth-century travelogues only succeed, eccording to
Yorick, in projecting their subjective personal moods and
fcelings upon the settings through which they pass. Ironically,
however, the same may be said of Yonck himself, the
sentimental traveler. As a representative Man of Fecling. he
projects his inner staies of meiancholy, joy, and joic da vivre
upon the mest barren and unpromising of natural setlings: *Was
1 in a desert, | would find out wherewith in it to call forth my
effections ~ If | could not do better, | would fasten them upon
some sweel myrtle, or seek some melancholy cypress 1o
connect myself to". He would “cut my name upon them, and
swear they were the loveliest tiees throughout the desenrt; if
their leaves wither, | would teach myself to mourn, and when
they rejoiced, | would rejoice efong with them” (88).

This passage already anficipates what, decades after the
writing of A Senfimental Joumey, would be identified as
characteristic  features of literary Romanticism, the
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“spontaneous overflow” of feeling; the subjective, even
solipsistic, identification with nature and projection of subjective
emotion onto natural surroundings; the consequent cultivation
of pnvate refiection in the selting of the wildemess'®, Unlike the
personae of a large propartion of Romantic fyrics, however,
Sterne’s narralor in A Sentimental Joumey undercuts the
possibility of reader identification with his musings, through
ironic exaggeration.

Ancther important device by which Sterne illustrates yet
undercuts his narrator's attitude toward nature and natural
objects {s through Yorick’s fascination with sentiments aroused
by contact with sentient beings, including animals. At tha hotel
in Pans Yorick's meditations upon the Bastille are intermupted by
a cry for help from captive bird. The sympainetic Yorick
watches it fluttering from ane side of its cage to the other,
apparently lamenting its captivity. A comic scene ensues, fn
which Yorick and the starling appear to engage in dialogue: ™|
can't get out,” said the starling ~ God help thee! Said 1 - but I'|
fet thee out, costwhat it will ... The bird flew to Lhe place where
| was allempting his deliverance ..." However, Yarick's eforts
are in vain. *| fear, poor creaturel said ), | cannot set thee at
liberty - "No' said the starling -' | can't get out - { can't get out,’
said the starling (240). Yorick's quixotic errand of rescuing the
bird, in which Yorick himse!f becomes the object of an
impressive seli-dramatization—*'ll Izt thee oul, cost what it will"
— causes the narrator to dwell with loving self-approval upon his
own finer feelings at this moment: *| vow | never had my
effections more tenderly awakened; or do | remember an
mcident in my life, where Lhe dissipated spirits, to which my
reason had been a bubble, were so suddenly called home”
(241). The incident is rendered speciously poignant by the
narrator's anthropemorphism. The bird is said to press against
the inside of the cege as if “impatient”. The bimi’s repeated cry
of *| can't get out™ appears to the narrator as forming part of an
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active verbal communication between bird and human being.
The profundity of Yorick's emotional respanse, and the impact
of the bird incident upon his sensibility, are undercut, however,
when wc realize the basis of Yonck's delusion in the trained
bird's continual repetition of a2 single utterance. The final
debunking of an, at first sight, pathelic case, occurs with the
satire on social snobbery — and its traditional place in first-
person memoirs - for which the caged bird offers the
opportunity. The bird, we are told, was presented as a giftito a
series of English aristocrats and commoners. The paradox, as
Yorick sees it, is that whereas his bird “wanted to get out” of its
cage, the commoners who acquire the bird that was the
property of a Lord, wanied, rather, o “get in"—into a higher
rank in society, that is.

In his article “Sentimentality as Performance”, Robert
Markley sees Steme as dramatizing sentimentality in ways,
which explicitly assert the values of middle-class culture. Yet,
whereas Markley reads fragic, rather than pathetic
undercurrents in A Sentimenlal Journey, | read a comically
ironic undertone in the text, which, | would argue, constitutes
one of the definitive qualities of Sterne's fiction® The incidents
with the Franciscan monk and the chambermaid may serve es
representative examples of the irenic tension between a
seemingly benevolent ect and the context within which it occurs
and is ironically interpreted. The Franciscan monk cails upon
Yonck, inthe name of those great claims that one human being
may make upon another of bensvolence and charity. While in
private conference with the monk Yorick lectures him sternly, in
self-ighteous tones, about the moral disgrace of idle parasitism
and the greater deservingness of the truy needy disabled and
poor. In a different context, however — in the presence of a
pretty young woman fo whom he is sexually attracled - Yorick's
attitude and motives become considerably more complicated.
When he tells his reader how he behaved with apologetic
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graciousness, and material generasity, toward the same monk
whom he had earlier scomed and slighted, the reader may infer
that his motives in doing so are, on the one hand, more than a
little blended with self-approbation, and on the aiher, not
unrelated to a desire to display himself in a favorable light
before the young woman. For Yorick this complex of motives
issues in a state in which self-apprebation and sexual attraction
are oddly compeunded: *| knew not that contention could be
rendered so sweet and pleasurable a thing to the nerves as |
then feltit” (66). The ritual exchange of snufiboxes between the
two male protagonists in the scene, and their accompanying
expression of elevated sentiments, is ironically contrasted with
Yorick's erotic gesture of kissing the young woman's hand. (He
has in fact been clinging to the hand, all the whilg the high-flown
rhetaric has been passing between the two men.)

Yorickss encounter with the file de chambre constiitas
another moment wherein the rhetoric of benevolence and
sensibility is clearly subverted by the namator's evident erotic
atiraction to the object of his chanty. As Yorick slips a crown
into the girl's purse, he gives her a piece of moral advice; "Be
but as good as thou art handsome, and heaven will fill it” (223).
Markiey reads Yorick's advice as articulating “the ideological
values" of Sterne’s "sentimental narrative” (210). The coin, in
Markley's reading, is transformed into a symbol definitive of the
relationship between a gentleman and a gif of the lower
classes, his potential viim. Howewver, such a humoriess
reading fails to appreciate the irony both of the refigious and
sexual allusions in Yorick's account ofthe incident, and in its
later outcome. The clergyman's rhetoric that Yorick employs In
eddressing the fife de chambre is revealed as nothing more
then a poor substituie for the language of desire. (The tell-tale
phrase here is, "a kiss of charity, as warm and holy asan
apostle”™ (227). Yorick's paternalistic sermonizing, as from a
fatherly minister to one of his virtuous female parishioners - "Be
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es good as thou art beautiful’ — alsc carries clear sexual
undertoncs. in Yorick's slipping of the money into the purse with
the ambwalent words, "and God will fill i”. The irony is
compounded, and also the scene's potential later outcome
mmplied, by this ambiguous speech, as is made plain in Yornck's
next encounter with the young woman, with a scene of erotic
conguest. At the hotel in Paris, Yorick explicitly contrasts the
language of sensibility and that of develion, with the language
of eroticism: "I felt something at first within me which was not in
strict unison with the lesson in virtue | had given her the night
before. ... The devil was in me" {308). With the fille de chambre
"falling ofl her center”, any lingering illusion of piety is finally
dispelled.

_Whereas the incidents of A Sentimenital Joumey which
deal with the file de chambre setinze conventions of
sentimentality by means of ironic parody and even farce, that of
Maria, the beautiful maid driven mad by love, epitomizes the
pathetic, but also implicitly contains its own form of irony. Maria
is a combination of a heroine of pastoral idyl!, of the seduced,
ebandoned maid of medieval ballads, and of Ophelia. For
Yorick, she cofiapses the distinction between the imagmnary
worlds he loves to conjure up in his musings, and that of his
immediate, physical surroundings: “The story he had told of that
disorder'd maid afected me not a litile in the reading; but when
| got within the neighborhood where she lived, it retumed so
strong info my mind" {380). It is important to note the Quixotic,
"medieval” quality of Yorick's prose atthis point: “'Tis going, |
own, lke the Knight of the Woeful Countenance in quest of
melancholy adventures”. As a representative of melancholy,
Maria is dressed in white, wilh her hair hanging loose, with a
pipe et her waist, end with & goat and a litlle dog at her side, In
a pastoral tableau that Yorick himself enters as he siis down
beside her, at once weeping for her, and wiping her tears. The
scene both has the potential to orouse a degree of sympathy,
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while, paradoxically, also taking the reader into the realm of the
self-consciously literary and picturesque. The narrator thus
unwittingly draws atiention to the arificiality of the scene he
describes, and even upstages his pathetic hercine to the point
where the narmrator's finer feelings, rather than hers, are forced
vpon the reader’s attention. Not surprisingly, Yorick's effusions
on this occasion are among the most afi-quoted passages in A
Sentimental Joumgy, lllustrating and satirizing as they do the
propensity of the Man of Feeling to indulge in and celebrate his
own emotional reactions. “Dear sensibifity! Source inexhausted
of all that's precious in our joys, or costly inour soraw! ...
Eternal fountain of our feelings!” (395). In this speech, which
confounds within itself the language of feefing, of devotion
(“Thou chainest thy martyr down upon his bed of straw - 'tis
thou who kfi'st him up {o Heaven") — and of pleasure, the
exasperation of sensibility reaches its ironic acme. | ragister this
as a novel conflation of all the streins within and influences
upon the cult of feeling treaced by Crane and Greene
respeclively, but always with a self-parodying, ironic twist.
Steme'’s representation of sensibility in A Sentimental Joumay
eppropriates the cult of sensibility identified by Crane as having
originated in Latiludinarian religious discourse, by Greene as
having been secularized by Shaftesbury, and by Markley as
operating in the service of an ideological function — as the
defining mark of the gentleman. However, like his mentors,
Cervantes and Rabelais, Sterne eludes the ideological
constraints which originally provided the space for his literary
practice, putting to use his awareness of the cult of sensibility in
a manner which both celebrates and parodies it, defamilianizing
it in a novel literary form.
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NOTES

'See R.S. Crane, “Suggestions towards a Genealogy of the *Man of
Feeling’ ™ EAIL, 1 (1934, Pp, 205-230. Ever since its publication
Crane’s essay has been a louchstone in Steme criticism.,

2For a broad discussion of scntimental novels in general, see John

Mullan “Sentimental novels” in The Cambridge Companion to the
Eighteenth Centvry Novel. Ed. John Richeui, CUP, 1996.

“The edition used in this essay 15 Laurence Steme’s A Senrimental
Journey. In Complete Works, Vol. 1. Ed, Wilbur Cross. New
York: AMS Press, 1970.

For a definition of the age of sensibility see Frye’s imponant study
“Towards Defining an Age of Sensibility”, in Eigftecnth Century
English Litsvrature: Essays in Madern Criticism. Ed. }ames
Cliflord. Londen and Mew York: OUP, 1955
Other important contributions to our understanding of sensibility
and upon which I have drawn in this aricle include Jean
Hagstrum’s Sex and Sensibifity: Ideal and Erotic Love from
Milton to Mozart. Chicapo: University of Chicapo Press, 1980;
and Chris Yones, Radical Sensibility. Literature and tdeas in the
1790s. London: Routledge, 1993

3For a succinct introduction to the impact of new historicism on
eiphteenth century studies in peneral and the eighteenth century
novel in particular, see J. Paul Hunter’s “The Novel and
SocialfCultural History™ in John Rochet§'s title cited above.

*The torm ‘Man of Feeling' has been universally sdopted by critics

from the title of Henry Mackenzie's influental first novel, first
published in 1771,

’See Jonathan Lamb’s “Sterne and irrepular oratory™ in J. Richeui's
title cited above.



-98 -

“For a representative sampling of such approaches, see John

Traugot {ed.) Laurence Sterne. o Collection of Critical Essays.
Englewood Clifls, N.J.: Prentice-Hall, 1968.

ISee Robent Markley “Sentimentality as Performance: Shaftesbury,
Sterne, and the Theatrics of Vinue™. The New Eighteenth Ceniury.
Ed. Felicity Nussbaumn & Laura Brown. New York: Methuen,
1987

G reenblan’s own definitions of new historicism occur in two
seminal works: Renaissance and Scff-Foshioning from More 1o
Shakespeare {Chicago: University of Chicago Press, 1980), and
Shakespearean Negoticiions (Berkley: University of California,
1987).

"New historicism ilself, it may be argued, prospered in the shadow
of the French thinker Michel Foucault's work. The two imporiant
studies that have a bearing on Lhis anticle are The Order of things:
An Archeology of the Human Sciences (1973) end The History of
Sexuaiity. Volume I An Introduction (1980),

2In addition to the articles on sensibility cited above, sev Ann
Jessie Yan Sant, Eighteenth Cenfury Sensibility and the Novel.
Cambridpe; CUP, 1993; John Mullan, Sentiment and Sociability:
The Language of Feeling in the Eighteenth Cenjury. OUP, 1938,
end Janet Todd Sensibifity: An frireduciion, London: Methuen,
1986.

2See Smollett’s Humphrey Clinker, and Ficlding's Tom Jones
respectively.
1Shakespeare’s Hamles. Beirut: York Press, 1992,

YVirginia Waolfe's essay on Sterne is included in the Penguin
edition of the Sentimental Journey as an Introduction, pp. v-xvii.
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YFor the Quixotic tradition in the eighteenth century fiction, see
Micheal McKeon, The Origins of the English Novel, 1600-1740.
Baltimore: Johns Hopkins University Press, 1987; and Ronald
Paulson, Satire and the Novel in Eighteenth Century Englond
New Haven: Yale University Press, 1967.

""For a similar argument, see Henri Fluchére Laurence Sterme: from
Tristram and Yorick. London: OUP, 1965. The differences
betweed my handling and his will become evident as the article
PTOETESSES,

"3ee Syndy McMillen Conger, Sensibility in Transformation,
Creative Resistance (o Sentiment from the Augusians 1o the
Romantics. London and Toronto: Assaciated University Presses,
1990.

YFor a full discussion of “Romantic Sensibility”, see M.H, Abrams
The Mirrer and the Lamp: Romantic Theory and the Critical
Tradition. New York: Norion, 1958.

2For another critique of Markley's inlluential essay, see David
Fairer “Sentimental Translation in Mackenzie &nd Steme™ in
Essays in Criticism, #2, Yol XLIX, Apnl 1999,
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