Haywood's Fantomina, published in 1724, also conflates the singular and the serial to assert, inversely, that to men, all women are the same. In Fantomina, "a Young Lady of distinguished Birth, Beauty, Wit, and Spirit," new to London, attends a play dressed as a prostitute in order "to know in what Manner these Creatures were addressed." 34 She is seduced by the rake Beauplaisir and under the name Fantomina becomes his mistress. He eventually tires of her, "but with her Sex's Modesty, she had not also thrown off another Virtue equally valuable, tho' generally unfortunate, Constancy" (234); in love with Beauplaisir, she disguises herself as a servant girl and is again seduced by him. When his affections for the servant begin to wane, she becomes a grieving widow whom Beauplaisir, "bethinking himself of the celebrated Story of the Ephesian Matron" (237), seduces as well. Finally, when the widow sinks to the "same Degree of Tastelessness" (240) as the prior personas, she lures Beauplaisir to her while wearing a "Vizard" (244). The chain of disguises ends here with her discovery and subsequent removal to a "Monastery in France" (248).
Ros Ballaster, in Seductive Forms, treats “the reductive tendency of traditional literary histories to treat the fictionalized self-representations of early women writers as autobiographical documents rather than as self-consciously rhetorical strategies for negotiating complex literary [cultural] and political aims.”

Fantomina: curiosity, conversation

Celia: readily legible female trope; “half-yielding, half-reluctant Body”  (servant girl—available, accessible)
Widow Bloomer: readily legible female trope (widow—amorous mourner, “Ephesian matron”)
Incognita: power, stimulating his curiosity
Emphasis on the novelty of her female characters—drawing on earlier romantic forms, but altering them to incorporate emergent ideologies of individualism. Acheives this through experiment—(Fantomina, “proof” & experiment via masquerade)

“…differs from most of the French romances in ways that ‘advance’ or point to major types of the English novel. The obstacles lovers encounter in this text tend to come from their actions, personalities, and relationships rather than from accidents, coincidences, or national events, and also, unlike the romances, the hero, D'Elmont, is educated about women and love and genuinely changes.”

Experiment, adaptation, disguise

Experiment: “This excited a Curiosity in her to know in what Manner these Creatures were addressed” (227)

“designed” and “put into Execution” her “Frolic”

“imagining a world of Satisfaction to herself in engaging him in the Character of such a one and in observing the Surprise he would be in to find himself refused by a Woman who he supposed granted her Favours without Exception” (229)

“Undone” (230)

Tells: “Curiosity in what Manner Mistresses, of the Sort she appeared to be, were treated…” but not all: “forbore discovering her true Name and Quality, resolving he should not have it in his power to touch her Character” (231)

Adaptation: “he changed the Form of his Conversation” (228)

After “undoing,” she tells partial truth…devising “fantomina” cover story (231)

He “did not doubt by the Beginning of her Conduc t, but that in the End she wojuld be in Relaity the thing she had so artfully counterfeited” (231)

Her experiment alters course: “If he is really (said she, to herself) the faithful, the constant Lover he has sworn to be, how charming will be our Amour? –And if he should be false, grow satiated, like other Men, I shall but have the private Vexation of knowing I have lost him… It will not even be in the Power of my Undoer himself to triumph over me” (232)

Narrator: tone 232, 233: seems aware of tragic outcome… rationalizes it via fantomina’s blindness to “virtue”; yet, seems also impressed by her “ordering” of affairs, her attention to details of the masquerade/Frolic

He becomes cold, and “she longed to prove the same again”—“constancy” (234)

She takes up Celia, “for that was the Name she bore in this second Expedition” (235)

He asks “many other such Questions, befitting one of the Degree she appeared to be” (235)

His passion again “decays” and she “perceives” it (one step ahead); “provides herself of another Disguise to carry on a third Plot, whih cher inventing Brain had furnished her with, once more to renew his twice-decayed Ardours”

Widow Bloomer—he reads her as “ephesian matron” (237)—perhaps what fantomina intended? (Luxurious gratificationt of wild desires)

Narrator (238)—tone: “it may seem strange that Beauplaisir should continue still deceived… I know there are Men who will swear…” fantomina “admirably skilled in the art of feigning—had the power of putting on almost what Face she pleased…Playhouses…”
Exchange of letters: revelation (“Traitor!”) (239)
Alters course again: “But I have outwitted even the most Subtle of the deceiving Kind, and while he thinks to fool me, is himself the only beguiled person” (239)—now, becomes a point of pride…?

Issue of her Experiment: “led her again into Reflections of the Unaccountableness of Men’s Fancies who still prefer the last conquest, only because it is the last: “Here was evident Proof of it; for there could not be a Difference in Merit, because they were the same Person…”  Widow bloomer triumphed longer, but sunk “to the same Degree of Tastelessness…” “she presently perceived it…it being what she expected, but she had prepared herself…

Incognita: “another Project in embryo, which she soon ripened into Action” (Pope, texts like children: “two babes of love close clinging to her waist” () (240)—hires unlucky squires and a “house for the completing her Project”

“Indefatigable in the Pursuit of whatsoever her Humour was bent upon…” (241)

Writing a letter to B in a character vastly different from either those she had made use of earlier… (text/disguise; body/disguise)

“she could not forbear laughing heartily to think of the Tricks she had played him and applauding her own Strength of Genius and Force of Resolution, which by such unthought-of Ways could triumph over her Lover’s Inconstancy, and render that very Temper, which to other Women is the greatest Curse, a Means to make herself more blessed” (243)

“Possession naturally abates the Vigor of Desire, and I should have had, at best, but a cold, insipid, husband-like Lover in my arms; but by these arts of passing on him as a new mistress whenever the ardour begins to diminish, I have him always raving, wild, impatient, longing, dying… men caught in their own snare” (243)

Tone??

B becomes curious (244), like Fantomina at beginning: “disappointment of his curiosity…” 

Arrival of Mother: (246) at moment when trying to determine how to drop earlier characters…


Mother: “severely virtuous”; had “heard” some things re: daugher’s conduct

…and at moment when we learn of her pregnancy (“the consequences of her amorous follies would be...impossible to be concealed” 246)

Now her “invention at a loss for a stragatem to impose on a woman of her [mother’s] penetration”

Here: “liberty to have acted with the same unquestionable authority over herself…”

(self-possession…)

Goes into labour at “a ball…at court”

“undone” (247)—cannot live and bear this shame…

Mother “dives into the bottom of this mystery”

Fantomina tells all; has a daughter; sent to a monastery in france…
“profound revery,” “cogitations,” “more confused than ever…”

B: surprised “that he should have been blinded so often by her Artifices”

M: that so “young a Creature should have the Skill to make use of them”

Tone??
Disguise: allows freedom within the boundaries of social normativity and cultural expectation

But, those worlds are continually colliding, revealing the permeability and the ascendancy of the one. Her pregnancy: the freedoms of disguise spill over into reality…
________________________________________________________________________

Paula Backscheider’s entry on Haywood in the DNB: “Yet Love in Excess differs from most of the French romances in ways that ‘advance’ or point to major types of the English novel. The obstacles lovers encounter in this text tend to come from their actions, personalities, and relationships rather than from accidents, coincidences, or national events, and also, unlike the romances, the hero, D'Elmont, is educated about women and love and genuinely changes. As early as this text Haywood is using mistaken identities, masquerade, and intricate schemes, all more characteristic of the southern European novella than the romance, and all devices that became signature strategies for her. As Love in Excess swells to multiple volumes, Haywood uses conventional types of women characters as the means to explore women's sexuality, intelligence, and alleged ‘nature’, but she also creates Melliora, a complex woman character who introduces complicated subjects for serious discussion. The poles that are Amena and Alovisa, and Melantha and Melliora, give way in part 3 to the rich variety of Ciamara, Camilla, Violetta, and more—characters like those Haywood and other novelists would continue to use and develop for decades.” 

“From the beginning of her career as a novelist Haywood's experimental bent is obvious. The British Recluse (1722), her second published fiction, juxtaposes the language and mode of romance and that of the novel. Cleomira tells her story in the ornamented language of the romance, and she has been ruined by the seducer; Belinda relates her isomorphic story in the straightforward prose of the infant novel, and she escapes seduction and becomes an active agent starting a new life. The conclusion of The British Recluse has been read both as a lonely, defeated retreat by ruined women and as a daring, triumphant ending in which the women discover they do not need men for happiness. However read, this novel initiates a stream of utopian fictions by women, including the well-respected Millenium Hall (1762) by Sarah Scott.

Emphasis on the novelty of her female characters—drawing on earlier romantic forms, but altering them to incorporate emergent ideologies of individualism. Acheives this through experiment—(Fantomina, “proof” & experiment via masquerade)

“If there are elements of soft-core pornography, the fictions are also rich in social commentary and critique. Fantomina, for example, exposes the time's stereotypes of the sexuality and availability of servant girls and widows, and The City Jilt is set firmly in the predatory economic practices of modern London. The Rash Resolve and The Force of Nature (1724) are ground-breaking stories of single mothers supporting children. To match her cast of vicious, depraved men, she creates a series of monstrous women as well as her better-known seduced-and-betrayed heroines, and all serve to problematize the platitudes of her society. When the baroness de Tortellée in The Injur'd Husband, Gigantilla in The Perplex'd Dutchess (1727), and Glicera in The City Jilt act like men, they reveal the avarice, lust, and emptiness at the core of modern desire. From beginning to end her fictions show how male privilege is assumed and society implicated. She invents a courtship novel that reveals the rituals of courtship to be destructive to good communication and the happiness of men and women. Many of her fictions depict the shared oppressive situations of women, and she often contests a number of major conceptions about the nature and destiny of women.”

“The time in which she wrote was the moment when the novel was becoming the culture's chief vehicle for moral and social instruction, and her technical innovations were part of this foundation, and she contributed substantially to making the form a serious site for political, moral, and social enquiry and a new hegemonic apparatus.”
Masquerade: an important topos for feminocentric world of amatory fiction

Helen Thompson, “Plotting Materialism”: “Richard Kroll's account of the contingent epistemology governing Restoration and early eighteenth-century knowledge claims. 1 Most suggestive for the present essay is Kroll's claim that "the Restoration habitually treats literary genre less as a question of some fixed ontological or epistemological hierarchy than as a heuristic device, an experimental space within [which]to test wider discursive issues." 2
Fredric Jameson's claim that "the production of aesthetic or narrative form is to be seen as an ideological act in its own right, with the function of inventing imaginary or formal 'solutions' to unresolvable social contradictions." 4
…Margaret Anne Doody, who in The True Story of the Novel suggests that the romance might signify for feminism as something other than "a kind of conspiracy against women." 7 By reading for the romance's corrective imaginary, I aim to avoid defining that genre either as conspiracy or, inversely, as utopic fantasy. The latter definition is advanced by William Warner, who suggests that the early romance cultivates the "central illusion . . . of the self's essential autonomy, of life as a free ride." 8 For Warner, the romance projects a carefree, egocentric self, whose capacity to "fashion the social into a space of pleasure" 9 circumvents a "tension between law and desire" that squarely opposes social law and romantic autonomy. 10 Yet, in another discussion of fantasy and the law, Judith Butler cites the alternative, Foucauldian insight that the law can itselfbecome "an inadvertent site of eroticisation." 11 Her suggestion amplifies Radway's claim for the implication of romance fantasy and patriarchal order, urging the possibility that one need not define the relation of the romance to that order solely as "potentially utopian" impulse. 12 I suggest below that Haywood's Fantomina envisions a heroine who resolves patriarchal contradiction not because she has been freed from patriarchy's laws, but because she repeatedly manifests her observance of them.

by Mary Astell in Some Reflections Upon Marriage (1700): "a Woman, indeed, can't properly be said to Choose; all that is allow'd her, is to Refuse or Accept what is offer'd." 13 To anticipate how the romance might respond to this sanction of feminine amorous choice, I bracket Astell's statement with Butler's recent claim: "The force of repetition in language may be the paradoxical condition by which a certain agency--not linked to the fiction of the ego as master of circumstance--is derived from the impossibility of choice." 14 How might the impossibility of feminine choice so cogently aphorized by Astell constitute the ground for "a certain agency"? Where in Astell's account of a woman's amorous lot--according to which she can only "Refuse or Accept what is offer'd" and then "lay aside her own Will and Desires, to pay . . . an intire Submission for Life" 15 --lies a cognate for even the weakest definition of agency? "Repetition" anticipates how Haywood articulates her heroine's "Will and Desires" in a romantic world still governed by patriarchal law: it is not from "the fiction of the ego as master of circumstance" (a fiction strongly registered in the divergent critical histories of the romance and the novel) 16 , but from the materialist philosophy of the person, that Haywood conjures feminine agency from patriarchal constraint.

Haywood's Fantomina, published in 1724, also conflates the singular and the serial to assert, inversely, that to men, all women are the same.

Rather than exchanging hyperbolically indifferent objects, Haywood produces a series of whole bodies from what would seem the scant resources of one body, gratifying Beauplaisir's lust while fantastically extending her heroine's love.
