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Charlie Phair   

Introduction 

The ǲneglected aspect of Cooperǯs workǳǣ James Fenimore Cooper as the 
pioneer of American Sea Fiction.  

 

 
 ͞HĞ ŬŶŽǁƐ ƚŚĞ ŵĞŶ ĂŶĚ ŚĞ ŬŶŽǁƐ ƚŚĞ ƐĞĂ͘  HŝƐ ŵĞƚŚŽĚ ŵĂǇ ďĞ ŽĨƚĞŶ ĨĂƵůƚǇ͕ ďƵƚ ŚŝƐ Ăƌƚ ŝƐ ŐĞŶƵŝŶĞ͘͟ 

Joseph Conrad, Tales of the Sea 18981 

     

Since The Odyssey, there has always been a strong link between the ocean and literature.  

Throughout the ages, the ocean has represented migration and transit from one divide to another.  

FƌŽŵ ƚŚĞ ǁĂƚĞƌƐ ŽĨ WĂůĚĞŶ PŽŶĚ ƚŽ ƚŚĞ MŝƐƐŝƐƐŝƉƉŝ ƌŝǀĞƌ͕ ĨƌŽŵ ƚŚĞ DĞǀŝů͛Ɛ Grip to Cape Horn and the 

South Seas, America is no different, shaped and influenced by the liquid element perhaps more than 

any other nation on the planet.  ͚TŚĞ ůĂƌŐĞƌ ƐƚŽƌǇ ŽĨ ƚŚĞ ƐĞĂ͛Ɛ ŝŶĨůƵĞŶĐĞ ŽŶ AŵĞƌŝĐĂŶ LŝƚĞƌĂƚƵƌĞ͕͛ ĂƐ 

Bert BenĚĞƌ ƐĂǇƐ͕ ͚ŚĂƐ ŶĞǀĞƌ ďĞĞŶ ƚŽůĚ͛͘  It is the aim of this thesis to investigate a crucial yet 

neglected aspect of American literary history, the creation of the sea novel by James Fenimore 

Cooper during the 1820s through The Pilot (1824), The Red Rover(1827) and The Water Witch 

(1830).2  Through examination of these sea romances, I intend to illustrate how they reflect the dual 

nature of revolutionary rebellion and Anglo-American relationships of the period, through a new 

recognition ŽĨ ƚŚĞ ŽĐĞĂŶ ĂŶĚ ŵĂŶ͛Ɛ ƉůĂĐĞ ƵƉŽŶ ŝƚ͘     

James Fenimore Cooper died in 1851, the year Moby-Dick was published and subsequently 

forgotten by its contemporary audience.  In a letter to the Cooper Memorial Committee in 1852, 

HĞƌŵĂŶ MĞůǀŝůůĞ ĐŽŶĨĞƐƐĞĚ ĂŶ ĂĚŵŝƌĂƚŝŽŶ ŽĨ ƚŚĞ ůĂƚĞ ĂƵƚŚŽƌ͛Ɛ ǁŽƌŬ ǁŚŝĐŚ ƉƌŽĚƵĐĞĚ ƐƵĐŚ ͚Ă ǀŝǀŝĚ ĂŶĚ 

                                                             
1
 In his essay Tales of the Sea (first published in Outlook upon the 4

th
 June 1898), Joseph Conrad charts 

Fenimore Cooper as well as Frederick Marryat as the key influences upon his own maritime writing. George 

Dekker (ed.), James Fenimore Cooper: The Critical Heritage (London and Boston, Routledge & Kegan Paul, 

1973) pp. 287-288 
2
 Bert Bender Sea Brothers: The Tradition of American Sea Fiction from Moby-Dick to the Present (Philadelphia, 

University of Pennsylvania Press 1988) p.5 
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ĂǁĂŬĞŶŝŶŐ ƉŽǁĞƌ͛ ƵƉŽŶ ŚŝƐ ŵŝŶĚ ĂƐ Ă ďŽǇ͘3  AƐ TŚŽŵĂƐ PŚŝůďƌŝĐŬ͕ ƚŚĞ ĐŚŝĞĨ ĂƵƚŚŽƌŝƚǇ ŽŶ CŽŽƉĞƌ͛Ɛ ƐĞĂ 

ĨŝĐƚŝŽŶ ŵĂŝŶƚĂŝŶƐ͕ ͚ŝƚ ƐĞĞŵƐ ƵŶůŝŬĞůǇ ƚŚĂƚ Moby-Dick ĐŽƵůĚ ŚĂǀĞ ĂƚƚĂŝŶĞĚ ŝƚƐ ƉƌĞƐĞŶƚ ĨŽƌŵ͛ ŝĨ CŽŽƉĞƌ 

ŚĂĚ ŶŽƚ ůŝďĞƌĂƚĞĚ ͚ƚŚĞ ĨŝĐƚŝŽŶĂů ƚƌĞĂƚŵĞŶƚ ŽĨ ƚŚĞ ƐĞĂ ĨƌŽŵ ƚŚĞ ƐĂƚŝƌŝĐĂů ƚŽŶĞ ŽĨ “ŝƌ TŽďŝĂƐ “ŵŽůůĞƚƚ͛͘4  

WĂǇŶĞ FƌĂŶŬůŝŶ ŵĂŝŶƚĂŝŶƐ ƚŚĂƚ CŽŽƉĞƌ͛Ɛ ƐĞĂ ĨŝĐƚŝŽŶ ƐĞƌǀĞƐ ĂƐ ŚŝƐ ΖŵŽƐƚ ŝŶŶŽǀĂƚŝǀĞ ǁŽƌŬ ĂƐ Ă ǁƌŝƚĞƌΖ͘5  

Before Cooper, the sea in literature usually served as a 'backdrop for essentially social or moral 

ĂĐƚŝŽŶ͖͛ ŝŶ ĐŽŶƚƌĂƐƚ CŽŽƉĞƌ ΖƵŶĚĞƌƐƚŽŽĚ ŝƚ ďŽƚŚ ĂƐ Ă ƌĞĂůŵ ŽĨ ŚƵŵĂŶ ĂĐƚŝŽŶ ĂŶĚ ĂƐ Ă ƉŚǇƐŝĐĂů ƐǇƐƚĞŵ 

full of potential emotional meaning'.6  In Robinson Crusoe for example, the great length of time and 

effort that is the ocean voyage is characteristically written off in a single sentence, with the nucleus 

of interest being confined upon the land.7  IŶ CŽŽƉĞƌ͛Ɛ ǁŽƌŬ ŚŽǁĞǀĞƌ͕ ŶĂǀŝŐĂƚŝŶŐ ĂŶǇ ƉĂƌƚŝĐƵůĂƌ ďŽĚǇ 

of water is an exact science executed in the face of uncertain natural forces and the constant threat 

of impending wreckage and watery graves, where each minute threatens new dangers.  At the 

beginning of The Pilot we are witness to Barnstable and Griffith traversing a dangerous area of water 

made all the more treacherous by the unknown underwater geography of the ocean floor.  Notably, 

this is hardly a grand stretch of ocean; it is a heavily localised setting off the coast of 

Northumberland.  

Despite such lofty recommendations from Melville and Conrad, as well as countless others, it 

may still come as a surprise to the scholar of American literature that James Fenimore Cooper, the 

great American novelist most commonly celebrated for the adventures of Natty Bumppo as 

chronicled within the five books of The Leather Stocking Tales, was also the inventor of the American 

ƐĞĂ ŶŽǀĞů͘  CƌŝƚŝĐĂů ĂŶĂůǇƐŝƐ ŽĨ CŽŽƉĞƌ͛Ɛ ĨƌŽŶƚŝĞƌ ĨŝĐƚŝŽŶ ŚĂƐ ŐƌĞĂƚůǇ ŽǀĞƌƐŚĂĚŽǁĞĚ ŚŝƐ ƐĞĂ ĨŝĐƚŝŽŶ 

                                                             
3
 EǆƚƌĂĐƚ ĨƌŽŵ MĞůǀŝůůĞ͛Ɛ ůĞƚƚĞƌ ƚŽ ƚŚĞ CŽŽƉĞƌ MĞŵŽƌŝĂů CŽŵŵŝƚƚĞĞ ;MĞŵŽƌŝĂů ŽĨ CŽŽƉĞƌͿ͕ James Fenimore 

Cooper: The Critical Heritage (Routledge & Kegan Paul London and Boston)p.244 -- DƵƌŝŶŐ CŽŽƉĞƌ͛Ɛ ůŝĨĞƚŝŵĞ͕ 
Melville had written favourable reviews of both The Red Rover and The Sea Lions. 
4
 Thomas Philbrick: James Fenimore Cooper and the Development of American Sea Fiction (Massachusetts, 

Harvard University Press Cambridge 1961) p.264 -- PŚŝůďƌŝĐŬ͛Ɛ ǁŽƌŬ Ɛƚŝůů ǀĞƌǇ ŵƵĐŚ ƐƚĂŶĚƐ ĂƐ ƚŚĞ ŵŽƐƚ 
ĞǆƚĞŶƐŝǀĞ ĂŶĂůǇƐŝƐ ŽĨ CŽŽƉĞƌ͛Ɛ ĞŶƚŝƌĞ ŶĂƵƚŝĐĂů ĐĂŶŽŶ͘ 
5
 Wayne Franklin: James Fenimore Cooper: The Early Years (New Haven & London, Yale University Press 2007) 

p.xxiii   
6
 ibid p.xxv-xxvi 

7
 AƌƌŝǀŝŶŐ ŝŶ BƌĂǌŝů͗ ͚WĞ ŚĂĚ Ă ǀĞƌǇ ŐŽŽĚ ǀŽǇĂŐĞ ƚŽ ƚŚĞ BƌĂǌŝůƐ͕ ĂŶĚ I ĂƌƌŝǀĞĚ ŝŶ ƚŚĞ BĂǇ ĚĞ TŽĚŽƐ ůŽƐ “ĂŶƚŽƐ͕ Žƌ 

Aůů “ĂŝŶƚƐ͛ BĂǇ ŝŶ ĂďŽƵƚ ƚǁĞŶƚǇ-ƚǁŽ ĚĂǇƐ͛͘ DĂŶŝĞů DĞĨŽĞ Robinson Crusoe (Elecbook 2001 first published in 

1719) p.44. 
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throughout the years, despite the fact that during the course of a lucrative yet tempestuous literary 

career Cooper wrote no less than twelve sea novels.8  DĞƐƉŝƚĞ ƚŚĞŝƌ ͚ĐŽŶǀŝŶĐŝŶŐ ĂŶĚ ƵŶĨůĂŐŐŝŶŐ͛ 

interest , Conrad found it saddening that his sea tales and their wealth of characters such as The 

Pilot̓s LŽŶŐ TŽŵ CŽĨĨŝŶ ŵƵƐƚ ŝŶĞǀŝƚĂďůǇ ͚ƉĂƐƐ ĂǁĂǇ ƐŽŵĞ ĚĂǇ ĂŶĚ ďĞ ƵƚƚĞƌůǇ ĨŽƌŐŽƚƚĞŶ͛͘  LƵĐŬŝůǇ͕ 

CŽŽƉĞƌ͛Ɛ ƐĞĂ ĨŝĐƚŝŽŶ ŚĂƐ ŶŽƚ ďĞĞŶ ĐŽŵƉůĞƚĞůǇ ĨŽƌŐŽƚƚĞŶ͘  MŽƐƚ ƌĞĐĞŶƚůǇ͕ MĂƌŐĂƌĞƚ CŽŚĞŶ ƚŚƌŽƵŐŚ ŚĞƌ 

analysis of The Pilot, illuminates the extensive influence ŽĨ CŽŽƉĞƌ͛Ɛ ŝŶǀĞŶƚŝŽŶ ŽĨ ƚŚĞ ƐĞĂ ŶŽǀĞů͕ Žƌ 

how the ready-made themes of the genre were easily translatable and transportable across 

international boundaries and utilised by Frederick Marryat in England and Eugène Sue in France.9  

JĂƐŽŶ BĞƌŐĞƌ ƚŽŽ͕ ŚĂƐ ĚŝƐĐƵƐƐĞĚ ƚŚĞ ŝŵƉŽƌƚĂŶĐĞ ŽĨ ĨƵƌƚŚĞƌ ƐƚƵĚǇ ŽĨ CŽŽƉĞƌ͛Ɛ ƐĞĂ ĨŝĐƚŝŽŶ͕ ƉĂƌƚŝĐƵůĂƌůǇ 

his early nautical romances because they deal with the broader implications of the 'vexed 

relationship between labour, class and national identity' that were apparent in the US during the 

early nineteenth century.10   

Cohen understands the usefulness of Cooper for mapping the codes of the historical romance 

to the supranational space of the ocean.11  The supranational is a word usually connected to forms of 

multinational government; specifically, when the European Union was founded in 1951 it was 

ůĂďĞůůĞĚ ƚŚĞ ͚first supranational institution͛ whereby the central basis of power overarches national 

boundaries, authorities and interests.  IŶ CŽŚĞŶ͛Ɛ case, the supranational applies to the study of 

literary genres or how the poetics of a genre transcend the constraints of national boundaries to 

become something universally recognised and recycled across the globe.  CŽŚĞŶ ƵƐĞƐ ͚ŚŽŵĞůĞƐƐ 

OĚǇƐƐĞƵƐ͛ ĂƐ ƚŚĞ primary archetype who demonstrates the poetics of sea fiction, the travel genre 

                                                             
8
 There seem to be discrepancies between critics over how many sea novels Cooper actually wrote. The 

common consensus (from Philbrick) is that he wrote twelve (as well as a history of the US navy), The Pilot 

(1824), The Red Rover (1827), The Water-Witch (1830), The Monikins (1835), Homeward Bound (1838), 

Mercedes of Castile (1840), The Two Admirals (1842), The Wing-and-Wing (1842), Afloat and Ashore (1842), 

Miles Wallingford (1842), Jack Tier (1848), The Sea Lions (1849).  Warren S. Walker discounts The Monikins as a 

nautical novel and counts it as a satire.  Wayne Franklin counts fifteen, including The Bravo (1832) as a genuine 

sea novel.     
9
 MĂƌŐĂƌĞƚ CŽŚĞŶ ͚TƌĂǀĞůůŝŶŐ GĞŶƌĞƐ͛ New Literary History Vol.34 No.4 (2007) pp.481-499   

10
 JĂƐŽŶ BĞƌŐĞƌ ͚KŝůůŝŶŐ TŽŵ CŽĨĨŝŶ͗ ‘ĞƚŚŝŶŬŝŶŐ ƚŚĞ NĂƚŝŽŶĂůŝƐƚ NĂƌƌĂƚŝǀĞ ŝŶ JĂŵĞƐ FĞŶŝŵŽƌĞ CŽŽƉĞƌΖƐ The Pilot,͛ 

Early American Literature, Vol. 43, No. 3 (2008) p.643.  
11

 MĂƌŐĂƌĞƚ CŽŚĞŶ ͚TƌĂǀĞůůŝŶŐ GĞŶƌĞƐ͛ Ɖ͘ϰϴϯ 
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and perhaps even the novelistic trend in general.  The King of Ithica represents the key fascination of 

novels with charaĐƚĞƌƐ ͚ǁŚŽ ƌĞĨƵƐĞ ƚŽ ƐƚĂǇ Ăƚ ŚŽŵĞ͛; adopting instead, a life of grand adventure 

across a wider world of infinite possibility and promise.12  We could easily apply these poetics to any 

ŶƵŵďĞƌ ŽĨ ůŝƚĞƌĂƌǇ ĐŚĂƌĂĐƚĞƌƐ͕ NĂƚƚǇ BƵŵƉƉŽ ďĞŝŶŐ CŽŽƉĞƌ͛Ɛ ĨŝŶĞƐƚ ĞǆĂŵƉůĞ of course.  Essentially, 

there are inherent similaritiĞƐ ďĞƚǁĞĞŶ ƚŚĞ ĨŽƌĞƐƚ ĂŶĚ ƚŚĞ ŽĐĞĂŶ ŝŶ CŽŽƉĞƌ͛Ɛ ǁŽƌŬ͕ ďŽƚŚ ĂƌĞ ĚĞĨŝŶĞĚ 

by nature on a grand scale and both require skill and knowledge to successfully traverse.  However 

the forest is part of the landscape, which is part of a nation, or at least a colonial power, in contrast 

to the ocean which is a dynamic force that does not belong to any one nation.  In Moby-Dick, when 

Ishmael sits aloft at the mast head he communicates a sense of landless wonder that levels any kind 

of personal identity that might have persisted on the mainland.13  Simply, the supranational 

becomes a byword defining the ocean as a place of both extensive natural and spiritual power that 

breathes life into the highly romanticised mythical life of the sailor as an individual.14  IŶ CŽŽƉĞƌ͛Ɛ 

novels, the supranational ocean forms the backbone of the narrative, from which stems the elevated 

socio-political role of the mariner, which allows the principles of the revolutionary era to flourish.  As 

Philbrick affirms, from the beginnings of the American Revolution right through to the golden age of 

American shipping in the 1830s, the American frontier was primarily based at sea, thereby creating 

the sailor as a key figure of American freedom and independence.   

Commonly, the archetype of the sailor creates a romantic portrait of a man surviving against 

overwhelming odds, the supranationally packaged poetics that Cohen refers to.  Familiar archetypes 

ŝŶĐůƵĚĞ ƚŚĞ ǁĂǇǁĂƌĚ ǁĂŶĚĞƌŝŶŐ ƐŽƵů͕ ůŝŬĞ CŽůĞƌŝĚŐĞ͛Ɛ ĂŶĐŝĞŶƚ ŵĂƌŝŶĞƌ Žƌ Ɛome other nameless 

Ishmael or Robinson Crusoe, jaded and running from the common civilities of landed life for a life of 

                                                             
12

 MĂƌŐĂƌĞƚ CŽŚĞŶ ͚TƌĂǀĞůůŝŶŐ GĞŶƌĞƐ͛ Ɖ͘ϰϴϭ 
13

 ͚Ă ƐƵďůŝŵĞ ƵŶĞǀĞŶƚĨƵůŶĞƐƐ ŝŶǀĞƐƚƐ ǇŽƵ͖ ǇŽƵ ŚĞĂƌ ŶŽ ŶĞǁƐ͖ ƌĞĂĚ ŶŽ ŐĂǌĞƚƚĞƐ͖ ĞǆƚƌĂƐ ǁŝƚŚ ƐƚĂƌƚůŝŶŐ ĂĐĐŽƵŶƚƐ ŽĨ 
commonplaces never delude you into unnecessary excitements; you hear of no domestic afflictions; bankrupt 

securities; fall of stocks; are never troubled with the thought of what you shall have for dinner ʹ for all your 

ŵĞĂůƐ ĨŽƌ ƚŚƌĞĞ ǇĞĂƌƐ ĂŶĚ ŵŽƌĞ ĂƌĞ ƐŶƵŐůǇ ƐƚŽǁĞĚ ŝŶ ĐĂƐŬƐ͕ ĂŶĚ ǇŽƵƌ ďŝůů ŽĨ ĨĂƌĞ ŝƐ ŝŵŵƵƚĂďůĞ͛ MĞůǀŝůůĞ Moby-

Dick 1851 (NY, Penguin Classics 2003) 
14

 Similarly, Jason Berger uses the word extranational to describe the character of Tom Coffin in The Pilot, a 

common sailor character whose situation and experience at sea grant him a certain degree of promotion over 

people of the same social class ƚŚĂƚ ƌĞƐŝĚĞ ŽŶ ƚŚĞ ůĂŶĚ͘  ͚KŝůůŝŶŐ TŽŵ CŽĨĨŝŶ͛ Ɖ͘ϲϱϯ  
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adventure and meditation upon the mighty deep.  The mythic life of the sailor is something that 

often appears fantastical and fascinating to the land dweller especially with the excursions to new 

and distant lands.  Indeed Edgar AllaŶ PŽĞ͛Ɛ The Narrative of Arthur Gordon Pym of Nantucket with 

ŝƚƐ ƚŚĞŵĞƐ ŽĨ ͚ŚŽůůŽǁ ĞĂƌƚŚ͛ ĐĂƉŝƚĂůŝƐĞƐ ƵƉŽŶ ƚŚŝƐ ŶŽƚŝŽŶ, as do Typee, Omoo and Mardi; the 

succeƐƐĨƵů ƚƌĂǀĞů ŶĂƌƌĂƚŝǀĞƐ ƚŚĂƚ ĚĞĨŝŶĞ MĞůǀŝůůĞ͛Ɛ ĞĂƌůǇ ĐĂƌĞĞƌ͘  CŽŽƉĞƌ ǁĂƐ Ă ƐĂŝůŽƌ ŚŝŵƐĞůĨ͕ and as an 

author he clearly understands the romantic perception of the sailor as a figure of freedom of 

movement but he also understands him as a figure of intense nationalist fervour and sometimes this 

can be problematic to the narrative he builds.  The mythical land lubbing life of the common sailor is 

something that is rudimentarily opposed to the formation of nations, though he forms a part of the 

community of the ship itself.  We may of course see the ship as a microcosm of the nation it sails 

under; for Cooper at least, the American ship is a bastion of forward thinking revolutionary 

principles.  IŶĚĞĞĚ ƚŚŝƐ͕ ĂĐĐŽƌĚŝŶŐ ƚŽ PŚŝůďƌŝĐŬ ǁĂƐ ƚŚĞ ďĂƐŝƐ ŽĨ CŽŽƉĞƌ͛Ɛ ŵĂƌŝƚime nationalism ʹ 

Cooper used the ƚƌŝĂůƐ ĂŶĚ ƚƌŝďƵůĂƚŝŽŶƐ ŽĨ ƚŚĞ ͚AŵĞƌŝĐĂŶ͛ ƐŚŝƉ ŝŶ ĂƚƚĞŵƉƚ ƚŽ ƵŶŝĨǇ ƚŚĞ ĚŝǀŝĚĞĚ 

American people of the 1820s.  

From a historical perspective, the sailor in the American Revolutionary context was a 

reactionary and problematic figure in the face of British oppression.  As Peter Linebaugh and Marcus 

Rediker explain in their history of the Revolutionary Atlantic, The Many Headed Hydra, Atlantic 

modernity and capitalism was defined by the trade routes between Europe, Africa and America.  The 

rise of shipping led the British Empire to apply greater control of law and order over the seas, a task 

that was only met with increased piracy, mutiny, rebellion and finally revolution.15  In the years 

before the American Revolution, Linebaugh and Rediker identify ͚ƚŚĞ ŵŽƚůĞǇ ĐƌĞǁ͛ ĂƐ ƚŚĞ ƉƌŝŵĂƌǇ 

driving force of rebellion.  

                                                             
15

 The Hydra analogy refers to the twelfth labour of Hercules, in which the Greek hero was tasked with killing 

the mythical beast with nine heads.  The difficulty with killing the beast lay in the fact that dismembering one 

of the heads resulted in the growth of two more in its place.  Hercules, at least was successful with dealing 

with the Hydra by burning the open wound before the two heads could grow.  With the beginning of British 

colonial expansion tŚĞ ŚǇĚƌĂ ĂŶĂůŽŐǇ ǁĂƐ ƵƐĞĚ ƚŽ ĚĞƐĐƌŝďĞ ͚ƚŚĞ ĚŝĨĨŝĐƵůƚǇ ŽĨ ŝŵƉŽƐŝŶŐ ŽƌĚĞƌ ŽŶ ŝŶĐƌĞĂƐŝŶŐůǇ 
ŐůŽďĂů ƐǇƐƚĞŵƐ ŽĨ ůĂďŽƵƌ͛͘  PĞƚĞƌ LŝŶĞďĂƵŐŚ ĂŶĚ MĂƌĐƵƐ ‘ĞĚŝŬĞƌ The Many Headed Hydra: The Hidden History 

of the Revolutionary Atlantic (London, Verso 2000) p3.           
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Operations on sea and land, from mutiny and insurrection, made the motley crew 

the driving force of a revolutionary crisis in the 1760s and 1770s.  Such actions helped to 

destabilize imperial civil society and pushed America toward the woƌůĚ͛Ɛ ĨŝƌƐƚ ŵŽĚĞƌŶ 

colonial war for liberation. By energizing and leading the movement from below, the 

motley crew shaped the social, organizational, and intellectual histories of the era and 

demonstrated that the American Revolution was neither an elite nor a national event, 

since its genesis, process, outcome, and influence all depended on the circulation of 

proletarian experience around the Atlantic.16 

 

The motley crew represented a multi-ethnic division of manual labourers collected in the spirit of 

the urban mob and united by their purpose and social situation upon the deck.  These crews were 

started by and comprised of sailors, whose ĂƌĚĞŶƚ ŵŝůŝƚĂŶĐǇ ĚŝĐƚĂƚĞĚ ďǇ ƚŚĞŝƌ ͚ĚĂŝůǇ ǁŽƌŬ ĞǆƉĞƌŝĞŶĐĞ͛ 

ƵƉŽŶ ƚŚĞ ŽĐĞĂŶ ĐŽŵďŝŶĞĚ ǁŝƚŚ ƚŚĞŝƌ ͚ĐŽ-ŽƌĚŝŶĂƚĞĚ ĐŽŽƉĞƌĂƚŝŽŶ ĂŶĚ ĚĂƌŝŶŐ ŝŶŝƚŝĂƚŝǀĞ͛ ŵĞĂŶƚ ƚŚĞǇ 

were more developed towards the art of rebellion than most other sects of society.17  Linebaugh and 

Rediker go into greater detail on the activities perpetrated by American sailors particularly within 

port towns on both sides of the Atlantic in the years leading up to the revolution.  These ranged 

from civil disobedience in protest against the Stamp Act in 1765, to the myriad acts of violence 

towards British press gangers beginning as early as 1739 and lasting right until the War of 

Independence.  American sailors were continuously harassed by the British even after the 

Revolutionary War.  Indeed, it was the impressment of American sailors that led to the War of 1812.  

As well as being actively involved in rebellion against the British, American sailors were perhaps one 

of the prime victims of the injustices of the British Empire.     

The American ŵĂƌŝŶĞƌ͛Ɛ ŽƉƉŽƐŝƚŝŽŶ ƚŽ ƚŚĞ BƌŝƚŝƐŚ EŵƉŝƌĞ ŝƐ ĐĞŶƚƌĂů ƚŽ ƚŚĞ ĨŽĐƵƐ ŽĨ CŽŽƉĞƌ͛Ɛ 

first three sea romances.  In reverse order, we can easily trace the development of maritime 

                                                             
16

 The Many-Headed Hydra p.212 
17

ibid p.214 
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Anglophobia.  The Water Witch for example, deals with the practice of smugglery in the face of 

harsh trading laws imposed by the British during the 1710s.  The Red Rover centres upon the more 

violent practice of piracy in 1759.  Finally The Pilot deals exclusively with rebellion, as American naval 

forces take the Revolutionary War to British shores.  Aversion towards the British is undoubtedly the 

ĐŽŵŵŽŶ ĚĞŶŽŵŝŶĂƚŽƌ ŽĨ CŽŽƉĞƌ͛Ɛ ďŽŽŬƐ; and whilst, as I intend to demonstrate within this thesis, 

CŽŽƉĞƌ͛Ɛ ŶŽǀĞůƐ ƌĞĐŽŐŶŝƐĞ ƚŚŝƐ ŝŶĨůƵĞŶĐĞ ĨƌŽŵ ƚŚĞ ůŽǁĞƌ ƌĂŶŬƐ ŽĨ ƚŚĞ ĚĞĐŬ ƚŚƌŽƵŐŚ Ă ŚĂŶĚĨƵů Žf 

colourful characters he is more  preoccupied with the heroic maintenance  of the higher strata of 

seaboard society who are more characteristic of his own social standing. 

The sentiment of his early sea novels undoubtedly convey the patriotic though idealistic 

ŽƉƚŝŵŝƐŵ ŽĨ ƚŚĞ ƌĞƉƵďůŝĐĂŶ ƐƉŝƌŝƚ͕ ĚƌŝǀĞŶ  ďǇ ƚŚĞ ŶĂƚŝŽŶ͛Ɛ ŵĂƌŝƚŝŵĞ ǀĞŶƚƵƌĞƐ͕ ďƵƚ ŵŽƌĞ ŝŵƉŽƌƚĂŶƚůǇ͕ 

there can also be traced a wariness of what America was becoming through a revolution instigated 

partly by mob rule and a deep seated class based angst.  The War of 1812 may have been the death 

knell for the Federalist Party, but this is not to the detriment of the fact that Cooper was clearly a 

man who believed in a greater need for law and order over the masses.  Ultimately, Cooper 

abhorred barbarism, be it exercised by the British Navy or the motley crew.  As a middle class man, 

Cooper believes in maintaining a degree of civility even in the most harrowing of situations.  In 

ĞƐƐĞŶĐĞ͕ CŽŽƉĞƌ͛Ɛ ŶŽǀĞůƐ ĚŝƐƉůĂǇ ĐŽŶĐĞƌŶƐ ƚŚĂƚ ǁĞƌĞ ĐŽŵŵŽŶ of the transatlantic literature of the 

period.  As Julia Stern argues that of the early American novel it lies in between, it is a situation that 

lies in between the ƚƌĂŶƐƉĂƌĞŶĐǇ ŽĨ ‘ŽƵƐƐĞĂƵ͛Ɛ ǁƌŝƚŝŶŐƐ on the natural benevolence of mankind, and 

the threatening opacity or ͚Śaunted glass͛ as demonstrated by BƵƌŬĞ͛Ɛ ƌĞĨůĞĐƚŝŽŶƐ ŽĨ ƚŚĞ FƌĞŶĐŚ 

Revolution.18    

CŽŽƉĞƌ ǁĂƐ͕ ĂƐ GĞŽƌŐĞ DĞŬŬĞƌ ŵĂŝŶƚĂŝŶƐ͕ ͚ĂŶ AŵĞƌŝĐĂŶ ĂƵƚŚŽƌ ŽĨ ĚĞĐŝĚĞĚůǇ ƌĞƉƵďůŝĐĂŶ 

ƉĞƌƐƵĂƐŝŽŶ͕ ǁŚŽ ŝŶƐŝƐƚĞĚ ƵƉŽŶ ƚŚĞ ǁŽƌƚŚ ĂŶĚ ƵƐĂďŝůŝƚǇ ŽĨ AŵĞƌŝĐĂŶ ŵĂƚĞƌŝĂůƐ͕͛ ďƵƚ ĐŚŽƐĞ ƚhe 

ŚŝƐƚŽƌŝĐĂů ƌŽŵĂŶĐĞ ͚Ă ĨŽƌŵ ĐƌĞĂƚĞĚ ďǇ ΀“ŝƌ WĂůƚĞƌ “ĐŽƚƚ΁͕ ĂŶĚ ŽŶĞ ǁŚŝĐŚ ĐůĞĂƌůǇ ƐĞĞŵĞĚ ĚĞƉĞŶĚĞŶƚ 

                                                             
18

 Julia Stern The Plight of Feeling: Sympathy and Dissent in the early American Novel (Chicago: University of 

Chicago Press 1997) p.7  
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ƵƉŽŶ ƚŚĞ ĐŽŵƉůĞǆ͕ ĐƵůƚƵƌĂů ǁĞĂůƚŚ ŽĨ ƚŚĞ EƵƌŽƉĞĂŶ ƉĂƐƚ͛ ĂƐ ŚŝƐ ƐƚƌƵĐƚƵƌĞ͘19  As Cohen states, the 

ĨŽĐƵƐ ŽĨ “ĐŽƚƚ͛Ɛ ĨŽƌŵ ŝƐ ͚ƚŚĞ ĞĚƵĐĂƚŝŽŶ ŽĨ Ă ǀŝƌƚƵŽƵƐ ďƵƚ ŝŶ ŶŽ ǁĂǇ ĞǆĐĞƉƚŝŽŶĂů ƉƌŽƚĂŐŽŶŝƐƚ ŝŶƚŽ ƚŚĞ 

͞ŵŝĚĚůĞ-ǁĂǇ͕͟ ďĞƚǁĞĞŶ ƐŽĐŝĂů ƌĞƐƉŽŶƐŝďŝůŝƚǇ ĂŶĚ ƉĞƌƐŽŶĂů ĨƌĞĞĚŽŵ͛͘20  The same can be said for 

Cooper, where his ͚middle heroes͛ come to represent moderation and civility within the highly 

masculine construct of the ship.21  We may liken Cooper himself and his genteel sailors to the 

ĐŚĂƌĂĐƚĞƌ ŽĨ JĂĐŬ CĂƐĞ ĨƌŽŵ MĞůǀŝůůĞ͛Ɛ White-Jacket͘  AƐ MĞůǀŝůůĞ ŝƐ ƋƵŝĐŬ ƚŽ ƉŽŝŶƚ ŽƵƚ ͚JĂĐŬ ǁĂƐ Ă 

gentleŵĂŶ͛ ŽĨ BƌŝƚŝƐŚ ĚĞƐĐĞŶƚ͕ ƉŽůŝƚĞ ĂŶĚ ĐŽƵƌƚĞŽƵƐ ǁŝƚŚ ͚ŶŽŶĞ ŽĨ ƚŚĞ ďŽŝƐƚĞƌŽƵƐŶĞƐƐ ƐŽ ĐŽŵŵŽŶ ƚŽ 

ƚĂƌƐ͛ ĂŶĚ of course ǁĞůů ǀĞƌƐĞĚ ŝŶ BǇƌŽŶ ͚ĂŶĚ Ăůů ƚŚĞ ƌŽŵĂŶĐĞƐ ŽĨ “ĐŽƚƚ͛.22 As Donald Darnell points 

ŽƵƚ͕ ƚŚĞ ŵĂũŽƌŝƚǇ ŽĨ CŽŽƉĞƌ͛Ɛ ŚŝƐƚŽƌŝĐĂů ƌŽŵĂŶĐĞƐ ĂƌĞ ƉƌĞŽĐĐƵƉŝĞd with the preservation of wealth 

and the well being of the genteel character.23  AďŽǀĞ Ăůů ƚŚĞ ŶŽƚŝŽŶ ŽĨ ͚ŬŶŽǁ ǇŽƵƌ ƉůĂĐĞ͛ ƉƌĞǀĂŝůƐ 

ƚŚƌŽƵŐŚŽƵƚ CŽŽƉĞƌ͛Ɛ ŶŽǀĞůƐ͕ ŚĞ ͚ũƵĚŐĞƐ ŚŝƐ ĐŚĂƌĂĐƚĞƌƐ ďǇ ŚŽǁ ĐůŽƐĞůǇ ƚŚĞǇ ĂĚŚĞƌĞ ƚŽ ƚŚŝƐ ĚŽĐƚƌŝŶĞ͕ 

and in the process he estĂďůŝƐŚĞƐ ƚŚĞ ĐƌŝƚĞƌŝĂ ďǇ ǁŚŝĐŚ Ă ůĂĚǇ ĂŶĚ Ă ŐĞŶƚůĞŵĂŶ ĂƌĞ ŝĚĞŶƚŝĨŝĞĚ͛͘24    As a 

result, there can be traced a clash between social classes ǁŝƚŚŝŶ CŽŽƉĞƌ͛Ɛ ƐĞĂ ŶŽǀĞůƐ, between the 

preferences of middle/upper class gentility and the chaos of mob rule, connecting to a persistent 

AŶŐůŽƉŚŝůŝĂ͕ ǁŚŝĐŚ EůŝƐĂ TĂŵĂƌŬŝŶ ĚĞĨŝŶĞƐ ĂƐ ͚Ă ĨĞƚŝƐŚ ĂŶĚ Ă ŶŽƐƚĂůŐŝĂ͛ ĨŽƌ BƌŝƚŝƐŚ ƐŽĐŝĞƚǇ ĂŶĚ ĐƵůƚƵƌĞ 

in the face of social transition that the American revolution entails.25 

Nothing demonstrates this clash better than the very name of the genre itself.  As Hugh Egan 

ĞƐƚĂďůŝƐŚĞƐ͕ ƚŚĞ ͚ƐĞĂ ŶŽǀĞů͛ ĐĂŶ ďĞ ƉĞƌĐĞŝǀĞĚ ƚŽ ďĞ ͚Ă ĐŽŶƚƌĂĚŝĐƚŝŽŶ ŝŶ ƚĞƌŵƐ͕ ĨŽƌ ƚŚŽƐĞ ǀĞƌǇ ĞůĞŵĞŶƚƐ 

                                                             
 
20

 MĂƌŐĂƌĞƚ CŽŚĞŶ ͚TƌĂǀĞůůŝŶŐ GĞŶƌĞƐ͛ Ɖ͘ϰϴϰ 
21

 TŚĞ ƚĞƌŵ ͚ŵŝĚĚůĞ ŚĞƌŽ͛ ŝƐ ŽĨƚĞŶ ƵƐĞĚ ŝŶ ĚĞƐĐƌŝďŝŶŐ ƚŚĞ ǇŽƵƚŚĨƵů ƚŚŽƵŐŚ ŚŝŐŚ ƌĂŶŬŝŶŐ ĐŚĂƌĂĐƚĞƌƐ ƚŚĂƚ ĐŽŵƉƌŝƐĞ 
the upper ranks of the ship.  Hugh Egan defines the middle hero as ͚Ă ǇŽƵŶŐ ŵĂŶ ĚŝǀŝĚĞĚ Ăƚ ŚĞĂƌƚ ďĞƚǁĞĞŶ ƚŚĞ 
love of a woman and a love of the sea͛, but it is probably more accurate to say that they serve only to anchor 

the tale with a sense of familiarity and civility to the middle/upper class reader.  It should be emphasised that 

ŝŶ ƚŚĞ ĞŶĚ͕ CŽŽƉĞƌ͛Ɛ ŵŝĚĚůĞ ŚĞƌŽĞƐ always ĐŚŽŽƐĞ ƚŚĞ ůŽǀĞ ŽĨ ƚŚĞŝƌ ǁŽŵĂŶ ŽǀĞƌ ƚŚĞ ƐĞĂ͘  HƵŐŚ EŐĂŶ ͚CŽŽƉĞƌ 
ĂŶĚ ŚŝƐ CŽŶƚĞŵƉŽƌĂƌŝĞƐ͛ in America and the Sea: A Literary History ed. by Haskell Springer (Athens and 

London, The University of Georgia Press 1995) p.69 
22

 Melville White-Jacket or the World in a Man-Of-War (London, Oxford University Press 1966) p.14  It should 

ĂůƐŽ ďĞ ŶŽƚĞĚ ƚŚĂƚ ƚŚĞ ͚ƚĂƌƐ͛ MĞůǀŝůůĞ ƌĞĨĞƌƐ ƚŽ ĂƌĞ ƚŚĞ JĂĐŬ TĂƌƐ͕ Ă ŶĂŵĞ ĐŽŵŵŽŶůǇ ĂƚƚĂĐŚĞĚ ƚŽ ĐŽŵŵŽŶ 
sailors. 
23

 DŽŶĂůĚ DĂƌŶĞůů ͚CŽŽƉĞƌ͛Ɛ PƌŽďůĞŵĂƚŝĐ PŝůŽƚ͗ ͞UŶƌŝŐŚƚĞŽƵƐ AŵďŝƚŝŽŶ͟ ŝŶ Ă PĂƚƌŝŽƚŝĐ CĂƵƐĞ͛ ŝŶ James Fenimore 

Cooper: His Country and His Art no.1 (1989) pp. 135-142 
24

 Ibid p. 135 
25

 Eliza Tamarkin Anglophilia: Deference, Devotion and Antebellum America (Chicago and London, The 

University of Chicago Press 2008) p.xxiv 
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ƚŚĂƚ ŵĂŬĞ Ă ŶŽǀĞů ƐĞĂǁŽƌƚŚǇ͕͛ ƚŚĞ ƐĞŶƐĞ ŽĨ ůĂŶĚůĞƐƐŶĞƐƐ͕ ƚŚĞ ŶĂƵƚŝĐĂů ƚĞĐŚŶŝĐĂůŝƚŝĞƐ ĂŶĚ ŝƐŽůĂƚŝŽŶ 

within a highly mascƵůŝŶĞ ĞŶǀŝƌŽŶŵĞŶƚ͕ ͚ǁŽƌŬ ĂŐĂŝŶƐƚ ŝƚ ďĞŝŶŐ Ă ŶŽǀĞů Ăƚ Ăůů- at least one in the British 

ƚƌĂĚŝƚŝŽŶ ǁŝƚŚ ǁŚŝĐŚ CŽŽƉĞƌ ǁĂƐ ĨĂŵŝůŝĂƌ͛͘26  Similarly, Margaret Cohen has also pointed to the 

ŝŶŚĞƌĞŶƚ ĐŽŶƚƌĂĚŝĐƚŝŽŶ ŽĨ ƚŚĞ ƉŚƌĂƐĞ ͚ƐĞĂ ƌŽŵĂŶĐĞ͛ ƐŝŶĐĞ ƚŚĞ ǁŽƌĚ ƌŽŵĂŶĐĞ ŝmplies a 

ƌĞĐŽŶĨŝŐƵƌĂƚŝŽŶ ŽĨ ƚŚĞ ĞƐƚĂďůŝƐŚĞĚ ǁŽƌůĚ ͚ŝŶ ƐƵĐŚ Ă ǁĂǇ ĂƐ ƚŽ ƌĞƐƚŽƌĞ ƚŚĞ ĐŽŶĚŝƚŝŽŶƐ ŽĨ ƐŽŵĞ ůŽƐƚ 

Eden, or to anticipate a future realm from which the old mortality and imperfections will have been 

ĞĨĨĂĐĞĚ͕͛ ǁŚŝůƐƚ CŽŽƉĞƌ͛Ɛ ƐĞĂ ĐĂŶ ĐŽŵƉůŝĐĂƚĞ ƐƵĐŚ notions with an emphasis on strict nautical 

conduct and manual labour.27  John Peck argues that the novelistic medium is ultimately a bourgeois 

ĐŽŶƐƚƌƵĐƚ ƚŚĂƚ ŝƐ ͚ŽǀĞƌǁŚĞůŵŝŶŐůǇ ĐŽŶĐĞƌŶĞĚ ǁŝƚŚ ƚŚĞ ŵĂƚĞƌŝĂů ĐŽŶĚŝƚŝŽŶƐ ŽĨ ĚĂŝůǇ ůŝĨĞ͛ ďƵƚ ǁŚŽƐĞ 

very presence is dictated by a vibrant economy that real life maritime venture provided.  Therefore, 

͚ŝƚ ǁĂƐ ƚŚĞ ĨĞĞůŝŶŐ ŽĨ ƐĞĐƵƌŝƚǇ ƉƌŽǀŝĚĞĚ ďǇ ƚŚĞ ĐŽƵŶƚƌǇ͛Ɛ ŶĂǀǇ ĂŶĚ ƚŚĞ ƉƌŽƐƉĞƌŝƚǇ ĐƌĞĂƚĞĚ ďǇ ŵĂƌŝƚŝŵĞ 

ƚƌĂĚĞ ƚŚĂƚ ŵĂĚĞ ƉŽƐƐŝďůĞ ƐƵĐŚ Ă ƌŝĐŚ ĂŶĚ ĚŽŵĞƐƚŝĐ ůŝĨĞ͛͘28  Thus, the novel itself can be seen as a 

product of the sea.       

There had been writers of the sea before Cooper of course.  During the Revolutionary war, 

Philip Freneau had written poems based upon his own experience at sea, infused with both an eye 

for nautical realism as well as a heavy degree of American patriotism.  The pinnacle of his writing, 

The British Prison Ship (1781) was written after Freneau himself was incarcerated aboard the British 

ship Scorpion.  The poem illustrates the cruelty with which the British treated their prisoners, the 

kind of unjust brutality Cooper clearly abhorred and used as the basis of the Anglophobia in his own 

novels.29   

                                                             
26

 EŐĂŶ ͚CŽŽƉĞƌ ĂŶĚ ŚŝƐ CŽŶƚĞŵƉŽƌĂƌŝĞƐ͛ ŝŶ America and the Sea: A Literary History ed. by Haskell Springer 

(Athens and London, The University of Georgia Press 1995) p.67 
27

 Fredric Jameson The Political Unconscious (Ithaca N.Y 1981) p.110 
28

 John Peck Maritime Fiction: Sailors and the Sea in British and American Novels 1719-1917 (Basingstoke, 

Hampshire, Palgrave MacMillan 2001) p.2 
29AŶ ĞǆĐĞƌƉƚ ƌĞĂĚƐ͗ ͚CŽŶǀĞǇĞĚ ƚŽ YŽƌŬ ǁĞ ĨŽƵŶĚ͕ Ăƚ ůĞŶŐƚŚ͕ ƚŽŽ ůĂƚĞͬTŚĂƚ ĚĞĂƚŚ ǁĂƐ ďĞƚƚĞƌ ƚŚĂŶ ƚŚĞ ƉƌŝƐŽŶĞƌ͛Ɛ 
fate/There doomed to famine, shackles and despair/Condemned to breathe a foul, infected air/In sickly hulks, 

ĚĞǀŽƚĞĚ ǁŚĞƌĞ ǁĞ ůĂǇͬ“ƵĐĐĞƐƐĨƵů ĨƵŶĞƌĂůƐ ŐůŽŽŵĞĚ ĞĂĐŚ ĚŝƐŵĂů ĚĂǇ͛͘  PŚŝůŝƉ FƌĞŶĞĂƵ ͚TŚĞ BƌŝƚŝƐŚ PƌŝƐŽŶ “ŚŝƉ  ͛
In The Poems of Philip Freneau: Written chiefly during the late war (Philadelphia MDCCLXXXVI 1786) p.192 
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The literary era in which Cooper wrote was largely defined by the romance of Scott and 

BǇƌŽŶ͕ ǁŚŽ ŚĂĚ ďŽƚŚ ƵƐĞĚ ƚŚĞ ŽĐĞĂŶ ĂƐ Ă ƐĞƚƚŝŶŐ Ăƚ ƐŽŵĞ ƉŽŝŶƚ͘  IŶĚĞĞĚ͕ CŽŽƉĞƌ͛Ɛ ĐŽŶĐĞƉƚŝŽŶ ŽĨ ƚŚĞ 

ocean is frequently likened to Byron where the sea takes on a life of its own, effectively becoming a 

ĐŚĂƌĂĐƚĞƌ ŝƚ ŝƚƐ ŽǁŶ ƌŝŐŚƚ͘  BǇƌŽŶ͛Ɛ The Corsair (1814) established the archetype of the Byronic Pirate, 

a ruthless seagoing commanding presence of high romantic charge and questionable moral footing.  

Part of the appeal of Byron, particularly in The Corsair, was that the main character, Conrad, held 

similarities that were tied with the larger than life personality of the author himself.  Scott on the 

other hand had written The Pirate as a tale of the sea, but with glaring irregularities regarding the 

methods and observation of nautical practice; Cooper felt it was his duty to write The Pilot as a 

corrective.30  Specifically on the genre of sea fiction, Smollett was perhaps the most prestigious 

author that made his reputation as a writer of the sea.  Indeed, it was from reading Smollett that 

Scott gained the knowledge on how to write his own sea scenes for The Pirate.  “ŵŽůůĞƚƚ͛Ɛ 

picaresque novels, particularly The Adventures of Roderick Random included nautical scenes 

invested with the wealth of SmoůůĞƚƚ͛Ɛ ŽǁŶ ĞǆƉĞƌŝĞŶĐĞ ĂƐ Ă ƐŚŝƉďŽĂƌĚ ƐƵƌŐĞŽŶ͘31  Smollett clearly 

saw the ship as a haven for lower class reprobates, outcasts who having no place on land find a place 

at sea.   

As Peck maintains, the basic difference between British and American sea fiction lies in a 

different sense of space.  Drawing on a rich cultural history, the British novel 'is always aware of a 

complex social inheritance', whilst the American novel 'is the product of, and reflection of, a country 

still in the process of formation'.  As a result, whilst the British maritime novel 'dwells on family 

                                                             
30

 First published in 1822, The Pirate is set in the Shetland Islands in the early Eighteenth Century.  The pirate 

ĐĂƉƚĂŝŶ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ ŝƐ Ă ŽŶĞ CůĞŵĞŶƚ CůĞǀĞůĂŶĚ͕ ǁŚŽ ŝƐ ƐŚŝƉǁƌĞĐŬĞĚ ĂůŽŶŐ ƚŚĞ ĐŽĂƐƚ͕ ƐĂǀĞĚ ďǇ ƚŚĞ 
nŽǀĞů͛Ɛ ǇŽƵŶŐ ŚĞƌŽ MŽƌĚĂƵƚ MĞƌƚŽƵŶ͘  IŶŝƚŝĂůůǇ͕ ŝƚ ŝƐ ŶŽƚ ŬŶŽǁŶ ƚŚĂƚ CůĞǀĞůĂŶĚ ŝƐ Ă ǁĂŶƚĞĚ ƉŝƌĂƚĞ͕ ďƵƚ MĞƌƚŽƵŶ 
soon strikes up a bitter rivalry with the character when he threatens his romantic attachment to Brenda Troil 

and her family.  The Troil family are kidnapped by the pirate but are eventually freed when the ship is 

ĞŶĐŽƵŶƚĞƌĞĚ ďǇ ƚŚĞ HM“ HĂůĐǇŽŶ͘  TŚĞ ŶŽǀĞů ĞŶĚƐ ǁŝƚŚ ƚŚĞ ŵĂƌƌŝĂŐĞ ŽĨ BƌĞŶĚĂ ĂŶĚ MŽƌĚĂƵƚ  ͕ĂŶĚ CůĞǀĞůĂŶĚ͛Ɛ 
ƐƵďƐĞƋƵĞŶƚ ƌĞĚĞŵƉƚŝŽŶ ĂƐ ŚĞ ĞŶůŝƐƚƐ ǁŝƚŚŝŶ ƚŚĞ KŝŶŐ͛Ɛ ŶĂǀǇ͘       
31

 Roderick Random is born out of an illicit relationship between a noble man and a lower class woman.  

“ŚƵŶŶĞĚ ďǇ ŚŝƐ ĨĂƚŚĞƌ ĂĨƚĞƌ ŚŝƐ ŵŽƚŚĞƌ͛Ɛ ĚĞĂƚŚ ĂŶĚ ƉŽƐƐĞƐƐŝŶŐ ůŝƚƚůĞ Žƌ ŶŽ ŵŽŶĞǇ  ͕‘ŽĚĞƌŝĐŬ ƵŶĚĞƌŐŽĞƐ Ă ůŝĨĞ Ăƚ 
sea, represented by a series of adventures and misadventures as he tries to con rich women into giving him 

ŵŽŶĞǇ͘  UůƚŝŵĂƚĞůǇ ŚĞ ŝƐ ƌĞǀĞĂůĞĚ ƚŽ ďĞ ŽĨ ŶŽďůĞ ďŝƌƚŚ ďǇ ƚŚĞ ŶŽǀĞů͛Ɛ ĐŽŶĐůƵƐŝŽŶ ĂŶĚ ŝƐ ŵĂƌƌŝĞĚ ŽĨĨ ƚŽ ƚŚĞ ŽďũĞĐƚ 
of his affections after securing a large fortune.     
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connections and social structures, the American maritime novel focuses more on isolated 

individuals, heroes on the edge of a new frontier'.  These differences rely upon spatial differences, or 

how the British sea novel reflects 'a small island where people live in close proximity' whilst the 

American sea novel 'can feel boundless; the distances covered are enormous, and the time spent 

away from land is lengthy.  As a result, British sea novels never seem to offer 'a similar sense of 

remoteness'.32 

Whilst these binaries may illustrate the differences between Melville and Smollett, it is clear 

ƚŚĂƚ CŽŽƉĞƌ͛Ɛ ĞĂƌůǇ ƐĞĂ ŶŽǀĞůƐ ĞǆŝƐƚ ŝŶ-between these two binaries, as a product of the transatlantic 

space, not yet fully independent from English literary convention.  Through the administration of the 

conventions  of the ŚŝƐƚŽƌŝĐĂů ƌŽŵĂŶĐĞ͕ CŽŽƉĞƌ͛Ɛ ƐĞĂ ƚĂůĞƐ ĂƌĞ ƉƌĞŽĐĐƵƉŝĞĚ ǁŝƚŚ ĨƵůĨŝůůŝŶŐ Ă ŶĂƚŝŽŶĂů 

narrative and the definition of the United States through the growth of resistance located at sea to 

overpower the oppression of British rule.  At the same time, the national narrative is nearly always 

complicated by the supranational aspect of oceanic practice and transit.   As a way of connecting the 

two themes, CŽŚĞŶ ĚĞĨŝŶĞƐ CŽŽƉĞƌ͛Ɛ ƐĞĂnovels as establishing a romance of labour, ͚restoring the 

ŝŶƚĞŐƌŝƚǇ ŽĨ ǁŽƌŬ ĂŶĚ ĞŶǀŝƐŝŽŶŝŶŐ Ă ŶĞǁ ĐůĂƐƐůĞƐƐ ƐŽĐŝĞƚǇ ĨŽƵŶĚĞĚ ŽŶ ƚŚĞ ĞƚŚŽƐ ŽĨ ǁŽƌŬ͛͘33  The 

ƐĂŝůŽƌ͛Ɛ ůŝĨĞ ŝƐ ĚĞĨŝŶĞĚ ďǇ ƚŚĞ ƐƚƌƵŐŐůĞ ĨŽƌ ƐƵƌǀŝǀĂů ŝŶ Ă ĐŚĂůůĞŶŐŝŶŐ environment, and it is through this 

that characters of a lower class earn a more prominent role within the sea novel as a result of their 

ƐŬŝůů ĂŶĚ ĂďŝůŝƚǇ͘  TŚĞ ŶĂƚƵƌĞ ŽĨ ǁŽƌŬ͕ ĂƐ CŽŚĞŶ ƐƚĂƚĞƐ͕ ͚ĂůŽŶŐ ǁŝƚŚ ƚŚĞ ƐƚĂƚƵƐ ŽĨ ƚŚĞ ǁŽƌŬĞƌ͕ ĂƌĞ 

among the most urgent social questions of the nineteenth century in the advanced capitalist nations 

ŽĨ ƚŚĞ ǁŽƌůĚ ǁŚĞƌĞ ƐĞĂ ĨŝĐƚŝŽŶ ĨůŽƵƌŝƐŚĞĚ͛͘34  Reflecting this, the narrative of the historical romance 

ŵĂǇ ďĞ ĐĞŶƚƌĞĚ ƵƉŽŶ ŽŶĞ ŽĨ CŽŽƉĞƌ͛Ɛ ŐĞŶƚĞĞů ŶĂǀĂů ŽĨĨŝĐĞƌƐ͕ ďƵƚ ƚŚĞ ŶŽǀels also grant a greater role 

of heroism for characters of lowlier social status such as Tom Coffin in The Pilot and the black sailor 

Scipio Africanus in The Red Rover.  CŽŽƉĞƌ͛Ɛ ƐƚƌŝĐƚ ĂĚŚĞƌĞŶĐĞ ƚŽ ƉƌĞĐŝƐĞ ŶĂǀĂů ĐŽŶĚƵĐƚ ŝƐ ĂŶ ĞǆĂŵƉůĞ 

of an entire crew working together to successfully combat the elements.  

                                                             
32

 ibid p.89 
33

 MĂƌŐĂƌĞƚ CŽŚĞŶ ͚TƌĂǀĞůŝŶŐ GĞŶƌĞƐ͛ Ɖ͘ϰϵϯ 
34

 Ibid p.491 
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Each chapter within this thesis will seek to analyse each novel independently with a focus 

upon the shipboard relationships between Britain and America, the upper ranks and the lower ranks, 

the land lovers and the land lubbers, the supranational elements of sea fiction to the strict confines 

of the nationalist narrative.  In the first chapter, examining The Pilot, the main point of my argument 

ŝƐ ƚŚĂƚ CŽŽƉĞƌ͛Ɛ ĨŝƌƐƚ ƐĞĂ ƌŽŵĂŶĐĞ ĐĂŶ ďĞ ƌĞŐĂƌĚĞĚ ĂƐ Ă ďŽŽŬ ŵŽƌĞ ŝĚĞŶƚŝĨŝĂďůǇ EŶŐůŝƐŚ ŝŶ ƐƚǇůĞ ĂŶĚ 

sensibilities than American, through its concentration upon the higher ranks.  Directly inspired by, 

but also seeking to challenŐĞ ĂŶĚ ĞǀĞŶ ŵŝŵŝĐ ĐŽŶǀĞŶƚŝŽŶĂů EŶŐůŝƐŚ ůŝƚĞƌĂƚƵƌĞ͕ ŶĂŵĞůǇ WĂůƚĞƌ “ĐŽƚƚ͛Ɛ 

The Pirate͕ ƚŚĞ ŶŽǀĞů ŝƐ ĐŽŶĨŝŶĞĚ ƚŽ ƚŚĞ ĐŽĂƐƚ ŽĨ NŽƌƚŚƵŵďƌŝĂ͕ ͚ƐŚĂƌŝŶŐ “ĐŽƚƚ͛Ɛ ƌĞůƵĐƚĂŶĐĞ ƚŽ ůĞĂǀĞ ƚŚĞ 

ƐŚŽƌĞ͛͘35    This is not to say that the novel is devoid of the supranational element.  Through the 

literary creation of the coxswain Old Tom Coffin, Cooper fuses a working class hero rich with the 

mythical life of the mariner.  As Berger argues, Coffin,  attains an elevation of such heroic stature 

that he poses a problem to the very nationalist narrative Cooper intends to carry out.  This results in 

CŽŽƉĞƌ͛Ɛ ƌĂƚŚĞƌ ƌĞůƵĐƚĂŶƚ ĚĞĐŝƐŝŽŶ ƚŽ Ŭŝůů ƚŚĞ ĐŚĂƌĂĐƚĞƌ ŽĨĨ ƐƵĚĚĞŶůǇ ŵŝĚǁĂǇ ƚŚƌŽƵŐŚ ƚŚĞ ŶŽǀĞů, 

ĂƌŐƵĂďůǇ ƚŽ ƚŚĞ ĚĞƚƌŝŵĞŶƚ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ĞŶƚĞƌƚĂŝŶŵĞŶƚ ǀĂůƵĞ.  In direct contrast to Coffin, I shall 

discuss the portrayal of John Paul Jones through ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ ĐŚĂƌĂĐƚĞƌ͕ ƚŚĞ ŵǇƐƚĞƌŝŽƵƐ pilot 

known as Mr Gray.  In attempting to create an American hero, Gray becomes a product of a new 

ǁƌĂƚŚĨƵů ĨŽƌŵ ŽĨ ƚǇƌĂŶŶǇ ĂŶĚ ƐŽ ƌĞƉƌĞƐĞŶƚƐ CŽŽƉĞƌ͛Ɛ ǁĂƌŝŶĞƐƐ ŽĨ ƚŚĞ ŶĂƚŝŽŶ͛Ɛ ĚĞǀĞůŽƉŵĞŶƚ ƚŚƌŽƵŐŚ 

revolution.  At the same time, the pilot is infused with a certain landlessness that makes him a 

romantic figure that is typical of the supranational convention, but as we shall see, this also works 

against him, making him into a kind of monster.       

The second chapter will focus upon The Red Rover͕ CŽŽƉĞƌ͛Ɛ ƐĞĐŽŶĚ ŶŽǀĞů͕ ǁŚŝĐŚ ĂůƌĞĂĚǇ 

ďĞŐŝŶƐ ƚŽ ĨĞĞů ŵŽƌĞ ͚AŵĞƌŝĐĂŶ͛ ĂƐ ŝƚ ŝƐ ƐĞƚ ŝŶ NĞǁƉŽƌƚ͕ ‘ŚŽĚĞ IƐůĂŶĚ͕ ĂƐ ǁĞůů ĂƐ ƚŚĞ ƚƌƵůǇ ǀĂƐƚ ĞǆƉĂŶƐĞ 

of the Atlantic.  The Red Rover ŝƐ ƐĞƚ ŝŶ ϭϳϱϵ͕ ǇĞƚ ĚĞƐƉŝƚĞ ƚŚĞ ŚŝƐƚŽƌŝĐĂů ƐĞƚƚŝŶŐ͕ CŽŽƉĞƌ͛Ɛ ƐĞĂ ƚĂůĞ ŝƐ 

imbued with a sense of revolutionary feeling and a nationalist narrative that builds towards the War 

                                                             
35

 Thomas Philbrick James Fenimore Cooper and the Development of American Sea Fiction p.54 
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of Independence in an important final scene.  This chapter deals exclusively with the quest for both 

an individual identity for its heroes as well as a national identity perhaps more faithfully than The 

Pilot.  Captain Heidegger, like Mr Gray before him, functions as an imposing character representing 

the dualism invested within the American yearning for political independence; he has a belief in the 

ideological notions of liberty and freedom coupled with a violent and wrathful sense of vengeance to 

be perpetrated against the British.  Discussion will also cover the multi-racial pairing of Dick Fid and 

Scipio Africanus, the latter being an interesting figure of study especially since he is, as a sailor, an 

early African American hero.  What I hope to show in this chapter is that whilst The Red‘ŽǀĞƌ͛Ɛ 

͚AŵĞƌŝĐĂŶŶĞƐƐ͛ is more obvious, certainly more so than The Pilot, there is still very much a prevailing 

sense of attachment to English convention in the midst of the enlarged supranational space and an 

uneasy wariness of what America society was becoming, which is defined largely by the aggressive 

masculinity of the Rover. 

The third and final chapter will look at The Water Witch.  The novel is set further back in 

American history, in the 1710s, but again contains a similar plot exemplifying the need for political 

independence in a pre-revolutionary society, represented through the illegal activity of an alliance of 

Dutch traders and a motley band of smugglers belonging to the uncatchable brigantine known as 

The Water Witch.  Furthermore, whilst the previous novels are inhabited by a plethora of highly 

masculine characters, The Water Witch has a notable elevation of the heroine as represented by 

Master Seadrift.  More than this however, The Water Witch seems intent on complicating the 

common gender binaries which are usually, in the masculine environment of the ship at sea, more 

straightforwardly presented.  Tiller fulfils the role of Gray and Heidegger without the uglier shades of 

wrath and violence, demonstrating a submission to marital union without reverting to the safety of a 

ĚŽŵĞƐƚŝĐ ĞŶǀŝƌŽŶŵĞŶƚ͘  IŶ ŵĂŶǇ ǁĂǇƐ͕ TŝůůĞƌ ŝƐ CŽŽƉĞƌ͛Ɛ ĨƵůůĞƐƚ ĚĞǀĞůŽƉŵĞŶƚ ŽĨ ƚŚĞ ƌŽŵĂŶƚŝĐ 

American sailor.  

In writing his sea tales,Cooper began a literary revolution of his own.  As Philbrick maintains, 

CŽŽƉĞƌ͛Ɛ ĨŝƌƐƚ ƚŚƌĞĞ ƐĞĂ ƌŽŵĂŶĐĞƐ ĨŽƌŵ Ă ƚƌŝůŽŐǇ ůŝŶŬĞĚ ďǇ Ă ƐĞŶƐĞ ŽĨ ĞƉŝĐ ƵŶŝƚǇ ǁŚĞƌĞ ƚŚĞ ͚ĨƌĞĞ ĂŶĚ 
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daring life of the sea becomes equated with the promise of political identity and liberty, as if the 

ǀĂůƵĞƐ ŽĨ ƚŚĞ ƐĞĂŵĂŶ͛Ɛ ĐĂůůŝŶŐ ŶĞĐĞƐƐŝƚĂƚĞĚ ƚŚe eventual self realization of a people so thoroughly 

ŵĂƌŝƚŝŵĞ ĂƐ ƚŚĞ AŵĞƌŝĐĂŶƐ͛͘36  He created a template for a genre that would represent the 

foundation for many future sea writers.  It is the formation of this genre through its initial 

development througŚ CŽŽƉĞƌ͛Ɛ ƚƌŝůŽŐǇ ŽĨ ŶĂƵƚŝĐĂů ƌŽŵĂŶĐĞƐ ƚŚĂƚ ŝƐ ĐŽŵƉůŝĐĂƚĞĚ ďǇ ƚŚĞ ĂƵƚŚŽƌ͛Ɛ 

attachment to the conventional approach to literature as dominated at this point by England.  The 

focus of this thesis is to examine this area of transatlantic flux that is so invested and identifiable in 

CŽŽƉĞƌ͛Ɛ ĞĂƌůǇ ƐĞĂ ƌŽŵĂŶĐĞƐ͕ ƚŚĞƌĞďǇ ƉƌŽǀŝĚŝŶŐ Ă ĚĞĞƉĞƌ ƵŶĚĞƌƐƚĂŶĚŝŶŐ ŽĨ Ă ŶĞŐůĞĐƚĞĚ ďƵƚ ĐƌƵĐŝĂů 

aspect of early American literature.             

                                                             
36

 Philbrick James Fenimore Cooper and the Development of American Sea Fiction p.58 



Charlie Phair   

Chapter 1. 

The Pilot: A Sense of Englishness.  

͚Intrepid, unprincipled, reckless, predatory, with boundless ambition, civilised in externals but a 

savage at heart͕ AŵĞƌŝĐĂ ŝƐ͕ Žƌ ŵĂǇ ǇĞƚ ďĞ͕ ƚŚĞ PĂƵů JŽŶĞƐ ŽĨ ŶĂƚŝŽŶƐ͛͘ 

Herman Melville Israel Potter (New York, Hill and Wang, 1957) p.170 

"We wait for you, Mr Gray." 

 James Fenimore Cooper The Pilot (Printed in the UK by Lightning source, Dodo Press, 2007)p.77 

 

Before moving into analysis of The Pilot, it is necessary to determine JĂŵĞƐ FĞŶŝŵŽƌĞ CŽŽƉĞƌ͛Ɛ ŽǁŶ 

maritime background, since this reveals ƚŚĞ ŝŵƉŽƌƚĂŶĐĞ ŽĨ ƚŚĞ ŽĐĞĂŶ ƚŽ ƚŚĞ ĂƵƚŚŽƌ͛Ɛ ůŝƚĞƌĂƌǇ 

imagination.  PŚŝůďƌŝĐŬ ŚĂƐ ƐƵŐŐĞƐƚĞĚ ƚŚĂƚ CŽŽƉĞƌ͛Ɛ ϭϴϮϳ ŶŽǀĞů The Prairie ŝƐ ŝŶ ĨĂĐƚ ͚Ă ƐĞĂ ŶŽǀĞů ŝŶ 

ĚŝƐŐƵŝƐĞ͛ ƐŝŶĐĞ ŝƚ ƐŚĂƌĞƐ ƚŚĞŵĂƚŝĐĂůůǇ ŵĂŶǇ ƐŝŵŝůĂƌŝƚŝĞƐ ǁŝƚŚ CŽŽƉĞƌ͛Ɛ ŶĂƵƚŝĐĂů ƚƌŝůŽŐǇ͘1  As Luis 

Inglesias states, his very description of the prairies are imagined with oceanic metaphors:   

 

His epic description of the prairies as "not unlike the ocean, when its restless waters are 

heaving heavily, after the agitation and fury of the tempest have begun to lessen," 

reveals not only Cooper's conceptual framework but also his appreciation of the 

environment in terms of the dynamic seas. Finding it "unnecessary to warn the 

practiced reader" of the "sameness of the surface landscape" between the western 

prairies and the Atlantic, Cooper used oceanic metaphors cognizant of a readership 

more familiar with a maritime world than a frontier experience.2 

 

                                                             
1
 TŚŽŵĂƐ PŚŝůďƌŝĐŬ ͚CŽŽƉĞƌ ĂŶĚ ƚŚĞ LŝƚĞƌĂƌǇ DŝƐĐŽǀĞƌǇ ŽĨ ƚŚĞ “ĞĂ͛ ŝŶ James Fenimore Cooper: His Country and 

His Art ed. by George A. Test (State University of New York College 1991) p.18  
2
 Inglesias quotes from The Prairie: A Tale (Albany, NY: SUNY press, 1985) p.14-ϭϱ ŝŶ ŚŝƐ ĂƌƚŝĐůĞ ͚TŚĞ ͞Keen eyed 

critic of the sea͗͟ JĂŵĞƐ FĞŶŝŵŽƌĞ CŽŽƉĞƌ͛Ɛ IŶǀĞŶƚŝŽŶ ŽĨ ƚŚĞ “ĞĂ NŽǀĞů͛ ŝŶ James Fenimore Cooper Society 

Miscellaneous Papers No.23 (2006) p.1-7   
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Cooper had never visited the prairies and so used his extensive experience upon the ocean to depict 

the vast open space of the American Western frontier.  The simple fact of the matter was that, prior 

to 1850, the American frontier was based upon the ocean, and it was this frontier that Cooper 

properly understood.  Whilst Westward expansion is defined by the expansive growth of industry 

and travel, or the excessive attainment of land in pursuit of the manifest destiny, the maritime 

frontier though lucrative grew in the shadow of the overwhelming power of the British navy.  As 

Peck attests, the maritime frontier nursed a capitalist initiative in the early Republic as the American 

navy were forced to compete against British superiority.  Yankee whale ships enforced the notion 

that Americans could go anywhere, literally probing every ocean on the planet in search for the hunt 

of sperm whales.  This led some British commentators to commend American efforts but it did not 

suppress the oppressive instincts of the British Empire which was at war with France.3 The British 

Navy continued to capture American ships and sailors long after the Revolutionary War, leading to 

what is commonly referred to as the Second War of Independence: the War of 1812.  As Philbrick 

ŶŽƚĞƐ͕ ͚ƚŚĞ ĐƵŵƵůĂƚŝǀĞ ĞĨĨĞĐƚ ŽĨ ƚŚĞ ŚŝƐƚŽƌǇ ŽĨ ŵĂƌŝƚŝŵĞ ĞŶƚĞƌƉƌŝƐĞ ŝŶ ĐŽůŽŶŝĂů AŵĞƌŝĐĂ͛ ǁĂƐ 

measured largely in sucĐĞƐƐ͗ ͚ĨƌŽŵ ƚŚĞ ŶĂǀĂů ǀŝĐƚŽƌŝĞƐ ŽĨ ƚŚĞ ‘ĞǀŽůƵƚŝŽŶ͕ ƚŚĞ ƵŶĚĞĐůĂƌĞĚ ŶĂǀĂů ǁĂƌ 

with France, and the war with the Barbary States; the steady expansion of American trade 

throughout the world in the early years of the new republic; and above all the astounding naval 

ƐƵĐĐĞƐƐ ŽĨ ƚŚĞ WĂƌ ŽĨ ϭϴϭϮ͛͘  OĨ ĐŽƵƌƐĞ CŽŽƉĞƌ ŚŝŵƐĞůĨ ǁĂƐ ĂǁĂƌĞ ŽĨ ƚŚŝƐ ŵŽƌĞ ƚŚĂŶ ŵŽƐƚ͕ ƚŚĞ ŽĐĞĂŶ 

having a prominent lure in his years as a young adult.4       

 In the grand tradition of the greatest sea writers, Cooper had extensive experience of the 

ship and the ocean.  In the autumn of 1806 up until the winter of 1807, Cooper sailed aboard the 

merchant ship Stirling, traversing both the Atlantic and the Mediterranean.  As Franklin maintains, 

CŽŽƉĞƌ ǁĞŶƚ ƚŽ ƐĞĂ ͚Ă ǁĞůů ĐŽŶŶĞĐƚĞĚ ŵĂŶ ǁŝƚŚ Ă ůĂŶĚĞĚ ŝĚentity that would give him special status 

on board͕͛ ƚŚĞƌĞďǇ ŚŽůĚŝŶŐ Ă ƐŝŵŝůĂƌ ƉŽƐŝƚŝŽŶ ƚŽ ŚŝƐ ŽǁŶ ŐĞŶƚĞĞů ůŝƚĞƌĂƌǇ ĐƌĞĂƚŝŽŶƐ͘5  It was a voyage 

                                                             
3
 EĚŵƵŶĚ BƵƌŬĞ͛Ɛ ͚ŐůŽǁŝŶŐ ĞƵůŽŐǇ͛ ŽĨ ƚŚĞ AŵĞƌŝĐĂŶ ĨŝƐŚĞƌŝĞƐ͘ 

4
 Philbrick The Development of American Sea Fiction p.1 

5
 WĂǇŶĞ FƌĂŶŬůŝŶ ͚CŽŽƉĞƌ ĂƐ PĂƐƐĞŶŐĞƌ  ͛ŝŶ The American Neptune Vol.57 No.4 (1997) (p.351-357) p.353 
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in which Cooper earned the title of midshipman as well as the friendship of Ned Myers who would 

become the subject of a biography in 1843: Ned Myers; or, A Life Before The Mast.6  The build up to 

the War of 1812, most notably the incident involving the Chesapeake and the HMS Leopard in 1807, 

did much to incite the young midshipman to enrol within the ranks of the United States Navy.  After 

refusing to give up suspected deserters, the Chesapeake was fired upon, sustaining great damage, as 

well as three dead and twenty-six wounded.  Franklin maintains that this act of unlawful violence 

committed by the British had a profound effect upon CŽŽƉĞƌ͛Ɛ ŽǁŶ ƉŽůŝƚŝĐĂů feelings͘  ͚NĞǀĞƌ ĂŐĂŝŶ 

ǁĂƐ ŚĞ ƚŽ ǀŝĞǁ ƚŚĞ ůĂŶĚ ŽĨ ŚŝƐ ĨĂŵŝůǇ͛Ɛ ŽƌŝŐŝŶƐ͕ ŝŵĂŐŝŶĞĚ ŝŶ ĞĂƌůŝĞƌ ǇĞĂƌƐ ǁŝƚŚ Ă ƐŽĨƚ ĨŽĐƵƐ͕ ĂƐ Ă ŬŝŶĚ ŽĨ 

ƐĞĐŽŶĚ ŚŽŵĞ͕͛ ĨƌŽŵ ŶŽǁ ŽŶ ŚĞ ƌĞŐĂƌĚĞĚ ͚EŶŐůĂŶĚ ĂŶĚ ƚŚĞ EŶŐůŝƐŚ ǁŝƚŚ ƉĞƌƉĞƚƵĂů ƐƵƐƉŝĐŝŽŶ͛͘  PƵƚ 

ƐŝŵƉůǇ͕ ͚ǁŚĞŶ ƚŚĞ LĞŽƉĂƌĚ ĨŝƌĞĚ ŽŶ ƚŚĞ CŚĞƐĂƉĞĂŬĞ͕ ŝƚ ĨŝƌĞĚ ŝŶĚŝƌĞĐƚůǇ ŽŶ JĂŵĞƐ CŽŽƉĞƌ͕ ĂŶĚ ŚĞ ŶŽǁ 

ƉƌĞƉĂƌĞĚ ŚŝŵƐĞůĨ ƚŽ ĨŝƌĞ ďĂĐŬ͛ ƚĂŬŝŶŐ ͚ƚŚĞ ůŽŶŐ ŶŽŶ-ǁĂƌ ůĞĂĚŝŶŐ ƵƉ ƚŽ ϭϴϭϮ ǀĞƌǇ ƉĞƌƐŽŶĂůůǇ͛͘7      

 This anti-EŶŐůŝƐŚ ĨĞĞůŝŶŐ ŝƐ ĚĞŵŽŶƐƚƌĂƚĞĚ ƚŚƌŽƵŐŚ ŚŝƐ ƌĞǀŝĞǁ ŽĨ WĂƐŚŝŶŐƚŽŶ IƌǀŝŶŐ͛Ɛ 

Bracebridge Hall, in which he criticises the author for sympathising with the English aristocracy:  

 

While he proudly, and no doubt sincerely declares, his increasing attachment to 

republican principles, he eulogises the aristocracy of Great Britain; descants upon the 

dignity of descent, and the generous pride of illustrious ancestry!  The glorious freedom 

of the British constitution, is prudently admired, and the great body of the English 

people are timely and judiciously praised.8  

 

Cooper himself was no champion of the common people however.  As a member of polite society, it 

is perhaps unfair to describe Cooper as aristocratic, but he certainly was an elitist.    As an author, 

                                                             
6
 IŶ WĂǇŶĞ FƌĂŶŬůŝŶ͛Ɛ ŝŶǀĂůƵĂďůĞ ďŝŽŐƌĂƉŚǇ ŽĨ CŽŽƉĞƌ͕ ŚĞ ŐŽĞƐ ƚŽ ŐƌĞĂƚ ůĞŶŐƚŚƐ ƚŽ ĚĞƐĐƌŝďĞ ƚŚĞ ǇŽƵŶŐ ĂƵƚŚŽƌ͛Ɛ 

voyage aboard the Stirling (though it is probably also benefited from a reading of Ned Myers; or, A Life Before 

the Mast) as well as his ventures as midshipman.  
7
 Wayne Franklin James Fenimore Cooper: The Early Years (New Haven & London, Yale University Press 2007) 

p.108 
8
 JĂŵĞƐ FĞŶŝŵŽƌĞ CŽŽƉĞƌ͛Ɛ ĂŶŽŶǇŵŽƵƐ ǁƌŝƚŝŶŐ ĨŽƌ ƚŚĞ Repository in 1822 - Early Critical Essays (1820-1822) 

ed. by James Franklin Beard (Gainsville, Fla 1955) p.140  
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Cooper believed he had a role in educating the American people as he reveals in a letter to Richard 

Henry Dana Snr: 

 

͞IĨ I Ăŵ ĂďůĞ ƚŽ ĐƌĞĂƚĞ ĂŶ ĞǆĐŝƚĞŵĞŶƚ ƚŚĂƚ ŵĂǇ ƌŽƵƐĞ ƚŚĞ ƐůĞĞƉŝŶŐ ƚĂůĞŶƚƐ ŽĨ ƚŚĞ ŶĂƚŝŽŶ͕ 

and in some measure clear us from the odium of dullness...  I should not have labored 

ĞŶƚŝƌĞůǇ ŝŶ ǀĂŝŶ͘͟ 9 

 

Through his literature Cooper, like the protagonists of his novels, yearned to establish a sense of 

American identity that was based upon civility and moderation.  CŽŽƉĞƌ͛Ɛ ƐŚŝƉƐ ĂƌĞ ŬĞƉƚ ŝŶ ĐŚĞĐk by 

a fair and wide range of middle and upper class personalities.  As Melville says in White-Jacket, a ship 

ƌĞƋƵŝƌĞƐ ͚ƚŚĞ ŶĞĐĞƐƐŝƚǇ ŽĨ ƉƌĞĐŝƐŝŽŶ ĂŶĚ ĚŝƐĐŝƉůŝŶĞ͕͛ ǁŝƚŚŽƵƚ ƚŚĞƐĞ ƌĞŐƵůĂƚŝŽŶƐ ŝŵƉŽƐĞĚ ďǇ Ă ƐƚƌŝĐƚ 

ĐŽŵŵĂŶĚŝŶŐ ƉƌĞƐĞŶĐĞ ͚ƚŚĞ ŵĂŶ-of-ǁĂƌ͛Ɛ ĐƌĞǁ ǁŽƵůĚ ďĞ ŶŽƚŚŝŶŐ ďƵƚ Ă ŵŽď͕͛ ƚŚƵƐůǇ ǁĞ ĐĂŶ ƐĞĞ ŚŽǁ 

Cooper may have seen the ship as a way of illustrating how the United States should be governed.10  

Coupled with his admiration and belief in American maritime endeavour and the competitive 

motivation to better the established literary world, defined by British writers such as Sir Walter 

Scott, he would write The Pilot.      

The idea for The Pilot ĐĂŵĞ ŽƵƚ ŽĨ Ă ĚŝƐĐƵƐƐŝŽŶ ŽĨ “ĐŽƚƚ͛Ɛ The Pirate around the table of 

CŽŽƉĞƌ͛Ɛ ĐůŽƐĞ ĨƌŝĞŶĚ CŚĂƌůĞƐ WŝůŬĞƐ as Susan Fenimore Cooper reveals:         

 

The author of Waverley had recently published "The Pirate," and, as usual with every 

fresh volume from his pen, the book and its characters entered largely into the table 

talk of the hour. The admiration of the landsmen of the party was much excited by the 

nautical passages of the narrative; and some of the guests doubted whether Sir Walter 

Scott, the legal man, the poet of past centuries, could have drawn marine touches so 

                                                             
9
 James Fenimore Cooper, Letter of 14

th
 April 1823, to Richard Henry Dana (Sr.) Letters and Journals ed. by 

James Franklin Beard Vol.1 (NY, The Belknap Press of Harvard University 1960) p.94 
10

 Herman Melville White Jacket or The World in a Man-of-War 1850 (London, Oxford University Press 

1966)p.7-8 
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correctly; the fact was given as a reason for doubting his identity with the author of 

Waverley. No man admired the genius of Sir Walter Scott more than the author of "The 

Pioneers;" but on this occasion he maintained the opinion that "The Pirate" was not 

thoroughly satisfactory to a nautical reader; he added that a man accustomed to ships, 

and the sea, could have accomplished far more with the same materials as those 

employed in "The Pirate."11 

 

By writing this sea tale, CŽŽƉĞƌ ĂŝŵĞĚ ͚ƚŽ ƐŚŽǁ ǁŚĂƚ ĐĂŶ ďĞ ĚŽŶĞ ŝŶ ƚŚŝƐ ǁĂǇ ďǇ Ă ƐĂŝůŽƌ͛͘  Merging 

history, with its proven commercial viability with contemporary audiences, and a new realistic 

treatment of nautical action was the genesis of The Pilot.  As Margaret Cohen enthuses, Cooper 

invented the sea novel with The Pilot taking 'the codes of historical fiction, pioneered by Sir Walter 

Scott, to map the boundaries and identity of the nation, and [translating] them to the supranational 

space of the open ocean'.12  The Pilot is quite obviously a romance of Scott's Waverly model, a style 

which Cooper mimicked throughout much of his career, earning him much of his worldwide success 

as well as his much abhorred nickname 'The American Scott'.  Just as Scott used the Jacobite 

rebellion as the backdrop for Waverly, The Pilot uses the War of Independence as its respective 

historical situation.  The very structure of the popular historical romance provides the foundation for 

a nationalist narrative, as John Peck says, in looking to the past the novelist attempts to define the 

                                                             
11

 James Fenimore Cooper as quoted from Pages and Pictures from the Writings of James Fenimore Cooper, 

with Notes by Susan Fenimore Cooper ;NĞǁ YŽƌŬ͕ W͘A͕ TŽǁŶƐĞŶĚ ĂŶĚ CŽ͘ ϭϴϲϭͿ Ɖ͘ϳϮ IŶ ϭϴϲϭ͕ Ϯϱ ŽĨ CŽŽƉĞƌ͛Ɛ 
novels were republished with his daughter Susan Fenimore Cooper writing new prefaces entitled the Pages 

and Pictures from the writings of James Fenimore Cooper.  Between the years 1876-1884, 15 more novels were 

republished as part of the Household Edition again containing new prefaces created by his daughter.  These 

prefaces are notable for including valuable previously unseen biographical material. Until recently with the 

ďŝŽŐƌĂƉŚŝĐĂů ǁŽƌŬ ĐĂƌƌŝĞĚ ŽƵƚ ďǇ BĞĂƌĚ ĂŶĚ FƌĂŶŬůŝŶ͕ CŽŽƉĞƌ͛Ɛ ƉƌŝǀĂƚĞ ĨĂŵŝůǇ ƉĂƉĞƌƐ ŚĂǀĞ ůĂƌŐĞůǇ ďĞĞŶ ǁŝƚŚŚĞůĚ 
ĨƌŽŵ ƐĐŚŽůĂƌůǇ ĂŶĂůǇƐŝƐ͘  CŽŽƉĞƌ͛Ɛ ĨĂŵŝůǇ; anxious over the possible encounter of a critical backlash over the 

ŶŽǀĞůŝƐƚ͛Ɛ ǁŽƌŬ ĂŶĚ ƉĞƌƐŽŶĂů ĐŚĂƌĂĐƚĞƌ ĂƌĞ ƵƐƵĂůůǇ ƚŚŽƵŐŚƚ ĂƐ ďĞŝŶŐ ƚŚĞ ƌĞĂƐŽŶ ǁŚǇ͘  FƌĂŶŬůŝŶ͛Ɛ ďŝŽŐƌĂƉŚǇ ŝƐ 
the first real biography of James Fenimore Cooper that has been given prominent access to the family papers.  

Aůů ŽĨ “ƵƐĂŶ FĞŶŝŵŽƌĞ CŽŽƉĞƌ͛Ɛ ŝŶƚƌŽĚƵĐƚŝŽŶƐ ĐĂŶ ďĞ ĨŽƵŶĚ ƵƉŽŶ ƚŚĞ JĂŵĞƐ FĞŶŝŵŽƌĞ CŽŽƉĞƌ “ŽĐŝĞƚǇ WĞďƐŝƚĞ 
(http://external.oneonta.edu/cooper/). 
12

 Margaret Cohen, 'Travelling Genres' published in New Literary History, Volume 38, Number 3, Summer 2003 

(p.481-499) p.483  

http://external.oneonta.edu/cooper/
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present.13  Cooper was constantly excavating American history in such a way as to legitimate the 

ŶĂƚŝŽŶ͛Ɛ ĞǆƉĞƌŝĞŶĐĞ ĐƵůƚƵƌĂůůǇ͕ ďĞ ƚŚŝƐ ƚŚƌŽƵŐŚ ƚŚĞ ŵĂƌŝƚŝme frontier or the Seven Years War, which is 

used in The Last of the Mohicans.  The very nature of his Revolutionary setting establishes a sense of 

American history that is inherently linked to Great Britain.   Ultimately, in inaugurating the American 

tradition of the sea novel, we shall see how The Pilot sacrifices the supranational dimension for the 

fulfilment of the historical plot and the sanctity of its genteel middle heroes.  Although The Pilot is 

quite obviously a novel that grapples with the concept of establishing American nationhood it is also 

blatantly aware of a complex social inheritance that comes with the division between the two 

nations during the War of Independence.   

  

Originally published in New York on the 29th December 1823, The Pilot is set during the War of 

Independence off the coast of Northumberland, and essentially serves as a tale of espionage.  The 

pilot of the novel's title is a fictionalisation of John Paul Jones, the US navy's first legitimate hero.  In 

1777, Congress gave Jones command of the Ranger .  Effectively sent to work as a privateer, he 

quickly gained the reputation in England as a feared pirate, a small but worrying threat that 

challenged British naval superiority within British waters.14   'Jones had three objectives,' as Stephen 

Howarth says: 'to take any available prizes, to raid some part of Britain's coast; and to capture as 

many prisoners as possible in order to exchange them for American prisoners in British jails'.15  In 

1778 he successfully captured the HMS Drake which was the first victory of an American vessel in 

British waters.  The Pilot is set twelve years before Jones's death during the winter of 1780, where 

his nautical expertise is utilised once again to aid the American war effort.       

                                                             
13

 John Peck Maritime Fiction: Sailors and the Sea in British and American Novels 1719-1917 p.152 
14

 To clarify, a privateer is a privately owned warship commissioned to attack enemy vessels during wartime. 

͚CŽŶŐƌĞƐƐ ĂŶĚ ƚŚĞ ĚŝĨĨĞƌĞŶƚ ĐŽůŽŶŝĞƐ ŐĂǀĞ ͞ůĞƚƚĞƌƐ ŽĨ ŵĂƌƋƵĞĞ͟ ʹ license to seize enemy ships ʹ to about 2,000 

privateers during the Revolutionary War.  The privateers aided the war effort, seizing so many British ships 

that they drove uƉ ŝŶƐƵƌĂŶĐĞ ƌĂƚĞƐ ŝŶ LŽŶĚŽŶ͛͘  EǀĂŶ TŚŽŵĂƐ John Paul Jones: Sailor, Hero, Father of the 

American Navy (New York, Simon & Schuster Paperbacks 2003) p.68       
15

 Stephen Howarth To Shining Sea: A History of the United States Navy 1775-1991 (London, Weidenfeld & 

Nicolson, 1991) p.26 
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 'A single glance at the map' as Cooper declares in the opening sentence of The Pilot, 'will 

make the reader acquainted with the position of the eastern coast of the Island of Great Britain'.16  

Cooper instantly locates the reader (where ever they may be) in the time and setting of the novel.  

The novel begins with the arrival of an American frigate (commanded by Captain Munson) and her 

supporting schooner (the Ariel) off the coast of Northumbria as witnessed from shore by a collection 

of Scottish and Irish labourers.17  Sending two smaller whale boats to shore, we are introduced to 

the novel's middle heroes, Lieutenants Henry Griffith and Richard Barnstable, who are tasked with 

collecting the pilot.  When they reach land, we are also introduced to Tom Coffin, a whaler (of 

unprecedented skill) by profession and also a colourful maritime eccentric who is literally born of the 

ocean.   

 Upon meeting the pilot, the party encounter a disguised stranger who reveals herself to be 

none other than Barnstable's romantic counterpart, Katherine Plowden.  She informs the party of 

her informal imprisonment by her uncle Colonel Howard in St Ruth's Abbey.  We learn also that 

Griffith's respective love interest Cecila Howard is also being held within the confines of the 

Colonel's abode.  Obviously this makes the military campaign all the more personal.  From here, the 

gathering splits up, Katherine must return to St Ruth before her absence arouses suspicion and the 

party must also return to their ships and come together with a plan.   

 The novel functions as a typical adventure story, as the opposing forces work consistently to 

maintain the upper hand over each other across the margin of land and sea.  The pilot remains at the 

centre of the action, usually responsible for taking decisive actions which usually lead to American 

success.  Most notably, the narrative is punctuated by grand depictions of naval practice, from 

Jones's successful piloting of the Ariel through a storm over treacherously shallow waters, to the 

ship's subsequent wreckage later on in the novel, which claims the life of Tom Coffin (a notable 

                                                             
16

 James Fenimore Cooper The Pilot p.1 
17

 For a more detailed summary of the novel; the James Fenimore Cooper Society Website contains a chapter 

by chapter synopsis of each of his novels. (http://external.oneonta.edu/cooper/writings/plots/walker-

pilot.html) 
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sacrifice which will be given further examination).  The novel ends with a scene of naval warfare 

between the surviving American forces and a war ship of the British navy.      

 In the climatic naval battle, Colonel Howard is mortally wounded, dying in a melodramatic 

scene in which he accepts the union of his daughter and niece to Griffith and Barnstable as well as 

the inevitability of American Independence.  The novel, as one would expect, ends, typically for its 

genre, in multiple marriages.  As James Grossman maintains, it is 'a convenient device to bring the 

story to an end͕͛ ĂƐ ŝĨ the ͚heroine's marriage was the story's true reason for existence'.18  However, 

whilst Cooper's middle heroes are safely married away, his title character is given less of a happy 

ending.  The novel ends twelve years later after the events during the war, when Griffith learns of 

Jones's death through a newspaper.  Visibly startled by the news, he gives his wife Cecilia a 

memorialisation of the sailor extraordinaire and thusly the subject of the pilot is never again 

mentioned between them.   

  

Aspects of the romantic plot may be recognised as typical; but, this is not to say that The Pilot is a 

typical revolutionary romance.  On the surface, the novel can be seen to throw an alliance of heroic 

American rebels against an autocratic troop of English villains.  However, a more precise definition of 

the conflict will determine a battle between American rebels and loyalists.  It should be stressed that 

Colonel Howard is not some stereotypical English tyrant, more he is a gentleman born and raised 

within colonial America.  As I think it important to maintain, the ŶŽǀĞů͛Ɛ conflict is focused upon the 

Revolutionary American mindset, classified by both a bitter and typical sense of resentment towards 

English aristocracy as well as an internal wariness of the repercussions of social disarray represented 

by the revolution itself.   

The coastal setting of England of course serves as a symbolic backdrop for the conflict.  The 

landscape of Northumbria is scenic, inland the country is largely non-ƚŚƌĞĂƚĞŶŝŶŐ͕ ͚Ă ĐƵůƚŝǀĂƚĞĚ 

ĐŽƵŶƚƌǇ͕ ĚŝǀŝĚĞĚ ŝŶ ƚŚĞ ƵƐƵĂů ŵĂŶŶĞƌ͕ ďǇ ŚĞĚŐĞƐ ĂŶĚ ǁĂůůƐ͕͛ ǁŝƚŚ ƚŚĞ ĞǆĐĞƉƚŝŽŶ ŽĨ Ă ĐŽuple of 

                                                             
18 Grossman James Fenimore Cooper: American Men of Letters Series p.21 
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redcoats that appear towards the ŶŽǀĞů͛Ɛ ĐůŝŵĂǆ.19  TŚĞ CŽůŽŶĞů͛Ɛ home at “ƚ ‘ƵƚŚ͛Ɛ AďďĞǇ ǁŝƚŚ ŝƚƐ 

͚ǁŝŶĚŝŶŐƐ ĂŶĚ ƚƵƌŶŝŶŐƐ͕ ďŽƚŚ ŝŶƚĞƌŶĂůůǇ ĂŶĚ ĞǆƚĞƌŶĂůůǇ͛ ĐŽŶǀĞǇƐ ƚŚĞ ŝŵƉŽƐŝŶŐ ƐĞŶƐĞ ŽĨ Ă ĨŽƌƚƌĞƐƐ but 

is easily infiltrated by our American heroes.20  Located near St Ruth are a set of ruins in which our 

rebelling heroes take refuge.  Coupled with the maze-like layoutŽĨ ƚŚĞ CŽůŽŶĞů͛Ɛ ƚĞŵƉŽƌĂƌǇ ŚŽŵĞ 

the ruins are reflective of EŶŐůĂŶĚ͛Ɛ rich cultural history, an aspect that is lacking in the landscape of 

cŽůŽŶŝĂů AŵĞƌŝĐĂ͘  ͚‘ƵŝŶƐ ŝŶ Ă ůĂŶĚ ĂƌĞ͕͛ ĂƐ CĂƉƚĂŝŶ HĞŝĚĞŐŐĞƌ ĞůŽƋƵĞŶƚůǇ ƉƌŽclaims in The Red Rover: 

͚ůŝŬĞ ŵŽƐƚ ŽĨ ƚŚĞ ƐŝŐŶƐ ŽĨ ĚĞĐĂǇ ŝŶ ƚŚĞ ŚƵŵĂŶ ĨŽƌŵ͕ ƐĂĚ ĞǀŝĚĞŶĐĞƐ ŽĨ ĂďƵƐĞƐ ĂŶĚ ƉĂƐƐŝŽŶƐ͕ ǁŚŝĐŚ 

ŚĂǀĞ ŚĂƐƚĞŶĞĚ ƚŚĞ ŝŶƌŽĂĚƐ ŽĨ ƚŝŵĞ͛͘21  Alternatively, the sea represents danger and turmoil on a far 

more effective and immediate scale with its treacherously shallow waters and foul weather 

conditions, but Cooper ĂƐ PŚŝůďƌŝĐŬ ƐĂǇƐ͕ ƐĞĞŵƐ ƚŽ ͚ƐŚĂƌĞ “ĐŽƚƚ͛Ɛ ƌĞůƵĐƚĂŶĐĞ ƚŽ ůĞĂǀĞ ƚŚĞ ƐŚŽƌĞ͕͛ ƚŚĞ 

seĂ ƐĐĞŶĞƐ ŽŶůǇ ƐĞƌǀŝŶŐ ƚŽ ƉƵŶĐƚƵĂƚĞ ƚŚĞ ĂĐƚŝŽŶ ŽĨ ƚŚŝƐ ƐƵƉƉŽƐĞĚ ͚ƚĂůĞ ŽĨ ƚŚĞ ƐĞĂ͛͘  UůƚŝŵĂƚĞůǇ ĂŶǇ 

ƋƵĞƐƚŝŽŶƐ ƌĞŐĂƌĚŝŶŐ ƚŚĞ ƐƵŝƚĂďŝůŝƚǇ ŽĨ CŽŽƉĞƌ͛Ɛ ĐŚŽŝĐĞ ŽĨ ƐĞƚƚŝŶŐ ĂƌĞ ĂŶƐǁĞƌĞĚ ƚŚƌŽƵŐŚ ŝƚƐ ǀĞƌǇ 

isolation from the rest of the country, which keeps the overwhelming power of the British Empire at 

Ăƌŵ͛Ɛ ůĞŶŐƚŚ ĂŶĚ ƚŚĞ ŶŽǀĞů͛Ɛ ĐŽŶĨůŝĐƚ ĐŽŶƚĂŝŶĞĚ ďĞƚǁĞĞŶ HŽǁĂƌĚ ĂŶĚ MƵŶƐŽŶ, the loyalists versus 

rebels.   

      In his 1949 study of Cooper, James Grossman criticised The Pilot for havinga degenerative 

effect upon  the values of the American Revolution.  The basic premise of The Pilot is based around 

the notion of revenge, as Captain Munson proclaims early on in the novel: bringing 'the evils of war, 

from [American] shores, home to those who have caused it'.22  What is more, the war that liberated 

America from the vice of British tyranny and suppression becomes an aggressive war fought 

primarily for the salvation of two women.  As a result, Grossman condemns The Pilot for its 

perversion of the idealistic principles of the American Revolution: 'the humanitarian reader is 
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shocked to see the American Revolution turned into the Siege of Troy'.23  However, in light of 

Cooper's personal feelings towards the Revolution, Grossman's criticism comes to illuminate a new 

way of reading The Pilot, since one could argue that this is how Cooper intended warfare in this 

instance to come across.   

 CŽŽƉĞƌ͛Ɛ ƉĞƌƐŽŶĂů ĨĞĞůŝŶŐƐ ƚŽǁĂƌĚƐ ƚŚĞ ŝŵƉůŝĐĂƚŝŽŶƐ ŽĨ ƚŚĞ AŵĞƌŝĐĂŶ ‘ĞǀŽůƵƚŝŽŶ are difficult 

to determine.  John P. McWilliams has identified three different ĐůĂƐƐŝĨŝĐĂƚŝŽŶƐ ǁŝƚŚŝŶ CŽŽƉĞƌ͛Ɛ 

writings. 24 The first is a belief in the overwhelming sanctity of the revolutionary cause, which can 

usually be traced when the author writes as a historian.  For example, in the beginning of The Pilot, 

Cooper describes ƚŚĞ ĐŝƌĐƵŵƐƚĂŶĐĞƐ ƐƵƌƌŽƵŶĚŝŶŐ ƚŚĞ NŽƌƚŚ “ĞĂ͕ ǁŚĞƌĞ ƚŚĞ BƌŝƚŝƐŚ ŚĂǀĞ ͚ůŽŶŐ 

asserted a jurisdiction, exceeding that which reason concedes to any power on the highway of 

nations, and which frequently led to conflicts that caused an expenditure of bloŽĚ ĂŶĚ ƚƌĞĂƐƵƌĞ͛͘25  

With hindsight, Cooper is able to justify the historical importance of the Revolution.  The second 

classification is more moderate, whilst voicing the justness of the Revolution there is still a respect 

for civil law and a proper decorum in which a gentleman should behave.  This is represented by 

CŽŽƉĞƌ͛Ɛ ŵŝĚĚůĞ ŚĞƌŽĞƐ, men called upon in war to perform a duty to their country.  Once their duty 

is fulfilled they can reintegrate themselves into civilised life ruled by laws and government.  This can 

blend with the third classification, which ŝƐ ĚĞĨŝŶĞĚ ĂƐ CŽŽƉĞƌ͛Ɛ ƉĞƌĐĞƉƚŝŽŶ ŽĨ ƚŚĞ ‘ĞǀŽůƵƚŝŽŶĂƌǇ 

conflict as a bitter and bloody civil war where political principles become less important than 

gentlemanly fidelity.26  This third definition seems to have been given more prevalence in recent 
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criticism, as Franklin maintains, Cooper is seen to be cautious  about the social upheaval that the 

revolution represented:    

 

Cooper had no doubt about the justness of the Revolution as a war of liberation from 

British imperial control, but he was nonetheless intrigued by those Americans who 

had opposed the war, fought on behalf of Britain, or simply remained neutral.  His 

enduring view of the Revolution as a civil war, not just a struggle for national 

liberation from a colonial empire, was unusual at the time.27 

  

TŚĞ ŶŽǀĞůŝƐƚ͛Ɛ ĨĂƚŚĞƌ͕ WŝůůŝĂŵ CŽŽƉĞƌ (a Federalist congressman) ͚ǁĂƐ ĨƌŽŵ Ă QƵĂŬĞƌ ďĂĐŬŐƌŽƵŶĚ͛ 

ďĂƐĞĚ ŝŶ ƚŚĞ DĞůĂǁĂƌĞ ǀĂůůĞǇ͕ ĂŶĚ ĚƵƌŝŶŐ ƚŚĞ ǁĂƌ ŚĂĚ ĨŽůůŽǁĞĚ ƚŚĞ QƵĂŬĞƌ͛Ɛ ƉĂĐŝĨŝƐƚ ĂƉƉƌoach to the 

Revolutionary war, which was at odds with the militant reaction of the Puritan sect of society.28  

AĚĚĞĚ ƚŽ ƚŚŝƐ͕ CŽŽƉĞƌ͛Ɛ ǁŝĨĞ ĐŽŵŝŶŐ ĨƌŽŵ ƚŚĞ ŽŶĐĞ ƉƌŽƐƉĞƌŽƵƐ ĨĂŵŝůǇ͕ ƚŚĞ DĞLĂŶĐĞǇƐ͕ ǁĞƌĞ LŽǇĂůŝƐƚƐ 

during the war and lost much of their fortune due to their allegiances to the monarchy.29  As Franklin 

maintains, ƚŚĞƌĞ ŝƐ Ă ůŝŶŐĞƌŝŶŐ ƚŚĞŵĞ ŽĨ ͚ĚŝƐƉŽƐƐĞƐƐŝŽŶ͛ ŝŶ ƚŚĞ ĂƵƚŚŽƌ͛Ɛ ĞĂƌůŝĞƌ ƌĞǀŽůƵƚŝŽŶĂƌǇ 

romances.  Certainly Colonel Howard is an emblem of dispossession, fleeing American shores out of 

fear that his daughter and niece will marry rebels and the fact that he is said to have lost a great deal 

of his fortune due to his loyalty.  Another form of dispossession can be found within the figure of the 

pilot, which occurs on a more moral level.  As H. Daniel Peck states, Cooper was wary of 'the way in 

which noble motive and high purpose can be distorted by the violence and chaos that inevitably 

accompany social rebellion'.30   

At the end of the Eighteenth Century, the ugly turn the French Revolution took following the 

execution of Louis XVI demonstrated the extremes of civil disorder more than the American 
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Revolution ever did.  Recalling Dickens in A Tale of Two Cities, the Guillotine͕ ƚŚĞ ͚ƐŚĂƌƉ ĨĞŵĂůĞ 

newly-ďŽƌŶ͛ became a symbol at the centre of the revolutionary whirlpool representing the 

mechanical cutthroat wrath of a mob ruled society within the Reign of Terror.31  The influence of the 

American revolutionary experience had on the people of France cannot be denied, supported and 

championed by the likes of George Washington, Alexander Hamilton, Benjamin Franklin and Thomas 

Paine up to a point.  Effectively allies during the War of Independence, France had endorsed 

American rebellion against the English, but in so doing, the country became bankrupt leading to 

widespread starvation and desperation among the lower classes.  TŚĞ ƉƵƌŐŝŶŐ ŽĨ FƌĂŶĐĞ͛Ɛ ĂƌŝƐƚŽĐƌĂĐǇ 

of course created divides within American government, with the Federalists led by John Adams 

believing the revolution had gone too far and the Republicans accepting the will of the people.  

Specifically, the French Revolution influenced the nature of governing the United States, the decision 

over a big central system or something that was more representative and accountable to the people.      

Whilst we do not see this level of anxiety on display in Dicken͛s magnum opus, Cooper͛Ɛ ĨŝƌƐƚ 

three novels portrays the American revolutionary era 'as a time of deception, of self-serving and self-

sacrifice', with American retaliation unleashing its own brand of tyranny.32  Although Cooper may 

have viewed the Revolution as a civil war; ͚ŶŽƚ ũƵƐƚ Ă ƐƚƌƵŐŐůĞ ĨŽƌ ŶĂƚŝŽŶĂů ůŝďĞƌĂƚŝŽŶ ĨƌŽŵ Ă ĐŽůŽŶŝĂů 

ĞŵƉŝƌĞ͕͛ ŚŝƐ ĨŝĐƚŝŽŶĂůŝƐĂƚŝŽŶ ŽĨ JŽŶĞƐ ƐĞĞŵƐ ƚŽ ďĞ ŵŽƚŝǀĂƚĞĚ ďǇ ƐƵĐŚ ƐŚĂůůŽǁ ŶŽƚŝŽŶƐ͘  AƐ BĞrger 

suggests, the pilot is representative of the national narrative that runs throughout the novel, a 

narrative that I suggest is imbued with the two-sided nature of revolutionary tension.                

  

Cooper's ships are never truly microcosmic to the extent we may see in Melville.  For instance a 

reading of White-Jacket or The World in a Man-of-War provides a more detailed portrayal of the 

dimensions of an American warship. Instead, CŽŽƉĞƌ͛Ɛ ƐŚŝƉƐ  contain an affiliation of sea heroes who 

adhere to the proper decorum and gentility of accepted naval tradition, which we may also say is 
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descended from the practice of the British navy.  If the novel is as Peck says, a bourgeois construct, 

then the proletarian environment of the ship can prove to be a threaƚĞŶŝŶŐ ĂƐƉĞĐƚ ƚŽ ƚŚĞ ƐĞĂ ŶŽǀĞů͛Ɛ 

readability within middle class circles.  As Cooper comments in his preface, a ship in reality is 

composed of 'several hundred rude beings confined within the narrow limits of a vessel, men of all 

nations and of the lowest habits'.33  Throughout the novel, the main body of the ship's crew are 

treated, as Berger says, as 'labour as opposed to labourers'.34  Cooper does however make one 

concession with the character of Tom Coffin, the Nantucket whaler serving as Barnstable's 

bodyguard.  Standing at 'nearly six feet and as many inches in his shoes', Coffin is quite literally a 

character born of the ocean, as he is quick to admit on numerous occasions throughout the novel:  

 

I was born on board a chebacco-man, and never could see the use of more land than 

now and then a small island to raise a few vegetables, and to dry your fish - I'm sure 

the sight of it always makes me feel uncomfortable unless we have the wind dead off 

shore.35   

 

Philbrick describes Coffin as one of Cooper's 'ideal seamen' representing the epitome of seamanship 

as well as standing as a man of grounded moral stature who serves as a colourful diversion from his 

lengthy cast of genteel naval officers .36  Alternatively Grossman criticises Coffin as being an 

unoriginal creation, 'the product of mechanical extravagance presented more as a marine animal 

exotic in its simplicity than as a man'.37  Grossman obviously finds fault with the character's errant 

simplicity, but it is necessary to appreciate Coffin since, as Berger states, he is surrounded by the 

collected assortment of genteel heroes - 'a potentially radical literary and social common hero'.38  

Akin to a maritime version of Natty Bumppo, Coffin is rich with the supranational poetics of the 
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genre, predating Melville͛Ɛ ͚ĐŚŝǀĂůƌŝĐ ĂŐŐƌĂŶĚŝǌĞŵĞŶƚ͛ ŽĨ ƚŚĞ ĐŽŵŵŽŶ ƐĂŝůŽƌ.39  IŶ ŽŶĞ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ 

battle scenes, the coxswain is thought to be lost until he miraculously ascends out of the water 

ĞĨĨĞĐƚŝǀĞůǇ ĞŶĚŝŶŐ ďǇ ƉŝŶŶŝŶŐ ƚŚĞ ĞŶĞŵǇ ƐŚŝƉ͛Ɛ ĐĂƉƚĂŝŶ ƚŽ ƚŚĞ ŵĂƐƚŚĞĂĚ͗ ͚ŚŝƐ ŝƌŽŶ ǀisage rendered 

fierce by his previous discomfiture and his grizzled locks drenched with the briny element from 

which he had risen, looking ůŝŬĞ NĞƉƚƵŶĞ ǁŝƚŚ ŚŝƐ ƚƌŝĚĞŶƚ͛.40      

 Strangely, Cooper sought to kill the character of Tom Coffin in Chapter XXIV in which the 

Ariel is wrecked in a storm.  It is a strange literary decision since as Philbrick comments the character 

of Coffin is such a vital component to the novel that 'the structure of The Pilot collapses with his 

death'.41  It is the focus of Berger's study into the complex relationship between labour and class 

that exists within The Pilot in which Coffin 'begins as a working-class caricature that adds colour to 

the naval adventure, yet emerges as the site where the internal contradictions of the nation 

converge'.42  In the quest for American liberty and independence, in this particular battle against 

suppression and autocracy, Coffin is still largely defined by his social status despite his prescribed 

heroism.  His imminent death, as Berger argues, certifies that the lowly coxswain has largely been 

defined by a life of bondage.        

 Despite being enlisted in the American navy in this instance, Coffin is a whaler by profession 

which marks him distinctly as an American hero (his father was a Coffin, his mother a Joy and 'the 

two names count more flukes than all the rest in the island [on Nantucket] together).43  Although 

this demands respect from his peers, including Katherine who listens to his philosophising 'in honour 

of the whalers of Nantucket', 44 Coffin is still very much in the mode of his profession to the point 
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Barnstable must remind him of their tactical purpose: "Pshaw! You are not on a whaling-voyage, 

where everything that offers is game".45   

 Berger reads one scene in particular as an example of how Coffin oversteps his social 

boundaries.  In Chapter XXII, Coffin is apprehended by Colonel Howard's right hand man Captain 

Borroughcliffe.  So impressed by Coffin, Borroughcliffe gives him the choice over either joining the 

King's navy or death.  Coffin reacts defiantly in his sea loving manner, rejecting any form of military 

conduct: "A messmate, before a shipmate; a shipmate, before a stranger; a stranger, before a dog - 

but a dog before a soldier!"46  Coffin goes on to overpower Borroughcliffe and gags him with the hilt 

of his own sword, after which the coxswain 'now appeared to think himself entitled to all the 

privileges of a conqueror'.47  As Berger enthuses, 'Cooper depicts not only an American sailor 

defeating a British sailor but [more] importantly, an indecorous whaleman-coxswain defeating a 

refined captain in a duel-like struggle'.48  The harpoon, the tool of Coffin's profession, symbolically 

overriding the sword, a weapon of Borroughcliffe's profession.  Despite this, Coffin leaves the 

captain amicably: 

 

"Harkye, friend," said the cockswain, "may the Lord forgive you, as I do, for wishing to 

make a solider of a seafaring man, and one who has followed the waters since he was 

an hour old, and one who hopes to die off soundings, and to be buried in brine"49 

 

Unfortunately for Coffin, as Berger states, Cooper has made some sort of faux pas, as if Coffin has 

overstepped the limits of his social standings by overpowering this higher ranking English villain!  As 

a result Coffin is now marked for the sea-worthy death he hopes for.50  As a supranational construct, 
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Coffin has complicated the narrative͕ ͚Ă ƌŽŵĂŶƚŝĐ ůŽǁĞƌ-class constituent who [has] risen too far for 

comfort.51  In one last moment of heroism and rebellion against social hierarchy, Coffin defiantly 

rejects an order to abandon ship from his superior officer, and goes down with the Ariel.      

   The character of the pilot also communicates with the supranational elements of the sailor 

through his aversion towards landed society and his almost supernatural understanding of the ship 

and the sea but he also exists to serve the national narrative, to ensure success of the American war 

effort.  Coffin has no real alignment with the pilot's vocal revolutionary sentiment, similarly 'the 

pilot's skill and motivations - unlike Coffin's whaling and merchant associations - clearly exist on the 

symbolic plane of national naval activity and are paramount to the United States' revolutionary 

causes'.52  Berger is adamant that Tom Coffin is sacrificed so Cooper can focus the heroic narrative 

more upon the figure of the Pilot.  Whilst I would agree with Berger on the sacrifice of Coffin on the 

grounds of complicating the narrative, I would dŝƐĂŐƌĞĞ ŽǀĞƌ ƚŚĞ ƉŽƌƚƌĂǇĂů ŽĨ ƚŚĞ ƉŝůŽƚ ĂƐ ƚŚĞ ŶŽǀĞů͛Ɛ 

ŚĞƌŽ͘  CŽĨĨŝŶ͛Ɛ ĚĞĂƚŚ Ăƚ ůĞĂƐƚ ĐĂƌƌŝĞƐ ƐŽŵĞ ĨŽƌŵ ŽĨ ŚĞƌŽŝƐŵ ĂŶĚ ĚŝŐŶŝƚǇ ƐŝŶĐĞ ŚĞ ĞĨĨĞĐƚŝǀĞůǇ ĐŚŽŽƐĞƐ 

the moment of his death by going down with the ship, however, the same cannot be said for Mr 

Gray.  Clearly the pilot does not emerge as the novel's hero nor do I feel that this was ever Cooper's 

intention.  IŶ ůĞĂŐƵĞ ǁŝƚŚ DŽŶĂůĚ DĂƌŶĞůů͛Ɛ ĂŶĂůǇƐŝƐ, Gray is ͚Ă ŚĞƌŽ ǁŚŽƐĞ ĂĐĐŽŵƉůŝƐŚŵĞŶƚƐ ŽŶ ƚŚĞ 

sea make him an honoured naval officer, but whose birth and manners unfit him for a place in 

CŽŽƉĞƌ͛Ɛ ƉĂŶƚŚĞŽŶ ŽĨ ŐĞŶƚĞĞů ŚĞƌŽĞƐ͛͘53            

 

When looking at Cooper's fictionalisation of Jones, it is necessary to emphasise his supranationality 

as well as his bastardised sense of nationality.  He is both part of the American ship, as pilot, yet at 
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complete finish of detail; he considered it, as it now appears, as only a sketch, and would gladly have wrought 

up the portrait of the old salt, a man after his own heart, to a finished picture, as he had done with Natty 
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the same time he is also completely separate since he is British.  In his own words he is 'only a 

humble follower of the friends of America'.54  He is a Scottish man by birthright although he 

possesses, as Griffith identifies 'a small bur-r-r' in his voice that would identify him as an American 

born and bred.55  He is of course vocally infused with the ideological ideals of the American 

‘ĞǀŽůƵƚŝŽŶ ;͚it is but of little moment where a man is born, or how he speaks͛56) and staunchly 

opposed to the British monarchy as he defiantly proclaims:  

 

I was born on this orb, and I claim to be a citizen of it.  A man with a soul not to be 

limited by the arbitrary boundaries of tyrants and hirelings57   

 

Whenever he can, Jones seems quick to remind even his American allies of their duty to the patriotic 

cause.  The pilot, just by definition of purpose, is the one who steers the ship along a pre-determined 

course to reach a destination.  Simply, he is supposed to be a man of direction but he is 

ƋƵŝŶƚĞƐƐĞŶƚŝĂůůǇ Ă ŶŽŵĂĚ͕ ĂŶĚ ƵůƚŝŵĂƚĞůǇ ƚŚĞ ĨŽƌŵĂƚŝŽŶ ŽĨ Ă ŶĞǁ ĐŝǀŝůŝƐĂƚŝŽŶ ŝƐ ŚŝƐ ƋƵĞƐƚ͕ ͚ƚŚĞ ĞŶĚ ĂŶĚ 

ƐĂůǀĂƚŝŽŶ ŽĨ ƚŚĞ ŶŽŵĂĚŝĐ ůŝĨĞ͛.58   

 Initially, Cooper's Jones is known only as 'The Pilot', a mysterious individual dressed in a 

'pea-jacket' collected by will of Congress to aid the Americans in their campaign across the 

Northumbrian Coast, a most hazardous coastline of which the pilot possesses invaluable navigational 

information and experience.  Cool and collected, the pilot is forever standing in his 'unmoved and 

quiet manner, a spectator of, but hardly an actor in the scene'.59  However, even from the start there 

is a lingering sense of fire in the pilot's demeanour, during the strategic conference onboard the 
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frigate in chapter VII, there is bickering between the navy and the marines, which the pilot throws a 

'fierce glance' towards.   

 As Franklin says, it was unusual for Cooper to pick Jones as his novel's dominant hero, with 

'negative British propaganda portraying Jones as a traitor and a pirate' which strangely enough 

coloured his reputation in America as well.60  It seems that Jones is inescapably remembered as a 

difficult character defined more by war than anything else.  In Israel Potter, Melville has his title 

character ƐŚĂƌĞ Ă ĐĂďŝŶ ǁŝƚŚ ƚŚĞ CĂƉƚĂŝŶ ǁŚŽ ŝƐ ĚĞƐĐƌŝďĞĚ ĂƐ Ă ͚ƚƌŽƵďůĞĚ ƐƉŝƌŝƚ͛͘  NŽƚ ƐůĞĞƉŝŶŐ ͚Ă ǁŝŶŬ 

ƚŚĂƚ ŶŝŐŚƚ͕͛ PŽƚƚĞƌ ǁĂƚĐŚĞƐ JŽŶĞƐ ƐĞĐƌĞƚůǇ͕ ĂƐ ŚĞ ƉĂĐĞƐ ƚŚĞ ĐĂďŝŶ ͚ĂƐ ŝĨ ĂĚǀĂŶĐŝŶŐ ƵƉŽŶ Ă ĨŽƌƚŝĨŝĐĂƚŝŽŶ͛.  

Observing himself in a mirror, Jones is described as having ͚Ă ĚĂƐŚ ŽĨ ƉůĞĂƐĞĚ ĐŽǆĐŽŵďƌǇ͛ mingled 

with feeling of ͚savage satisfaction͛ expressed upon ŚŝƐ ĨĂĐĞ͛͘61   

When the pilot is on board the American frigate, he becomes known by the vague name of 'Mr 

Gray'.62  Yet, Cooper never openly states that the pilot is in fact John Paul Jones, the first hero of the 

United States navy, it is a fact that is merely implied.  Captain Munson, the commander of the 

American forces, is the only shipboard character who appears to have a history with the pilot and is 

aware of his true identity.  Griffith, much like the rest of the crew is initially suspicious of the pilot 

and his background. However, this feeling is soon dispelled when Gray himself gives Griffith proof of 

his real identity by means of 'a parchment, decorated with ribands, and bearing a massive seal' and 

signed by the late king of France. 

 

Griffith gazed with wonder at the fair signature of the unfortunate Louis, which graced 

the bottom of the parchment; but when his eye obeyed the signal of the stranger, and 

rested on the body of the instrument, he started back from the table, and fixing his 
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animated eyes on the pilot, he cried, while a glow of fiery courage flitted across his 

countenance: 

 "Lead on! I'll follow you to death!"63 

 

The connection with the French aristocracy is notable. As Louis XVI was favoured by American 

leaders during the Revolution, an ally in the face of the English, his subsequent execution in 1793 

was widely regarded as unfortunately giving way to the tyranny of the majority through the French 

lower classes.  For Gray, it means that he is not necessarily enlisted in the fight for liberty, more as 

an act of revenge against the English or to exert his own power.64  Again, we can go back to 

MĞůǀŝůůĞ͛Ɛ ƉŽƌƚƌĂǇĂů ŽĨ JŽŶĞƐ ŝŶ ǁŚŝĐŚ ŚĞ ďĞĐŽŵĞƐ ͚Ă ƉƌŽƉŚĞƚŝĐĂů ŐŚŽƐƚ͕ ŐůŝŵŵĞƌŝŶŐ ŝŶ ĂŶƚŝĐŝƉĂƚŝŽŶ 

upon the advent of those tragic scenes of the French Revolution which levelled the exquisite 

ƌĞĨŝŶĞŵĞŶƚ ŽĨ PĂƌŝƐ ǁŝƚŚ ƚŚĞ ďůŽŽĚƚŚŝƌƐƚǇ ĨĞƌŽĐŝƚǇ ŽĨ BŽƌŶĞŽ͛͘65     The fact that Jones is so 

characteristically defined by a brooding sense of war and escalation brings us ultimately to question 

why Cooper ever used this character in the first place, unless it is indeed to communicate with 

concerns over the revolutionary dilemma.     

 The pilot is a man of action and a vital component of the novel's narrative, pushing the tone 

of adventure forward.  This occurs systematically throughout the novel, beginning most notably with 

his piloting of the Ariel through the storm in chapter V in which Griffith and the crew have no choice 

but to obey 'as if life and death depended on his dispatch'.66  Similarly, when American forces take 

ƌĞĨƵŐĞ ŝŶ ƚŚĞ ƌƵŝŶƐ ŶĞĂƌ “ƚ ‘ƵƚŚ͛Ɛ AďďĞǇ ƚŚĞǇ ĂƌĞ ĂƉƉƌĞŚĞŶĚĞĚ ďǇ HŽǁĂƌĚΖƐ ĨŽƌĐĞƐ͕ ƚŚĞ ƉŝůŽƚ 

manages to slip away and return to his allies with decisive force.  In chapter XXVIII, Griffith and 

Barnstable as well as Cecilia and Katherine are outnumbered by Howard's forces, the scene escalates 

into an atmosphere that promises violence, with Jones's better half as always pleading for peaceful 
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resolution between the warring factions.  Before she can resolve the scene, she realises with a 

degree of horror that Jones has reappeared with reinforcements: 

 

While she yet stood in the attitude of unconscious helplessness, the doorway became 

again darkened, and the figure of the Pilot was seen on its threshold, clad, as usual, in 

the humble vestments of his profession, but heavily armed with the weapons of naval 

war.67         

 

With this, the pilot orders Howard to yield himself 'to the power of the Thirteen Republics' and 

negotiates for the women to join their respected fiancés.68  Howard naturally questions the motives 

of these rebels ("even these rash boys know not where obedience is due"), over whom the pilot for 

the first time admits authority.  Barnstable, the 'reckless sailor' still very much suspicious of the 

pilot's intentions is first to retort.69 

  

 "And who is this." He cried. "Who dare give such an order to me!" 

The eyes of the Pilot flashed with a terrible fire, while a fierce glow seemed to be 

creeping over his whole frame, which actually quivered with passion.  But, suppressing 

this exhibition of his feelings, by a sudden and powerful effort, he answered in and 

emphatic manner: 

 "One who has a right to order, and who will be obeyed!"70      

 

If Cooper made Tom Coffin overstep himself in the scene in which he defeated Borroughcliffe, then 

this is definitely the point in which the pilot betrays his mandate and fulfils his own autocratic 

tendencies over both his allies and enemies.     
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 The pilot is plagued by a rage against the autocratic tendencies of Great Britain, a tendency 

that begins to manifest itself in his own character and which ultimately hinders his own chances to 

lead a life in a land free from British rule.  The only real threat posed by the British seems to be that 

they have brought shame upon his name by labelling him a pirate.  To the gentlemanly hero of the 

romantic tradition this is an affront to his honourable identity (as is the case with Captain Heidegger 

in Cooper's second sea novel The Red Rover as we shall see in the next chapter), but because Gray is 

no real gentleman of accepted convention these threats remain empty.  At no point does he clear his 

name, because he is essentially a warrior looking to find glorification and promotion in whichever 

navy will have him.  Fame is a psychological necessity for Gray, as Kay Seymour House maintains, to 

ƚŚĞ ƉŽŝŶƚ ŝŶ ǁŚŝĐŚ ŚĞ ďĞĐŽŵĞƐ ͚Ă ƐůĂǀĞ ƚŽ ŚŝƐ ŽǁŶ ŽďƐĞƐƐŝŽŶ͛͘71  After the loyalist forces have been 

apprehended, Colonel Howard's right hand man, Borroughcliffe ;ƉĞƌŚĂƉƐ ƚŚĞ ŶŽǀĞů͛Ɛ ƋƵŝŶƚĞƐƐĞŶƚŝĂů 

English gentleman) confronts the pilot over the barbarism to which he has been submitted.72  The 

pilot responds characteristically with silence, a cool nonchalant response to a man of higher social 

status.  With this response Borrougcliffe responds by attacking Jones's social status.   

    

He is no more than a common pilot, after all! No true gentleman would have received 

so palpable a hint with such a start!73    

 

Gray is essentially a character born in Britain, but not fortunate enough to be born into British 

gentry.  Had he been so fortunate, he would undoubtedly be qualified enough to preside in the 

upper echelons of the British navy.  In the reality of his situation his prowess and effectiveness, his 

almost supernatural communion with the ship, make him more suitable towards American 

promotion (where Cohen states 'know-how' and 'skilled work' become the 'common denominator of 
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class').74  However, when it comes to idealistic principle, in which he appears staunchly infused with 

an American sense of liberty, he is without destination͕ Ăƚ ůĞĂƐƚ ǁŝƚŚŝŶ CŽŽƉĞƌ͛Ɛ ŶĂƌƌĂƚŝǀĞ.  This is 

demonstrated most plainly through his relationship with Alice Dunscombe, who he effectively leaves 

a widow for a life of war and adventure.  Whilst Dunscombe represents domestic tranquillity and 

pacifism ("I cannot wish death to any one, not even to my enemies"75), Jones is the complete 

opposite, masculine wrath and suppressed rage.  In their last dialogue, Dunscombe criticisesthe pilot 

over his aggressive nature: 

 

"You have gained a name, John, among the warriors of the age," she answered, in a 

subdued voice; "and it is a name that may be said to be written in blood!"76 

 

Jones justifies simply by enthusing that it is "the blood of the enemies of freedom"77 but of course 

Dunscombe fails to see the difference.  Ultimately, the pilot's vendetta fuels American victory, but 

when the war inevitably comes to an end and the much cherished new order is established, his 

character is misplaced.  Simply, Gray cannot occupy the domestic ending of the middle hero as is 

demonstrated in The Pilot's poignant final chapter.        

 Cooper chooses to end The Pilot twelve years after the events along the Northumbrian Coast 

providing a rundown of the various fates of each of the other characters.  Barnstable, for example 

gains further promotion within the United States Navy and is unsurprisingly revealed to be enjoying 

a happy marriage with Katherine.  The cabin boy Merry grows up to be enlisted within the navy as 

ǁĞůů ďƵƚ ŝƐ ƐĂŝĚ ƚŽ ĚŝĞ ͚ŝŶ Ă ĚƵĞů ǁŝƚŚ Ă ĨŽƌĞŝŐŶ ŽĨĨŝĐĞƌ͛͘78  Cooper seems to allude to the ongoing 

adventures of Captain Manual, literally a mini-epic in itself, which sees the captain of the marines 

reunited with his friendly nemesis Captain Borroughcliffe during the western campaign that marked 
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the end of the Revolutionary War.  Both characters die under unfortunate circumstances, Manual is 

shot by his own soldier after rather foolishly forgetting the password to his own garrison, whilst 

Borroughcliffe dies of a fever a year after.  They die, however, after forming a strong friendship. 

BĞƚǁĞĞŶ ƚŚĞŝƌ ƌĞƐƉĞĐƚĞĚ ŐĂƌƌŝƐŽŶƐ͕ ƚŚĞǇ ĞƐƚĂďůŝƐŚ ͚Ă ƐŽƌƚ ŽĨ ŶĞƵƚƌĂů ƚĞƌƌŝƚŽƌǇ͛ ƵƉŽŶ ǁŚŝĐŚ ƚŚĞǇ ďƵŝůĚ Ă 

log cabin, within which they entertain one another with friendly communion, fine dining as well as 

reminiscing over their escapades during the Northumbrian campaign.79  Through their relationship, 

Cooper brings an idealistic and amicable close to the Revolutionary War, no further barbarism or 

oppressive conflict, just two men who despite their differences are bound by friendship.      

After such grand escapades, Cooper locates us in the homestead of Griffith.  CŽŽƉĞƌ͛Ɛ ŵŽƐƚ 

anchored middle hero has retired from his career ĂƐ ƐĂŝůŽƌ ĂŶĚ ͚ĚĞǀŽƚĞĚ ƚŚĞ ƌĞŵĂŝŶĚĞƌ ŽĨ ŚŝƐ ůŝĨĞ ƚŽ 

ƚŚĞ ĐŽŶũŽŝŶƚ ĚƵƚŝĞƐ ŽĨ Ă ŚƵƐďĂŶĚ ĂŶĚ Ă ŐŽŽĚ ĐŝƚŝǌĞŶ͛͘80  TŚĞ ŶŽǀĞů͛Ɛ ĨŝŶĂů ƐĐĞŶĞ ƐĞĞƐ GƌŝĨĨŝƚŚ ůĞĂƌŶ ŽĨ 

ƚŚĞ ƉŝůŽƚ͛Ɛ ƵŶƚŝŵĞůǇ ĚĞŵŝƐĞ ƚŚƌŽƵŐŚ ƚŚĞ ŶĞǁƐƉĂƉĞƌ͘  VŝƐŝďůǇ ƐŚĂŬĞŶ͕ CĞĐŝůŝĂ ƉƌĞƐƐĞƐ ŚĞƌ ŚƵƐďĂŶĚ ǁŝƚŚ 

ĂŶ ĞǆƉůĂŶĂƚŝŽŶ͕ ƚŽ ǁŚŝĐŚ ĨŽůůŽǁƐ Ă ƌĂƚŚĞƌ ĂŵďŝŐƵŽƵƐ ŵĞŵŽƌŝĂůŝƐĂƚŝŽŶ ŽĨ GƌĂǇ͛Ɛ ĐŚĂƌĂĐƚĞƌ͘                    

 

"His devotion to America proceeded from desire of distinction, his ruling passion, and 

perhaps a little also from resentment at some injustice which he claimed to have 

suffered from his own countrymen."81 

 

His 'desire of distinction, his ruling passion' is what is most important.  In a sense the pilot is 

remembered as a peculiar autocrat of sorts.  He seeks the American way, mainly out of scorn of his 

homeland, but in so doing he exercises his own tyrannical tendencies against the country who 

denied him such power from birth.  He represents the danger that Cooper was wary of, the vengeful 

social backlash that comes from overthrowing the suppressing power.  As a result, as Darnell quite 
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rightly says, Griffith, Cooper's conventional genteel married middle hero, the safe bankable choice, 

emerges as the real hero of the novel.82   

 The resolution that comes at the end of the novel is bittersweet, concluding within a dry 

environment, a world away from the purgatorial demise of the pilot..  When first published, Cooper 

was initially expecting a resounding failure since, as he attests in his original preface, by writing a 

novel about the sea he risked alienating the tastes of women, his biggest demographic group of 

readers.83  As Franklin notes, Cooper was going to discard The Pilot until a close friend, James 

Aitchison, read and approved it.84  Eventually The Pilot went on to be 'decidedly successful' as 

Cooper writes in a letter to his friend William Branford Shubrick (to whom the novel is dedicated).85  

Later on in his career, The Pilot was republished in a collection of Cooper's best works including Last 

of the Mohicans, and The Red Rover.  The success of the novel is down to the adventurous tone, the 

excitement of Cooper's sea scenes but also more to the fact that Cooper writes an effective romantic 

narrative familiar in theconventional English tradition.86  Whilst the John Paul Jones character of the 

pilot is probably too problematic and conflicted, the more agreeable character of Griffith (and to a 

lesser extent Barnstable) serve to end the novel and justify the action and warfare that has occurred 

throughout. 
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In conclusion, The Pilot is an intensely nationalistic novel that has less in common with portrayals of 

the supranational thematics of the American sailor and more to do with the discussion of the 

formation of a nation.  The character of Tom Coffin and his fate may serve as evidence that Cooper, 

as Berger maintains, is protecting the national narrative, but ultimately ƚŚƌŽƵŐŚ CŽŽƉĞƌ͛Ɛ 

characterisation of the pilot, there is an awareness of the complications in the division between 

England and America.  Although of British lineage, the pilot is very much a pathfinder, an American 

styled hero existing in the periphery but always conscious and reactive to action that will ensure 

American victory.  However, this fictionalisation of John Paul Jones is not the hero of this historical 

romance in the sense that Griffith or even Barnstable is.  Behind his refined demeanour and his 

exceptional skill as a seaman, the pilot represents too much brutality and wrathful intention for 

Cooper's own civilised manner to permit the kind of ending bestowed upon his more genteel 

characters.  Furthermore, I would suggest, as with Coffin, that the pilot too is sacrificed for the 

benefit of Cooper's ending, in which his more worthy heroes are able to establish themselves into a 

post-war world.  Cooper can only condone war should it be a means to restore a state of domestic 

tranquillity ĂƐ ĞǆĞŵƉůŝĨŝĞĚ ďǇ ƚŚĞ ŶŽǀĞů͛Ɛ ĞŶĚŝŶŐ ƐĐĞŶĞ.  As a result, the novel can be described as 

sympathising with the English, illustrating the Revolutionary War as an unhappy falling out.  Having 

hinted at a sense of turbulent maritime landlessness, Cooper as a literary force overpowers the 

alienation of the element in favour for a more conventional ĐŽŶĐůƵƐŝŽŶ͕ ƚŚĞ ŐĞŶƚůĞŵĂŶ ŚĞƌŽ͛Ɛ 

enrolment into civilised life, an ĂƚƚĂŝŶŵĞŶƚ ŽĨ ƚŚĞ ͚ŵŝĚĚůĞ-ǁĂǇ͛.               

 



Charlie Phair   

Chapter 2. 

The Red Rover: The Quest for an Individual and a National Identity.  

Those tyrants, teasing, tempting to rebel 

Deserve the fate their fretting lips fortell. 

Lord Byron The Corsair 18071 

 

͞TŚŝƐ ŝƐ Ă ǁŝůĚ ĂŶĚ ĨŝĐŬůĞ ĞůĞŵĞŶƚ ǁĞ ĚǁĞůů ŽŶ͘͟  

James Fenimore Cooper The Red Rover 1827
2
  

 

As Jason Berger states, traditional scholarship on Cooper views his second sea novel, The Red Rover 

as his maritime masterpiece.3  In PŚŝůďƌŝĐŬ͛Ɛ analysis, The Red Rover distinguishes itself over both The 

Pilot and The Water Witch͕ ĂƐ CŽŽƉĞƌ͛Ɛ ͚ƉƵƌĞƐƚ͛ ƐĞĂ ŶŽǀĞů͘4  Whilst The Pilot ͚ƐŚĂƌĞƐ “ĐŽƚƚ͛Ɛ 

ƌĞůƵĐƚĂŶĐĞ ƚŽ ůĞĂǀĞ ƚŚĞ ƐŚŽƌĞ͕͛ ƵůƚŝŵĂƚĞůǇ ĨĂůƚĞƌŝŶŐ ĂĨƚĞƌ ƚŚĞ ĚĞĂƚŚ ŽĨ TŽŵ CŽĨĨŝŶ͕ The Water Witch is 

ŽǀĞƌůǇ ĨŽĐƵƐĞĚ ŽŶ ƉŽƌƚƌĂǇŝŶŐ ͚ƚŚĞ ƐƵƉĞƌŶĂƚƵƌĂů ĂŶĚ ĚƌĞĂŵ-like mood of TŚĞ TĞŵƉĞƐƚ͛.  In contrast, 

The Red Rover is a most effective juxtaposition of the popular romance (defined thematically by 

͚ƐƵďůŝŵŝƚǇ͕ ƐƵƉĞƌŶĂƚƵƌĂůŝƐŵ͕ “ĂƚĂŶŝƐŵ͕ ĂŶĚ ĞǆŽƚŝĐŝƐŵ͛ - the hallmarks of Byron and Scott) and 

CŽŽƉĞƌ͛Ɛ ŽǁŶ ďƌĂŶĚ ŽĨ ŵĂƌŝƚŝŵĞ ŶĂƚŝŽŶĂůŝƐŵ͘5   

In the previous chapter, I came to the conclusion that The Pilot sacrificed the supranational 

element in preservation of a nationalist narrative, making it more typical of the historical romance.  

With The Red Rover, Cooper writes a more coherent national narrative, where ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƋƵĞƐƚ ĨŽƌ 

                                                             
1
 BǇƌŽŶ ͚TŚĞ CŽƌƐĂŝƌ  ͛ŝŶ The Selected Works of Lord Byron (Paris and Lyon, B. Cormon and Blanc 1835) 

2
 Cooper The Red Rover (1827 edition reprinted by Lightning Source UK, Dodo Press. 2007) 

3
 JĂƐŽŶ BĞƌŐĞƌ ͚KŝůůŝŶŐ TŽŵ CŽĨĨŝŶ͗ ‘ĞƚŚŝŶŬŝŶŐ ƚŚĞ NĂƚŝŽŶĂůŝƐƚ NĂƌƌĂƚŝǀĞ ŝŶ JĂŵĞƐ FĞŶŝŵŽƌĞ CŽŽƉĞƌ͛Ɛ TŚĞ PŝůŽƚ͛ ŝŶ 

Early American Literature Vol.43 No.3 (2008) p.663 
4
 Thomas Philbrick James Fenimore Cooper and The Development of American Sea Fiction (Cambridge, 

MĂƐƐĂĐŚƵƐĞƚƚƐ͕ HĂƌǀĂƌĚ UŶŝǀĞƌƐŝƚǇ PƌĞƐƐ ϭϵϲϭͿ Ɖ͘ϱϰ ͚TŚĞ ‘ĞĚ ‘ŽǀĞƌ ŝƐ ƚŚĞ ͞ƉƵƌĞƐƚ͟ ƐĞĂ ŶŽǀĞů ŽĨ ƚŚĞ ƚŚƌĞĞ ĂŶĚ 
as such is most nearly in the center of the stream ŽĨ CŽŽƉĞƌ͛Ɛ ŶĂƵƚŝĐĂů ĨŝĐƚŝŽŶ͛͘  AƌŐƵĂďůǇ͕ PŚŝůďƌŝĐŬ͛Ɛ ĂŶĂůǇƐŝƐ ŽĨ 
CŽŽƉĞƌ͛Ɛ ĞĂƌůǇ ŶĂƵƚŝĐĂů ƌŽŵĂŶĐĞƐ ĂƌĞ ŚŝŶĚĞƌĞĚ ďǇ ŚŝƐ ƐƋƵĂƌĞ ĨŽĐƵƐ ƵƉŽŶ The Red Rover as the significant novel 

of the trilogy.  More recently, John Peck, in his comparative study also focuses mostly upon The Red Rover as 

ƚŚĞ ĚĞĨŝŶŝŶŐ ďŽŽŬ ŽĨ CŽŽƉĞƌ͛Ɛ ĞĂƌůǇ ƌŽŵĂŶĐĞƐ͘ 
5
 Ibid p.53-54: Phrased as maritime nationalism, Philbrick illustrates how Cooper wrote in such a way as to 

unify the American people through an emphasis upon the glories of the naƚŝŽŶ͛Ɛ ŵĂƌŝƚŝŵĞ ĞŶĚĞĂǀŽƵƌƐ͘  
Ultimately, by doing so, Cooper not only voices a sense of patriotic pride but a view of what America should 

and can be after it heals the tension and conflict between rebelling underclasses and their autocratic masters.      
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identity is carried out in parallel with the development of American Independence.  Written in 

France, the main difference witŚ CŽŽƉĞƌ͛Ɛ ƐĞĐŽŶĚ ƐĞĂ ŶŽǀĞů ŝƐ ƚŚĂƚ ŝƚ ŝƐ ůŽĐĂƚĞĚ ;Ăƚ ůĞĂƐƚ ĨŽƌ ƚŚĞ ĨŝƌƐƚ 

ŚĂůĨͿ ƵƉŽŶ ŵĂŝŶůĂŶĚ AŵĞƌŝĐĂ͕ ƚŚĞ ŶŽǀĞů͛Ɛ ƐŽƵƌĐĞ ŵĂƚĞƌŝĂůƐ ĂƌĞ ĚŝƐƚŝŶĐƚůǇ AŵĞƌŝĐĂŶ͘6  At the same 

time, the pre-revolutionary setting brings a sense of obscurity to the narrative.  As Hugh Egan states, 

by setting the novel in 1759 - ͚CŽŽƉĞƌ ƉƌŽŐƌĞƐƐŝǀĞůǇ ďůƵƌƐ ŚŝƐ ŽƉƉŽƐŝƚŝŽŶƐ͕ ĂŶĚ ŝŶ ƚŚĞ ĞŶĚ ĚĞůŝďĞƌĂƚĞůǇ 

ŽďƐĐƵƌĞƐ ƚŚĞ ůŝŶĞ ďĞƚǁĞĞŶ ƚŚĞ ƐĞĂ ĂŶĚ ůĂŶĚ͕ ŵĂůĞ ĂŶĚ ĨĞŵĂůĞ͕ AŵĞƌŝĐĂ ĂŶĚ EŶŐůĂŶĚ͛͘7         

 

 The basic premise of The Red Rover is the quest of one Harry Wilder.  AŶŽƚŚĞƌ ŽĨ CŽŽƉĞƌ͛Ɛ 

obligatory middle heroes Wilder is a secret agent of the throne, tasked with hunting down the 

villainous pirate known only as the Red Rover, and bringing him into justice in accordance with 

British law.  Of course all is not what it seems, the Rover is far more chivalrous than his pirate label 

would suggest.  AƐ PĞĐŬ ŵĂŝŶƚĂŝŶƐ ͚ŚĞ ŝƐ ĂŶ AŵĞƌŝĐĂŶ ǁŚŽ ŚĂƐ ƌĞũĞĐƚĞĚ ŚŝƐ ƉůĂĐĞ ŝŶ ƚŚĞ ĞǆŝƐƚŝŶŐ 

ŽƌĚĞƌ͕ ĂŶĚ ŝŶ ƌĞũĞĐƚŝŶŐ ƚŚĞ ƉĂƐƚ ŚĂƐ ďĞĐŽŵĞ ĂŶ ŽƵƚůĂǁ͛͘8  Effectively a pre-revolutionary 

revolutionaire, the Rover ultimately wins Wilder over to his side through his genteel charm and 

devotion to his homeland and the inevitability of a nation state free from British tyranny.  Ultimately 

Heidegger is representative of the fact that all nationalisms ͚ŝŶ ƚŚĞŝƌ ĞĂƌůǇ ƐƚĂŐĞƐ ĚĞǀĞůŽƉ ĨƌŽŵ Ă 

ĐŽŶĚŝƚŝŽŶ ŽĨ ĞƐƚƌĂŶŐĞŵĞŶƚ͛͘9   

Beginning in Newport Harbour in the winter of 1759, Cooper locates the reader to a specific 

time and place.   Newport is an emblem of the success of America as a ŵĂƌŝƚŝŵĞ ŶĂƚŝŽŶ͕ ͚ĞŶũŽǇŝŶŐ 

the four great requisites of a safe and commodious haven, a placid basin, an outer harbour, and a 

                                                             
6 IŶ “ƵƐĂŶ FĞŶŝŵŽƌĞ CŽŽƉĞƌ͛Ɛ ƉƌĞĨĂĐĞ ƚŽ The Red Rover ;͚ƚŚĞ ŵŽƐƚ ŵĂƌŝƚŝŵĞ ŶŽǀĞů ŝŶ EŶŐůŝƐŚ ůŝƚĞƌĂƚƵƌĞ͛Ϳ ŝƚ ŝƐ 
ŶŽƚĞĚ ŚŽǁ ŵƵĐŚ ŽĨ ƚŚĞ ŶŽǀĞů ǁĂƐ ǁƌŝƚƚĞŶ ĨƌŽŵ ƚŚĞ ĐŽŶĨŝŶĞƐ ŽĨ ͚Ă ƉůĞĂƐĂŶƚ ĐŽƵŶƚƌǇ ŚŽƵƐĞ ŽŶ ƚŚĞ ďĂŶŬƐ ŽĨ ƚŚĞ 
“ĞŝŶĞ͛ ŝŶ Ă ǀŝůůĂŐĞ ũƵƐƚ ŽƵƚƐŝĚĞ ŽĨ PĂƌŝƐ͘  MŽƌĞŽǀĞƌ͕ ŵŽƐƚ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ƐƵďũĞĐƚ ŵĂƚƚĞƌ ĐĂŶ ďĞ ƚƌĂĐĞĚ ďĂĐŬ ƚŽ 
AŵĞƌŝĐĂŶ ƐŽƵƌĐĞƐ͖ JŽŚŶ JĂŵĞƐ AƵďƵĚŽŶ͛Ɛ ĂŶĞĐĚŽƚĞ ŽĨ ƚŚĞ ͚)ĞŶĂŝĚĂ DŽǀĞ͛ ƉƌŽǀŝĚĞƐ Ă ƐŽƵƌĐĞ ŽĨ ŝŶĨůƵĞŶĐĞ ŽǀĞƌ 
ƚŚĞ ŶŽǀĞů͛Ɛ ƌĞĚĞŵƉƚŝǀĞ ƉůŽƚ ǁŚŝůƐƚ CŽŽƉĞƌ͛Ɛ ǀŝƐŝƚ ƚŽ NĞǁƉŽƌƚ ŚĂƌďŽƵƌ ĂďŽĂƌĚ ŚŝƐ whale ship Union in the early 

ϭϴϮϬƐ ƉƌŽǀŝĚĞĚ ƚŚĞ ŝŶƐƉŝƌĂƚŝŽŶ ĨŽƌ ƚŚĞ ŶŽǀĞů͛Ɛ ŝŶŝƚŝĂů ƐĞƚƚŝŶŐ͘  Pages and Pictures p.179-180   
7
 The complication of gender binaries are more obvious in The Water Witch as we shall see in the next chapter.  

HƵŐŚ EŐĂŶ ͚CŽŽƉĞƌ ĂŶĚ ŚŝƐ CŽŶƚĞŵƉŽƌĂƌŝĞƐ͛ ŝŶ America and the Sea: A Literary History ed. Haskell Springer 

(Athens and London, The University of Georgia Press, 1995)p.70   
8
 John Peck Maritime Fiction: Sailors and the Sea in English and American Literature 1719-1917  (Basingstoke, 

Hampshire - Palgrave MacMillan, 2001) p.91 
9
 EĚǁĂƌĚ “ĂŝĚ ͚‘ĞĨůĞĐƚŝŽŶƐ ŽŶ EǆŝůĞ͛ ĂƐ ŝŶĐůƵĚĞĚ ǁŝƚŚŝŶ Transatlantic Literary Studies: A Reader edited by Susan 

Manning and Andrew Taylor (Edinburgh University Press 2007)p.285 
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ĐŽŶǀĞŶŝĞŶƚ ƌŽĂĚƐƚĞĂĚ͕ ǁŝƚŚ Ă ĐůĞĂƌ ŽĨĨŝŶŐ͛͘10  Cooper then defines the social situation, where a pre-

revolutionary American society, predominantly of British ancestry and custom, exists in a state of 

complacency:       

 

The system of oppression and misrule, which hastened a separation that sooner or later 

must have occurred, had not yet commenced.  The mother country, if not just, was still 

complaisant.  Like all old and great nations, she was indulging in the pleasing, but 

dangerous enjoyment of self-contemplation.  The qualities and services of a race, who 

were believed to be inferior, were, however, soon forgotten; or, if remembered, it was 

in order to be misrepresented and vituperated.  As this feeling increased with the 

discontent of the civil dissensions, it led to still more striking injustice, and greater folly.  

Men who, from their observations, should have known better, were not ashamed to 

proclaim, even in the highest council of the nation, their ignorance of the character of a 

people with whom they had mingled their blood.     

 

Though Cooper is, as ever, cold towards English sovereignty, at this point in time, the large majority 

of Americans are as yet unaware of the problems of the ruling power, to be a good American, as 

EŐĂŶ ƐƚĂƚĞƐ ͚ŵĞĂŶƚ ďĞŝŶŐ Ă ŐŽŽĚ EŶŐůŝƐŚŵĂŶ͛͘11  TŚŝƐ ŝƐ ĐŽŵŵƵŶŝĐĂƚĞĚ ƚŚƌŽƵŐŚ ͚ƚŚĞ ŐŽƐƐŝƉŝŶŐ ƚĂŝůŽƌ͛ 

character of Homespun, the first character Cooper introduces us to.  Homespun is a haunted 

ƐƵƌǀŝǀŽƌ ŽĨ ͚ĨŝǀĞ ůŽŶŐ ĂŶĚ ďůŽŽĚǇ ǁĂƌƐ͕͛ Ă ƐĞƌŝĞƐ ŽĨ ĐŽŶĨůŝĐƚƐ ǁŚŝĐŚ ŚĂǀĞ ŽŶůǇ ƐƚƌĞŶŐƚŚĞŶĞĚ BƌŝƚĂŝŶ͛Ɛ 

hold over the colonies.  Essentially he serves as a loyal subject of the throne.12  When conversation 

turns towards The Red Rover, the latest threat to English law, Homespun can only wish swift and 

brutal justice to be brought upon this vicious outlaw of the throne.  Through his strict and blind 

                                                             
10

Cooper Red Rover p.1 
11

 HƵŐŚ EŐĂŶ ͚CŽŽƉĞƌ ĂŶĚ ŚŝƐ CŽŶƚĞŵƉŽƌĂƌŝĞƐ͛ Ɖ͘ϳϬ 
12

 Red Rover p.9 
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affiliation to the throne, Cooper makes Homespun serve as a foolish archetype albeit a sympathetic 

one at that.   

 Cooper then goes on to introduce Wilder.  Arriving in Newport, Wilder is flanked by his 

lifelong guardians Dick Fid and Scipio Africanus, an interracial pairing of bickering bosom buddies.  As 

the trio discuss suitable marŝƚŝŵĞ ĐŽŶĚƵĐƚ͕ ƚŚĞǇ ŵĞĞƚ ǁŝƚŚ ͚ĂŶ ƵŶǁŽƌƚŚǇ ďĂƌƌŝƐƚĞƌ͕͛ Ă ŵĂŶ ͚ďĞƚǁĞĞŶ 

ƚŚŝƌƚǇ ĂŶĚ ĨŽƌƚǇ͛ ŽĨ Ă ƉƌŽŵŝŶĞŶƚ ĂƚŚůĞƚŝĐ ƉŚǇƐŝƋƵĞ͘  TŚŝƐ ŝƐ first of the many masquerades of the Red 

Rover, and whilst Wilder is suspicious, the gossiping tailor foolishly voices his suspicions over the 

slaver anchored in the outer harbour as being none other than the infamous pirate ship.  The Rover 

ŝŶ ŚŝƐ ůĂǁĨƵů ĂƚƚŝƌĞ ƉůĂǇƐ ĂůŽŶŐ ǁŝƚŚ HŽŵĞƐƉƵŶ͛Ɛ ĐŽŶĐĞƌŶƐ ĂŶĚ ŬŝĚŶĂƉƐ Śŝŵ ůĂƚĞƌ ƚŽ ƐƚŽƉ Śŝŵ ĨƌŽŵ 

gossiping further.  Within these initial chapters set within Newport, Wilder and the Rover are drawn 

ƚŽ ŽŶĞ ĂŶŽƚŚĞƌ͕ ďŽƚŚ ŚŝŐŚůǇ ƐƵƐƉŝĐŝŽƵƐ ŽĨ ĞĂĐŚ ŽƚŚĞƌ͛Ɛ ƚƌƵĞ ŝĚĞŶƚŝƚǇ ĂŶĚ ĞŶŐĂŐŝŶŐ ŝŶ ŐƵĂƌĚĞĚ 

conversation.  In one such scene of intellectual sparring, their dialogue is interrupted by the 

introduction of the Gorverness Mrs Wyllys, her nubile niece Gertrude Grayson and their Negro 

servant Cassandra.  Mrs Wyllys is revealed to be the widow of the late Admiral de Lacey and it is 

learned that the three are preparing to undertake a voyage to Carolina on board the Royal Caroline.  

The Rover obviously sees an opportunity.        

IŶ CŚĂƉƚĞƌ V͕ WŝůĚĞƌ͛Ɛ ƉĂƌƚǇ ŽĨ ĂĚǀĞŶƚƵƌĞƌƐ ƌŽǁ ŽƵƚ ƚŽ ƚŚĞ ƐůĂǀĞƌ ǁŝƚŚ ƚŚĞ ŝŶƚĞŶƚŝŽŶ ŽĨ 

ƐĞĐƵƌŝŶŐ ďĞƌƚŚƐ ĨŽƌ ƚŚĞŵƐĞůǀĞƐ ĂďŽĂƌĚ ƚŚĞ ǀĞƐƐĞů͘  WŝůĚĞƌ͛Ɛ ƐƵƐƉŝĐŝŽŶƐ ĂƌĞ ƌĞĂůŝƐĞĚ ǁŚĞŶ ŚĞ meets 

the captain who appears to be none other than the lawyer he encountered earlier in the day.  Wilder 

wishes to return to shore, his main reason being to warn Mrs Wyllys and Gertrude from voyaging out 

tomorrow, since the Rover will undoubtedly seek to apprehend them.  Without revealing his own 

identity and purpose, Wilder attempts to convince Mrs Wyllys that the Royal Caroline is 

ƵŶƐĞĂǁŽƌƚŚǇ ďƵƚ ŚŝƐ ĂƚƚĞŵƉƚƐ ĂƌĞ ƚŚǁĂƌƚĞĚ ďǇ ĂŶŽƚŚĞƌ ŽĨ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ŵĂŶǇ ĚŝƐŐƵŝƐĞƐ͕ ƚŚĞ ŽůĚ ƐĂŝůŽƌ 

masquerade of Bob Bunt.  Unsuccessful, Wilder is informed the following morning that he has been 

promoted to captain of the Royal Caroline after the previous captain has been reported as sustaining 

a critical injury.            
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Onboard the Royal Caroline, Wilder is subjected to a series of unfortunate events, which 

ĞǀĞŶƚƵĂůůǇ ůĞĂĚ ƚŽ ŵƵƚŝŶǇ ĂŶĚ ƚŚĞ ƐŚŝƉ͛Ɛ ƐƵďƐĞƋƵĞŶƚ ĚĞƐƚƌƵĐƚŝŽŶ ďǇ Ă ŚƵƌƌŝĐĂŶĞ͘  “ĂůǀĂƚŝŽŶ ĐŽŵĞƐ 

ƉƌĞĚŝĐƚĂďůǇ͕ WŝůĚĞƌ͛Ɛ ƉĂƌƚǇ ĂƌĞ ƐŽŽŶ ĐŽůůĞĐƚĞĚ ďǇ ƚŚĞ Dolphin ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ͘  DĞƐƉŝƚĞ WŝůĚĞƌ͛s best 

ĞĨĨŽƌƚƐ͕ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƉůĂŶ ŚĂƐ ƐƵĐĐĞĞĚĞĚ͘  HĞ ŚĂƐ ŝŶ ŚŝƐ ƉŽƐƐĞƐƐŝŽŶ ƚŚĞ ǁŝĚŽǁ ŽĨ Ă ƌĞƉƵƚĂďůĞ 

commanding officer of the British navy.           

 TŚĞ ŶĂƌƌĂƚŝǀĞ ƉƌŽŐƌĞƐƐĞƐ ƐĞǀĞƌĂů ǁĞĞŬƐ ůĂƚĞƌ ŝŶ ǁŚŝĐŚ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ ƐĂŝůƐ ǁŝƚŚŝŶ ƚŚĞ ǁĂƚĞƌƐ 

of the Caribbean Sea.  It is within this idyllic locale that we learn of many illuminating revelations of 

ƚŚĞ ŶŽǀĞů͛Ɛ ĐĂƐƚ͘  FŽƌ ĞǆĂŵƉůĞ͕ ŝŶ CŚĂƉƚĞƌ XXIV͕ FŝĚ ŐŽĞƐ ƚŽ ŐƌĞĂƚ ůĞŶŐƚŚƐ ƚŽ ŝŶĨŽƌŵ ƚŚĞ ‘ŽǀĞƌ ŽĨ ƚŚĞ 

ĨŽƌŵĂƚŝŽŶ ŽĨ ƚŚĞ ƚƌŝŽ͕ ŚŝƐ ͚ƐŽƌƚ ŽĨ ĨĂŵŝůǇ͕͛ ŚŽǁ ƚŚĞǇ ĨŽƵŶĚ Wilder as a baby, aboard an abandoned 

sinking English ship, the Ark of Lynnhaven.13  CĞŶƚƌĂů ƚŽ ƚŚĞ ŶŽǀĞů͕ ŝƐ ƚŚĞ ƌĞǀĞůĂƚŝŽŶ ŽĨ ƚŚĞ ‘ŽǀĞƌ͛Ɛ 

true identity as Captain Heidegger and his fall into piracy.  Once enlisted in the British navy, 

Heidegger killed a ŚŝŐŚĞƌ ƌĂŶŬŝŶŐ ŽĨĨŝĐĞƌ ĂĨƚĞƌ ŚĞ ƐƉŽŬĞ ƉƌŽĨĂŶĞůǇ ĂŐĂŝŶƐƚ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ŶĂƚŝǀĞ ĐŽƵŶƚƌǇ͘  

  

"Would you think it, sir? One of his Commanders dared to couple the name of 

my country with an epithet I will not wound your ear by repeating!" 

 "I hope you taught the scoundrel manners." 

The Rover faced his companion, and there was a ghastly smile on his speaking features, 

as he answered - "He never repeated the offence! 'Twas his blood or mine; and dearly 

did he pay the forfeit of his brutality."14 

 

It is for this reason, that Heidegger remains an exile from the country as it now stands.  A tragic 

figure who stands defiant, though solitary against any authority represented by the Union Jack.     

 In the latter stages of the novel, Cooper is able to create an atmosphere of suspense as the 

Rover is being pursued by the English warship the Dart.  Heidegger, by flying the British flag from his 

                                                             
13

 Red Rover Ɖ͘ϯϮϲ ͞BƵƚ ƚŚĞŶ͕ ĂƐ I ŚĂĚ Ă ƐŽƌƚ ŽĨ ĨĂŵŝůǇ ŽĨ ŵǇ ŽǁŶ͕ ƐŝŶĐĞ ƚŚĂƚ ĚĂǇ͕ ǁŚǇ ƚŚĞ ůĞƐƐ ŶĞĞĚ͕ ǇŽƵ ŬŶŽǁ  ͕
ƚŽ ďĞ ďŝƌƚŚŝŶŐ ŵǇƐĞůĨ ĂŐĂŝŶ ŝŶ ĂŶǇ ŽƚŚĞƌ ŵĂŶ͛Ɛ ŚĂŵŵŽĐŬ͘͟ 
14

 ibid p.297 
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own ship as well as creating another disguisemanages to fool the warship into letting him aboard, an 

event which leads him to the revelation that Wilder is in fact a secret agent of the throne.  What 

follows is the climatic sea battle between the ships, which is fuelled by the fiery wrath of Heidegger, 

resulting in his subsequent victory and the probable execution of Wilder and his party.  As the party 

are faced by an onslaught of vengeful pirates, Scipio is killed in heroic defence of Wilder, which 

causes a lull in the violence, as Fid lashes himself to the body of his fallen comrade.  The death of 

Scipio, however brings about the reǀĞůĂƚŝŽŶ ŽĨ WŝůĚĞƌ͛Ɛ ƚƌƵĞ ŝĚĞŶƚŝƚǇ ŽĨ HĞŶƌǇ ĚĞ LĂĐĞǇ͕ ƐŽŶ ŽĨ ƚŚĞ 

late Admiral de Lacey.  A dog tag is found upon his body, which once belonged to the canine owned 

by Mrs Wyllys who was present the day Wilder was found aboard the Ark of Lynnhaven.  With this 

new revelation the Rover cannot in good conscience have Wilder killed in front of his long lost 

mother.  The advent of further blood being shed is halted, and the party separate.  He orders Wilder 

and his party to leave the ship, in so doing Wilder is witness to the destruction of the Dolphin as 

Heidegger sets the ship ablaze, thereby dismantling his life as a pirate.  The Red Rover is never heard 

from again.             

 The novel ends, similarly to The Pilot, with a flash forward set twenty years after the events 

of the novel set within the Newport homestead of Henry de Lacey now married to Gertrude.  Most 

of the main characters are present for this final scene, Mrs Wyllys, Dick Fid and even Homespun.  

Upon this domestic setting comes Heidegger, mortally wounded in battle and draped in the Stars 

and Stripes.  In this more honourable guise the Rover is finally recognised as the true brother of Mrs 

Wyllys, and therefore uncle to Wilder.  Heidegger then dies in a suitably melodramatic fashion 

having fought for the rightful cause of American Independence and so is finally redeemed of the sins 

of his past life as pirate.15     

 

Undoubtedly, the relationship between Heidegger and Wilder is the pivotal focus of the novel.  With 

The Pilot, readers were left disappointed over the death of Tom Coffin, and the antihero of John Paul 

                                                             
15

 It is a dĞĂƚŚ ƐĐĞŶĞ ǁŚŝĐŚ GƌŽƐƐŵĂŶ ŚĂƐ ƉƌĂŝƐĞĚ ĂƐ ďĞŝŶŐ ĐŽŵƉĂƌĂďůĞ ƚŽ BƵŵƉƉŽ͛Ɛ ŝŶ ŵĞůŽĚƌĂŵĂ ĂŶĚ ŽĨ 
course it is a fitting final scene for the character and the novel. 
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JŽŶĞƐ ƉĞƌŚĂƉƐ ĨĂŝůĞĚ ƚŽ ƵŶŝƚĞ ƚŚĞ ĐŽůůĞĐƚĞĚ ƐǇŵƉĂƚŚŝĞƐ ŽĨ CŽŽƉĞƌ͛Ɛ ĂƵĚŝĞŶĐĞ͘  WŝƚŚ The Red Rover, 

however, Cooper has crafted a more structurally coherent novel that relies upon the relationship 

between the gentleman pirate and his nephew of noble heritage.  What I should now like to move 

on to is a deeper analysis of the Rover and Wilder because it seems that between these two 

characters we obviously have a clear cut opposition between English and American allegiances. 

 It could be argued that both characters do not strictly belong to any nation since they are 

initially maritime drifters.  Wilder is an orphan (up until he is verified of noble birth) travelling from 

port to port with his sailing companions Scipio and Dick Fid.  Comparatively Heidegger exists in an 

unusual place as a character of revolutionary sentiment, a citizen of the United States before the 

nation has officially been founded.  Heidegger of course anticipates the formation of a new republic 

in a prophetic manner:   

 

You have seen my flags, Mr Wilder: - but there was one wanting among them all; ay, 

and one which, had it existed, it would have been my pride, my glory, to have upheld 

ǁŝƚŚ ŵǇ ŚĞĂƌƚ͛Ɛ ďĞƐƚ ďůŽŽĚ͊͟16 

 

BǇ ƚŚĞ ŶŽǀĞů͛Ɛ conclusion, both characters are defined by a quest for identity, Wilder perhaps 

obliviously though conventionally, but Heidegger is almost certainly attaining redemption of his own 

name through his noble death in the War of Independence.  This is demonstrĂƚĞĚ ŝŶ ƚŚĞ ŶŽǀĞů͛Ɛ ĨŝŶĂů 

scene, when Heidegger dies realising American victory.   

 

͞WŝůĚĞƌ͊Η ŚĞ ƌĞƉĞĂƚĞĚ͕ ůĂƵŐŚŝŶŐ ŚǇƐƚĞƌŝĐĂůůǇ͕ ΗǁĞ ŚĂǀĞ ƚƌŝƵŵƉŚĞĚ͊Η- Then he fell 

backward, without motion, the exulting lineaments settling in the gloom of death, as 

shadows obscure the smiling brightness of the sun'.17 

 

                                                             
16

 Red Rover p.296 
17

 ibid p.445 
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Obviously the emphasis is on the ƵŶŝĨŝĞĚ ͚ǁĞ͛ - Wilder, Heidegger and the American people at large 

attaining individual identities in a new world order, no longer mere subjects to a throne.  Cooper has 

inadvertently fulfilled the national narrative of the novel and the characters step away from their 

roles as outcasts and take their place in conventional society.  Once again it is evidence of Cooper 

diluting the supranational tendencies invested within the characters to a domestic role that at least 

holds some kind of elevated social status in the wake of American Independence.     

IŶ ĐŽŶƚƌĂƐƚ ƚŽ HĞŝĚĞŐŐĞƌ͛Ɛ ŚŽŶŽƵƌĂďůĞ ĚĞƐƚŝŶĂƚŝŽŶ͕ in the earlier stages of the novel, the Red 

Rover is known at large as ͚Ă ĚĞƐƉĞƌĂƚĞ ǀŝůůĂŝŶ͛ ŝŶ ĐŚĂƌŐĞ ŽĨ Ă ͚ůĂǁůĞƐƐ ƐŚŝƉ͛ ƉŝůŽƚĞĚ ďǇ Ă ĐƌĞǁ ŽĨ 

͚ďůŽŽĚǇ-ŵŝŶĚĞĚ ĂŶĚ ŶĞĨĂƌŝŽƵƐ ƚŚŝĞǀĞƐ͛͘18  Again, ĞĂƌůǇ ŝŶ ƚŚĞ ŶĂƌƌĂƚŝǀĞ͕ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ͕ ƚŚĞ Dolphin 

is a foreboding presence.  In the near collision in Chapter XII, Wilder anchors ƚŚĞ CĂƌŽůŝŶĞ ͚ǁŝƚŚŝŶ Ă 

ĐĂďůĞ͛Ɛ ůĞŶŐƚŚ ŽĨ ƚŚĞ ƐƵƉƉŽƐĞĚ ƐůĂǀĞƌ͛ ǁŚĞƌĞ ͚ƚŚĞ ŵƵǌǌůĞƐ ŽĨ ƚŚĞ ƚŚƌĞĂƚĞŶŝŶŐ ŐƵŶƐ ŐĂƉĞĚ ĐŽŶƐƚĂŶƚůǇ 

ŽŶ ŚŝƐ ǀĞƐƐĞů͕ ĂƐ ƚŚĞ ĞǇĞ ŽĨ ƚŚĞ ĐƌŽƵĐŚŝŶŐ ƚŝŐĞƌ ĨŽůůŽǁƐ ƚŚĞ ŵŽǀĞŵĞŶƚ ŽĨ ŝƚƐ ƉƌĞǇ͛͘19  In the scenes 

ƉƌŝŽƌ ƚŽ WŝůĚĞƌ͛Ɛ ŵƵƚŝŶǇ͕ ƚŚĞ Dolphin carries gothic overtones as it presents itself to the superstitious 

sailors as a Flying Dutchman.     

In reality, as captain of the Dolphin, Heidegger sees himself as a nexus for dissenting souls and 

land lubbers, his converted slaver providing them with a home and a purpose.  With Heidegger being 

an exile, he is cut off from his roots and as a result has, as Edward Said has said of all exiles, an 

͚ƵƌŐĞŶƚ ŶĞĞĚ ƚŽ ƌĞĐŽŶƐƚŝƚƵƚĞ ΀ŚŝƐ΁ ďƌŽŬĞŶ ůŝĨĞ͛ ďǇ ͚ĐŚŽŽƐŝŶŐ ƚŽ ƐĞĞ ΀ŚŝŵƐĞůĨ΁ ĂƐ ƉĂƌƚ ŽĨ Ă ƚƌŝƵŵƉŚĂŶƚ 

ideolŽŐǇ Žƌ Ă ƌĞƐƚŽƌĞĚ ƉĞŽƉůĞ͛͘20  In HĞŝĚĞŐŐĞƌ͛Ɛ own words, which begin to carry Melvillian 

connotations, the Dolphin ŝƐ ĚĞƐĐƌŝďĞĚ ĂƐ ďĞŝŶŐ ĂŶ ͚ĂƐǇůƵŵ ĨŽƌ ĚŝƐƚƌĞƐƐĞĚ ŚƵƐďĂŶĚƐ͛ Ă ͚ƌĞĨƵŐĞ͛ ĨŽƌ 

men who feel as if they have been by whatever means made outcasts from conventional mainland 

society.21  HŽǁĞǀĞƌ͕ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƵůƚŝŵĂƚĞ ǀŝƐŝŽŶ ŝƐ ŽĨ ĂŶ AŵĞƌŝĐĂ ĨƌĞĞ ĨƌŽŵ BƌŝƚŝƐŚ ƌƵůĞ͕ ƐŽ ŝŶ ƐŽŵĞ 

ways the Dolphin can be seen as a prototype state of his own making.  In Chapter XXVI, when Wilder 

questions the ability of Heidegger͛Ɛ ŵŽƚůĞǇ ĐƌĞǁ ƚŽ ĚĞĨĞĂƚ ƚŚĞ EŶŐůŝƐŚ ĨŽƌĐĞƐ ŝŶ ďĂƚƚůĞ͕ ƚŚĞ ‘ŽǀĞƌ 

                                                             
18

 Red Rover p10-11   
19

 ŝďŝĚ Ɖ͘ ϭϲϲ ͚TŚĞ ͞CĂƌŽůŝŶĞ͟ ŶŽǁ ůĂǇ ǁŝƚŚŝŶ Ă ĐĂďůĞ͛Ɛ ůĞŶŐƚŚ͛͘͘͘ Ɖ͘ϭϲϴ 
20

 EĚǁĂƌĚ “ĂŝĚ ͚‘ĞĨůĞĐƚŝŽŶƐ ŽŶ EǆŝůĞ͛ Ɖ͘Ϯϴϲ 
21

 Ibid p.86 
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ƌĞƐƉŽŶĚƐ ǁŝƚŚ ĂŶ ĂůŵŽƐƚ ƉŽĞƚŝĐĂů ĂĚǀŽĐĂƚŝŽŶ ŽĨ ŚŝƐ ĐƌĞǁ͛Ɛ ƐƵŝƚĂďŝůŝƚǇ ǁŚŝĐŚ ŝƐ ŝŶǀĞƐƚĞĚ ǁŝƚŚŝŶ ŝƚƐ 

cosmopolitan construction. 

 

 ͞“ĞĞ͊ HĞƌĞ ŝƐ Ă DĂŶĞ͕ ƉŽŶĚĞƌŽƵƐ ĂŶĚ ƐƚĞĂĚǇ ĂƐ ƚŚĞ ŐƵŶ Ăƚ ǁŚŝĐŚ I shall shortly 

place him.  You may cut him limb from limb, and yet will he stand like a tower, until the 

last stone of the foundation has been sapped.  And here, we have his neighbours, the 

Swede and the Russ, fit companions for managing the same piece; wŚŝĐŚ͕ I͛ůů ĂŶƐǁĞƌ͕ 

shall not be silent, while a man of them all is left to apply a match, or handle a sponge.  

Yonder is a square built athletic mariner, from one of the Free Towns.  He prefers our 

liberty to that of his native city; and you shall find that the venerable Hanseatic 

institutions shall give way sooner than he be known to quit the spot I give him to 

defend.   

 

 CŽŽƉĞƌ ĐŽŶǀĞǇƐ HĞŝĚĞŐŐĞƌ͛Ɛ ĐƌĞǁ ƚŚƌŽƵŐŚ Ă ĐŽůůĞĐƚŝŽŶ ŽĨ ĂĐĐĞƉƚĞĚ ŶĂƚŝŽŶĂů ĐĂƌŝĐĂƚƵƌĞƐ͕ ůŝŬĞ ƚŚĞ 

Scotsman depicted as Ă ͚ďŽŶǇ ŵŝƐĐƌĞĂŶƚ͕ ƚŚĂƚ ŚĂƐ Ă ůŽŽŬ ŽĨ ŐŽĚůŝŶĞƐƐ ŝŶ ƚŚĞ ŵŝĚƐƚ ŽĨ Ăůů ŚŝƐ ǀŝůůĂŝŶǇ͛ 

ƉĞƌƐƵĂĚĞĚ ƚŽ ũŽŝŶ ƚŚĞ ‘ŽǀĞƌ ƚŚƌŽƵŐŚ ͚ƚŚĞ ĂŵďŝƚŝŽŶ ŽĨ ďĞĐŽŵŝŶŐ ƌŝĐŚ͛.  Heidegger continues his 

speech by referring to some Englishmen enlisted within his ranks: 

 

Here, you see a brace of Englishmen; and, though they come from the island that I love 

so little, better men at need will not be often found.  Feed them, and flog them, and I 

pledge myself to their swaggering, and their courage.   

 

It is here where we start to get a view of the complicaƚŝŽŶƐ ŽĨ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ŽǁŶ ĂƵƚŚŽƌŝƚĂƌŝĂŶ ƌƵůĞ͘  

The fact that the Rover can command anybody from any walk of life, so long as he has the means of 

disciplining and imposing his will upon them.  It is through this that the cosmopolitan symbol of the 

Dolphin begins to gain uglier repercussions.   
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Despite claiming to honour the codes of a gentleman, there is an aggressive streak in 

HĞŝĚĞŐŐĞƌ͛Ɛ ŶĂƚƵƌĞ͕ ǁŚŝĐŚ ƉĞƌŚĂƉƐ ƌĞǀĞůƐ ƚŽŽ ŵƵĐŚ ŝŶ ǀŝŽůĞŶĐĞ ĨŽƌ ƚŚĞ ƚĂƐƚĞƐ ŽĨ CŽŽƉĞƌΖƐ ŽǁŶ 

genteel manner.  For example, we may obsĞƌǀĞ ĂƐ WŝůĚĞƌ ĚŽĞƐ͕ ƚŚĞ ŐƌŝŵŶĞƐƐ ŽĨ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŵŝůĞ 

after he confesses to the killing of his English superior.  Further demonstrating this dualism, 

HĞŝĚĞŐŐĞƌ͛Ɛ ĐĂďŝŶ ŝƐ ĚĞƐĐƌŝďĞĚ ĂƐ ďĞŝŶŐ ĚĞĐŽƌĂƚĞĚ ǁŝƚŚ ͚Ă ƐŝŶŐƵůĂƌ ĂĚŵŝǆƚƵƌĞ ŽĨ ůƵǆƵƌǇ ĂŶĚ ŵĂƌƚŝĂů 

preparĂƚŝŽŶ͛ ĂƐ ǁĞůů ĂƐ ƚŚĞ ͚ĨƌŽǁŶŝŶŐ ĂƉƉĞŶĚĂŐĞƐ ŽĨ ǁĂƌ͛͘22  It is necessary to note the similarities 

between the character of the Rover and Mr Gray from The Pilot since they are both characters 

defined by this uneasy dualism between noble motivation and tyrannical wrath.  As I discussed in the 

ƉƌĞǀŝŽƵƐ ĐŚĂƉƚĞƌ͕ ƚŚŝƐ ĚƵĂůŝƐŵ ƌĞƉƌĞƐĞŶƚƐ CŽŽƉĞƌ͛Ɛ ŽǁŶ ǁĂƌŝŶĞƐƐ ŽĨ ƚŚĞ ĚƌĂŵĂƚŝĐ ƐŽĐŝĂů ƵƉŚĞĂǀĂů ŽĨ 

a revolution and the potential of the so called liberators exerting their own form of tyranny over 

others.  Both characters exist as spirits of rebellion, to defy English rule, and whilst Gray claims 

ĞƋƵĂůŝƚǇ ƵƉŽŶ Ă ƵŶŝǀĞƌƐĂů ůĞǀĞů ĂƐ ͚Ă ĐŝƚŝǌĞŶ ŽĨ ƚŚŝƐ Žƌď͛ HĞŝĚĞŐŐĞƌ ŝƐ ƐŝŵŝůĂƌůǇ ͚Ă ŚƵŵďůĞ ƐĂƚĞůůŝƚĞ ŽĨ 

ƚŚĞ ŵŝŐŚƚǇ ƐƵŶ͛͘23  As Philbrick notes, Gray and Heidegger are both defined by an element of 

ƚƌĂŐĞĚǇ͕ ďĞŝŶŐ ǀŝĐƚŝŵƐ ͚ŽĨ ƚŚǁĂƌƚĞĚ ĂŵďŝƚŝŽŶ͛ ǁŚŝĐŚ ŚĂƐ ƌĞŶĚĞƌĞĚ ƚŚĞŵ ŽƵƚĐĂƐƚƐ ĨƌŽŵ ƐŽĐŝĞƚǇ ĂŶĚ Ăůů 

the more reactionary against the British.24   

The main difference between the two lone characters is that whilst Gray exists very much in 

the periphery as a lowly pilot, the Red Rover takes central stage since he is the captain of the ship.  

As a result, he holds the authority over every individual aboard his own ship of state and arguably his 

own tendency towards tyranny can be exercised.  In The Pilot, Gray is constantly moving behind the 

scenes to ensure American victory culminating in the one instance in which he demands to be 

obeyed (his ultimatum: ͚OŶĞ ǁŚŽ ŚĂƐ Ă ƌŝŐŚƚ ƚŽ ŽƌĚĞƌ͕ ĂŶĚ ǁŚŽ will ďĞ ŽďĞǇĞĚ͊͛Ϳ͘25  In contrast, 

Captain Heidegger assumes absolute power over his motley crew of freebooters.   

Another difference between the two characters ŝƐ ƚŚĂƚ ǁŚŝůƐƚ GƌĂǇ͛Ɛ ŵŽƚŝǀĂƚŝŽŶƐ ŝŶ ƚŚĞ ǁĂƌ 

ĂƌĞ ƋƵĞƐƚŝŽŶĂďůĞ͕ ƚŚĞƌĞ ŝƐ ŵŽƌĞ ƌĞĂƐŽŶ ďĞŚŝŶĚ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ĂŶƚŝ-Britishness.  Heidegger is infused 

                                                             
22

 ibid p.67 
23

 The Red Rover P.296 
24

 Philbrick Development of American Sea Fiction p.62 
25

 The Pilot p.332 
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with a sense of liberty and a weariness of British rule as he theorises on the nature of being merely a 

colonist.   

 

͞Iƚ ŝƐ Ă ĚŝƐŚĞĂƌƚĞŶŝŶŐ ƚŚŝŶŐ ƚŽ ďĞ ŶŽƚŚŝŶŐ ďƵƚ Ă ĚǁĞůůĞƌ ŝŶ Ă ĐŽůŽŶǇ͘  Iƚ ŬĞĞƉƐ ĚŽǁŶ ƚŚĞ 

pride and spirit of a man, and lends a hand in making him what his masters would be 

ŐůĂĚ ƚŽ ŚĂǀĞ Śŝŵ͘͟26 

 

HĞŝĚĞŐŐĞƌ͛Ɛ ƉƌŽďůĞŵ ĂƐ Ă ĐŽůŽŶŝƐƚ ŝƐ Ă ƐĞŶƐĞ ŽĨ ĚĞƚĂĐŚŵĞŶƚ ĨƌŽŵ ŝĚĞŶƚŝƚǇ͕ ǁŚŝĐŚ ƚŚƌĞĂƚĞŶƐ ŚŝƐ ŽǁŶ 

ŵĂƐĐƵůŝŶŝƚǇ͘  AƐ ŚĞ ƚĞůůƐ ƚŚĞ ŐŽǀĞƌŶĞƐƐ͕ ͞ǁĞ ůŝǀĞ ŝŶ Ă ǁŽƌůĚ͕ ĂŶĚ Ă ƚŝŵĞ͕ ǁŚĞŶ ŵĞŶ ĐĂŶŶŽƚ ďĞ ƐƵƌĞ 

even of ƚŚĞŵƐĞůǀĞƐ͛͘27  This only enforces the twinned themes of the quest for individual and 

ŶĂƚŝŽŶĂů ŝĚĞŶƚŝƚǇ ĂƐ ǁĞůů ĂƐ ĞǆƉůĂŝŶŝŶŐ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ĂƚƚƌĂĐƚŝŽŶ ƚŽ ĚĂŶŐĞƌ ĂŶĚ ŚŝƐ ƐƵŝƚĂďŝůŝƚǇ ƵƉŽŶ ƚŚĞ 

ever changing ocean.  In his own words, ƐƵƐƉĞŶƐĞ ͚ŬĞĞƉƐ ƚŚĞ ĨĂĐƵůƚŝĞƐ from dying, and throws a man 

upon the bĞƚƚĞƌ ƉƌŝŶĐŝƉůĞƐ ŽĨ ŚŝƐ ŶĂƚƵƌĞ͛; it is bǇ ƚŚŝƐ ƌĞĂƐŽŶŝŶŐ ͚ƚŚĞƌĞ ŝƐ ŝŶƚĞƌĞƐƚ ĞǀĞŶ ŝŶ Ă ŵƵƚŝŶǇ͛͘28  

Mutiny almost occurs aboard the Dolphin during Chapter XX when differences between individuals 

ǁŝƚŚŝŶ HĞŝĚĞŐŐĞƌ͛Ɛ ĐƌĞǁ and Wilder develop violently.  In a highly Byronic vision, the imposing yet 

romantic form of Rover appears upon deck.29 

 

One form, however, was to be distinguished from all around it, by the dignity of its mien 

and the air of authority that breathed even in the repose of its attitude.  It was the 

Rover, who stood alone, none presuming to approach the spot where he had chosen to 

plant his light but graceful and imposing person.  There was ever an expression of stern 

investigation in his quick wandering eye, as it roved from object to object in the 
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 The Red Rover P.132 
27

 ibid p.310 
28

 Red Rover p.290   
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 HĞŝĚĞŐŐĞƌ ŚĂƐ ďĞĞŶ ůŝŬĞŶĞĚ ƚŽ CŽŶƌĂĚ ŝŶ BǇƌŽŶ͛Ɛ The Corsair.  It seems peculiar that Cooper should include a 

BǇƌŽŶŝĐ ĐŚĂƌĂĐƚĞƌ ĞƐƉĞĐŝĂůůǇ ǁŚĞŶ ŵĂŶǇ ĞůŝƚŝƐƚƐ ĨĞĂƌĞĚ ƚŚĞ ĐŽƌƌƵƉƚŝŶŐ ŶĂƚƵƌĞ ŽĨ BǇƌŽŶ͛Ɛ ǁƌŝƚŝŶŐƐ ƉĂƌƚŝĐƵůĂƌůǇ ŽŶ 
the minds of women.  That said, tŚĞ ĚƌĂŵĂƚŝĐ ĐƌƵǆ ŽĨ BǇƌŽŶ͛Ɛ ƉŽƉƵůĂƌ ƉŽĞŵ ŝƐ ŚŽǁ ƚŚĞ ǀŝůůĂŝŶǇ ŽĨ ƚŚĞ ƉŝƌĂƚĞ͕ ŚŝƐ 
bitter war against men, becomes projected onto the feminine character of Gulnare and how Conrad has to 

come to terms with the female tyrant he has created.              
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equipment of the vessel; and at moments, as his loop appeared fastened on some one 

of the light fleecy clouds that floated in the blue vacuum above him, there gathered 

about his brow a gloom like that which is thought to be the shadowing of intense 

thought.30 

   

The Rover steps in to quell the disturbance and ends by recruiting Wilder as his second in command, 

ŚŝƐ ŽǁŶ ĂƵƚŚŽƌŝƚǇ ƵŶĐŽŶƚĞƐƚĞĚ ;͚ŚĞ ŶŽ ůŽŶŐĞƌ ƐĞĞŵĞĚ ƚŽ ĂƉƉƌĞŚĞŶĚ ƚŚĂƚ ŝƚ ǁĂƐ ƉŽƐƐŝďůĞ ĂŶǇ ƐŚŽƵůĚ 

ďĞ ďŽůĚ ĞŶŽƵŐŚ ƚŽ ĚĂƌĞ ƚŽ ƉůŽƚ ƚŚĞ ŽǀĞƌƚŚƌŽǁ ŽĨ ŚŝƐ ƉŽǁĞƌ͛Ϳ͘31  As Philbrick comments, the Rover 

͚ƌĞƐĞŵďůĞƐ Ă ƚƌĂŝŶĞƌ ŝŶ Ă ĐĂŐĞ ŽĨ ůŝŽŶƐ͛ ƌĞǀĞůůŝŶŐ ŝŶ ĚĂŶŐĞƌ ǁŚĞŶĞǀĞƌ ŝƚ ŵĂǇ ŽĐĐƵƌ͕ ĞƐƉĞĐŝĂůůǇ ŝĨ ŝƚ 

means he gets to project his own personality over others.32   

Nonetheless, as a result of his situation in 1759, Heidegger is a more acceptable hero than 

Gray since he is in essence an oracle, foretelling of a glorious war in which British rule in America is 

ended.  His wisdom is ultimately rewarded and he essentially serves as a character ahead of his time.  

AƐ PĞĐŬ ƐĂǇƐ ͚ŚĞ ŝƐ ĂŶ ŽƵƚůĂǁĞĚ ǀŝƐŝŽŶĂƌǇ͕ ǁŚŽ ĂůŽŶĞ͕ ƐĞĞƐ ƚŚĞ ĐŽƵƌƐĞ ŽĨ ŚŝƐƚŽƌǇ͛͘33  Whilst the ending 

of The Pilot awkwardly concludes the questionable life of Gray with a sense of purgatory, 

HĞŝĚĞŐŐĞƌ͛Ɛ ĚĞĂƚŚ ŝƐ Ă ŚĞƌŽŝĐ ĚĞŵŝƐĞ ĨŝƚƚŝŶŐ ŽĨ ƚŚĞ ĐŚĂƌĂĐƚĞƌ͛Ɛ ĂƌĐ.  His years of piracy, in which his 

sole reason for existence was to defy the English are at least justified by the Revolution and his 

honourable involvement within it.   

The genteel qualities of the Red Rover are also evidenced at many points throughout the 

novel, be it respect for his female captives or his admiration of Wilder.  In one of the many verbal 

ƐƉĂƌƌŝŶŐ ŵĂƚĐŚĞƐ ďĞƚǁĞĞŶ ƚŚĞ ƚǁŽ ĐŚĂƌĂĐƚĞƌƐ͕ ƚŚĞ ‘ŽǀĞƌ ƐƚĂƚĞƐ ƚŚĂƚ ͚ŽĂƚŚƐ ĂƌĞ ŵĂĚĞ ĨŽƌ ŵĞŶ ǁŚŽ 

ŶĞĞĚ ůĂǁƐ ƚŽ ŬĞĞƉ ƚŚĞŵ ƚŽ ƚŚĞŝƌ ƉƌŽŵŝƐĞƐ͛ ǁŚŝůƐƚ ŚĞ ŚŝŵƐĞůĨ ŶĞĞĚƐ ͚ŶŽ ŵŽƌĞ ƚŚĂŶ ƚŚĞ ĐůĞĂƌ ĂŶĚ 

                                                             
30 The Red Rover p.254 

31
 Ibid p.288 

32
 Philbrick p.71  

33
 John Peck Maritime Fiction p.92 
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ƵŶĞƋƵŝǀŽĐĂů ĂĨĨŝƌŵĂƚŝŽŶ ŽĨ Ă ŐĞŶƚůĞŵĂŶ͛͘34  His discourse with Wilder throughout much of the novel 

ďƌŝŶŐƐ ŽƵƚ ŵƵĐŚ ŽĨ HĞŝĚĞŐŐĞƌ͛Ɛ ŚƵŵĂŶŝƚǇ͘  “ŽŵĞƚŚŝŶŐ ƚŚĂƚ ǁĂƐ ƐŽŵĞǁŚĂƚ ůĂĐŬŝŶŐ in the cold 

mechanical characterisation of Gray. 

 

As with Griffith and Barnstable in The Pilot, Harry Wilder is a stock character of the romantic 

tradition, the young hero with which CŽŽƉĞƌ͛Ɛ ƌĞĂĚĞƌƐ ǁĞƌĞ ĨĂŵŝůŝĂƌ͘  HŽǁĞǀĞƌ ŚĞ ŝƐ ĐůĞĂƌůǇ 

distinguished from Griffith due to his situation in 1759.  He is not an outlaw nor is he a rebel; he 

upholds the law, though he exists in the secret world of espionage in the hunt for the eponymous 

Red Rover.  More importantly, Wilder is a British naval officer, though his face is marked by an 

͚ŝŶƚĞůůĞĐƚƵĂů ĞǆƉƌĞƐƐŝŽŶ͛ ƚŚĂƚ ĂĐĐŽƌĚŝŶŐ ƚŽ CŽŽƉĞƌ ǁĂƐ ďĞĐŽŵŝŶŐ Ă ĐŽŵŵŽŶ ƚƌĂŝƚ ŽĨ AŵĞƌŝĐĂŶ 

physiognomy.35  When James Grossman criticises the moral implications raised by the novel, namely 

͚ƚŚĞ ĂďŝůŝƚǇ ŽĨ ĚĞĐĞŶƚ ĂƚƚƌĂĐƚŝǀĞ ƉĞŽƉůĞ ƚŽ ĞŶŐĂŐĞ ŝŶ ĂŶ Ğǀŝů ůŝĨĞ͛ ŚĞ ŝƐ ŽĨ ĐŽƵƌƐĞ ƌĞĨĞƌƌŝŶŐ ƚŽ WŝůĚĞƌ͕ 

who is tasked with the job of hunting down a known pirate but is ultimately won over by the 

ĨƌĞĞďŽŽƚĞƌ͛Ɛ ĞƌƌĂŶƚ ĐŚĂƌŵ ĂŶĚ ĞŶůŝŐŚƚĞŶĞĚ political affiliations.36  

PŚŝůďƌŝĐŬ ůŝŬĞŶƐ WŝůĚĞƌ ƚŽ ƚŚĞ ͚ůĂǇ ĨŝŐƵƌĞƐ͛ ŽĨ MĂũŽƌ DƵŶĐĂŶ HĞǇǁĂƌĚ ĨƌŽŵ The Last of the 

Mohicans and Captain Duncan Uncas Middleton from The Prairie who come acrŽƐƐ ĂƐ ͚Ăůů ƵŶŝĨŽƌŵ 

and no brain͛ led like children through the forest or across the prairie by Bumppo until the last 

ĐŚĂƉƚĞƌ͕ ǁŚĞŶ ƚŚĞǇ ĐĂŶ ƌĞƚƵƌŶ ƚŽ ĐŝǀŝůŝǌĂƚŝŽŶ ǁŝƚŚ ƚŚĞŝƌ ĨĂŝŶƚŝŶŐ ďƌŝĚĞƐ͛͘37  However, we cannot write 

WŝůĚĞƌ͛Ɛ ĐŚĂƌĂĐƚĞƌ ŽĨĨ ĐŽŵƉůĞƚĞůǇ͕ ďecause existing in ͚Ă ƌĞĂůŵ ŽĨ ƐŽĐŝĂů ĂĐƚŝŽŶ͛ ƚŚĂƚ ŝƐ CŽŽƉĞƌ͛Ɛ 

ŽĐĞĂŶ͕ WŝůĚĞƌ ŚŽůĚƐ Ă ĐůĞĂƌ ĚŝƐƚŝŶĐƚŝŽŶ ŽǀĞƌ CŽŽƉĞƌ͛Ɛ ůĂǇ ĨŝŐƵƌĞƐ͕ ƉƌŽǀŝŶŐ ŚŝŵƐĞůĨ as a sailor upon the 

harsher elements of nature.38  Indeed this is partly the reason he is held in such high regard by an 

almost paternalistic Heidegger.              

                                                             
34

 ibid p.79 
35

 Red Rover p.16 
36

  James Fenimore Cooper: American Man of Letters (Toronto, William Sloane Associates 1949) p.59   
37

 Philbrick The Development of American Sea Fiction p.80 
38

 Franklin, Wayne The Early Years  (New Haven & London, Yale University Press, 2007)p.xxv 
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WŝůĚĞƌ͛Ɛ ǁŽƌƚŚ ŝƐ ƉƌŽǀĞŶ Ăƚ ĨƌĞƋƵĞŶƚ ƉŽŝŶƚƐ ŽĨ ƚŚĞ ŶŽǀĞů͕ ŚŝƐ ǀĞƌďĂů interactions with the many 

masquerades of the Rover within Newport harbour for example.  However, for every victory there 

seems to be a failure, particularly in the earlier half of the novel where he is working both for and 

ĂŐĂŝŶƐƚ ƚŚĞ ĞůƵƐŝǀĞ ƉŝƌĂƚĞ͛Ɛ ƉůŽƚƚŝŶŐ͕ ͚ƉƌŽĨŽƵŶĚůǇ͕ ŝŐŶŽƌĂŶƚ ŽĨ ƚŚĞ ŝŵŵĞĚŝĂƚĞ ŝŶƚĞŶƚŝŽŶƐ ŽĨ ƚŚĞ 

‘ŽǀĞƌ͛.39  This occurs most prominently in the scenes leading up to the mutiny aboard the doomed 

fated voyage of the Royal Caroline͕ ǁŚŝĐŚ ĐŽŶƐĞƋƵĞŶƚůǇ ůĞĂĚƐ ƚŽ WŝůĚĞƌ͛Ɛ ŝŶĨŽƌŵĂů ŝŶĐĂƌĐĞƌĂƚŝŽŶ 

ĂďŽĂƌĚ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ͘  WŝůĚĞƌ ŝƐ ŐŝǀĞŶ ĐŽŵŵĂŶĚ ŽĨ ƚŚĞ CĂƌŽůŝŶĞ ;ĂĨƚer the original commander is 

conveniently indisposed by injury), a vessel tasked with transporting the governess and her niece 

Gertrude Grayson down South.  Of course the ship has been marked for capture by the Rover and 

Wilder attempts everything in his power to stop this from happening.  In chapter VIII, Wilder tries to 

talk Wyllys and Gertrude from travelling aboard the Caroline, working both for and against the Rover 

as a secret agent, Wilder cannot tell the women that the ship may be captured by pirates, so instead, 

he tries to label the ship as unseaworthy, ĐŽŵŵĞŶƚŝŶŐ ƵƉŽŶ ƚŚĞ ŝŵƉĞƌĨĞĐƚŝŽŶƐ ŽĨ ƚŚĞ ƐŚŝƉ͛Ɛ ƌŝŐŐŝŶŐ 

;͚ŚĞƌ ƚŽƉ-ŐĂůůĂŶƚ ŵĂƐƚƐ ĂƌĞ ĨŝĚĚĞĚ ĂďĂĨƚ͛Ϳ40.  Unfortunately, his efforts are countered by the words of 

the old sailor known as Bob Bunt, who is revealed to be one of the many masquerades of the Red 

Rover.  As is often the case, when competing with the Red Rover, Wilder is inept and hopelessly 

unmatched.      

Upon leaving Newport, the Caroline is steered by an almost comically incompetent pilot who 

ƉƵƚƐ ƚŚĞ ǀĞƐƐĞů ŽŶ Ă ĐŽůůŝƐŝŽŶ ĐŽƵƌƐĞ ǁŝƚŚ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ͕ ǁŚŝĐŚ ůŝĞƐ ŽƵƚ ƚŽǁĂƌĚƐ ƐĞĂ͕ ĂŶĐŚŽƌĞĚ ĂŶĚ 

ƵŶŵĂŶŶĞĚ͘  WŝůĚĞƌ ƚĂŬĞƐ ĚĞĐŝƐŝǀĞ ĐŽŵŵĂŶĚ ŽĨ ƚŚĞ ‘ŽǇĂů CĂƌŽůŝŶĞ ďŽŽƚŝŶŐ ƚŚĞ ƐŚŝƉ͛Ɛ ŝůů-advised pilot 

from his duty.  Having instructed the inexperienced pilot to leave the ship and head back for shore, 

Wilder oversteps the bounds of maritime law (though avoiding disaster) and makes enemies with 

the crew who will mutiny against him in Chapter XVII.  Cooper, as I have made clear at the start of 

this chapter͕ ŚĂƐ ŵĂĚĞ ŵƵĐŚ ŽĨ ƚŚĞ ŝĚǇůůŝĐ ŶĂƚƵƌĞ ŽĨ ƚŚĞ ƐĂŝůŽƌ͛Ɛ ůŝĨĞ͕ ƚŚĞ ŵĞĚŝƚĂƚŝǀĞ ƋƵĂůŝƚŝĞƐ ŽĨ ƚŚĞ 

sea and such, but he also reveals the highly superstitious nature of the collective crew.  As Cooper 
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ŚŝŵƐĞůĨ ĐŽŵŵĞŶƚƐ͕ ƐƵƉĞƌƐƚŝƚŝŽŶ ŝƐ ͚Ă ƋƵĂůŝƚǇ ƚŚĂƚ ƐĞĞŵƐ ŝŶĚŝŐĞŶous to the ocean͛.41  CŽŽƉĞƌ͛Ɛ ĐĂƐƚ ŽĨ 

heroes, however, are usually exempt from this type of behaviour, being more susceptible to reason 

and scientific explanation to explain otherwise strange phenomena.  This occurs most singularly in 

Chapter XIV when a strange vessel is seen sailing in the distance with unnatural speed.  Wilder 

ŬŶŽǁƐ ƚŚĂƚ ŝƚ ŝƐ ƚŚĞ ‘ĞĚ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ ƐƉƵƌƌĞĚ ŽŶ ďǇ ƐƚƌŽŶŐ ǁŝŶĚƐ͕ ĂƐ Ă ƌĞƐƵůƚ ŽĨ ƚŚĞ ŽŶĐŽŵŝŶŐ ƐƚŽƌŵ͕ 

but his crew are taken in by the illusion of a phantom ship and so become entranced with a sense of 

͚ƐƵƉĞƌƐƚŝƚŝŽƵƐ ĂǁĞ͛͘42  WŚĞŶ ƚŚĞ ƐƚŽƌŵ ĚŽĞƐ ĐŽŵĞ͕ WŝůĚĞƌ ŚĂƐ ŶŽ ĐŚŽŝĐĞ ďƵƚ ƚŽ ŽƌĚĞƌ ƚŚĞ ƐŚŝƉ͛Ɛ 

ŵĂƐƚƐ ďĞ ĐƵƚ ƐŽ ĂƐ ƚŽ ĐŽŵďĂƚ ƚŚĞ ƚŚƌĞĂƚ ŽĨ ĐĂƉƐŝǌŝŶŐ͘  EĨĨĞĐƚŝǀĞůǇ Ă ĨůŽĂƚŝŶŐ ŚƵƐŬ͕ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ ͚ůŝŬĞ 

Ă ĚĂƌŬ ŝŵĂŐĞ͛ ƐƵĚĚĞŶůǇ ĞŶƚĞƌƐ ƚŚĞ Ɛcene, gliding by the Caroline, with sails intact with not a single 

member of the crew in sight, after which it disappears into the stormy mist.43  FŽƌ WŝůĚĞƌ͛Ɛ ĐƌĞǁ͕ ƚŚŝƐ 

ĂƉƉĂƌĞŶƚ ƐƵƉĞƌŶĂƚƵƌĂů ƉŚĞŶŽŵĞŶĂ ƐƉĂƌŬƐ ƚŚĞ ŵƵƚŝŶǇ͗ ͚ƐƵĐĐĞĞĚĞĚ ďǇ ŽŶĞ ƐŝŶŐůĞ ŵŽŵĞŶƚ ŽĨ 

breathless wavering silence among the crew; and then the common cry, and the general rush of 

ĞǀĞƌǇ ŵĂŶ ƵƉŽŶ ŽƵƌ ĚĞĨĞŶĐĞůĞƐƐ ĂŶĚ ƐŽůŝƚĂƌǇ ĂĚǀĞŶƚƵƌĞƌ͛͘44  LƵĐŬŝůǇ ĨŽƌ WŝůĚĞƌ͕ GĞƌƚƌƵĚĞ͛Ɛ ĨĞŵŝŶŝŶŝƚǇ 

;͚Ă ĨĞĂƌĨƵů ĐƌǇ͛Ϳ ŝƐ ĞŶŽƵŐŚ ƚŽ ƋƵĞůů ƚŚĞ ͚ƐĂǀĂŐĞ ŝŶƚĞŶƚŝŽŶƐ͛ Žf the mutineers, direct violence is avoided 

and the crew abandon ship, leaving Wilder with his women aboard the sinking ship.  Luckily, and as 

predicted, the next morning, they are intercepted and taken aboard the Dolphin, now captives of the 

Red Rover.  As a proving ground, the ocean tests Wilder, but in the tradition of ill fated literary 

voyages, everything that can go wrong does go wrong.  Equipped with a spooked and ultimately 

incompetent crew he does his utmost to defend the ship against the sheer awesome forces of 

nature, against which he is of course helpless.     

 The maritime drifter Harry Wilder is eventually made complete when he is correctly 

identified as Henry de Lacey in Chapter XXXI.  It almost seems disappointing for Cooper to adhere to 

the conventional romantic tradition after creating such a sea worthy character.  In terms of 

character͕ ƚŚĞ ŶĂŵĞ WŝůĚĞƌ ƌĞŐŝƐƚĞƌƐ ǁŝƚŚ ƚŚĞ ĐŚĂƌĂĐƚĞƌ͛Ɛ ŚĞƌŽŝƐŵ ĂƐ ĂŶ ŽƵƚůǇŝŶŐ supranational 
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presence upon the ocean, whilst comparatively, the effeminate naming of de Lacey seems to pander 

ƚŽǁĂƌĚƐ ƚŚĞ ĐŚĂƌĂĐƚĞƌ͛Ɛ ŶĞǁůǇ ĨŽƵŶĚ ƐƚĂƚƵƐ ŝŶ ƚŚĞ ƵƉƉĞƌ ĐůĂƐƐĞƐ ŽĨ ĐŝǀŝůŝƐĞĚ ƐŽĐŝĞƚǇ͘  IŶ Ă ŶŽǀĞů ǁŚĞƌĞ 

British autocracy is seen to be the enemy, it is strange that Wilder should be confirmed as the son of 

a nobleman, an Admiral of the British navy no less.  His marriage to Gertrude is once again 

symptomatic of the domestic qualification that is typical of British romances or how the English rose 

becomes a kind of highly sought after commodity that promotes social status.  It demonƐƚƌĂƚĞƐ ͚ƚŚĞ 

ĞǆĐůƵƐŝǀĞ ŶĂƚƵƌĞ ŽĨ ƚŚĞ ƉĂƚƌŝĂƌĐŚĂů ƉƌĞƌŽŐĂƚŝǀĞ͛ ĐŚĂŶŶĞůůŝŶŐ EŶŐůŝƐŚ ďůŽŽĚ ĨƌŽŵ ƚŚĞ ĨĂƚŚĞƌ through 

the daughter and hopefully into a worthy suitor.45  Iƚ ƐĞĞŵƐ ƚŚĂƚ CŽŽƉĞƌ͛Ɛ ŝŶŚĞƌĞŶƚ genteel 

sensibilities are impeding the revolutionary sentiment of the narrative, the very Americanness of the 

tale is complicated ďǇ WŝůĚĞƌ͛Ɛ ƚƌĂŶƐŝƚŝŽŶ ŝŶƚŽ DĞ LĂĐĞǇ.   

 

GĞƌƚƌƵĚĞ ŝƐ ͚ĐĞƌƚĂŝŶůǇ ǀĞƌǇ ƉƌĞƚƚǇ ĂŶĚ ƉƌŽƉĞƌ͕͛ ĞƐƐĞŶƚŝĂůůǇ ƉƌŽǀŝĚŝŶŐ Wilder with a conventional and 

happy ending͘  TŚĞ ͚ƚƌƵĞ ůŽǀĞ ƐƚŽƌǇ ŽĨ ƚŚĞ ŶĂƌƌĂƚŝǀĞ͕͛ ĂƐ “ƵƐĂŶ FĞŶŝŵŽƌĞ CŽŽƉĞƌ ƌĞǀĞĂůƐ ŝŶ ŚĞƌ ϭϴϲϭ 

preface, is between the common sailors Dick Fid and Scipio Africanus.46  In the previous chapter, I 

illustrated how Tom Coffin as a common sailor proved to be something of an outlier, becoming as 

PhilbrŝĐŬ ŶŽƚĞƐ ŽŶĞ ŽĨ CŽŽƉĞƌ͛Ɛ ͚ŝĚĞĂů ƐĞĂŵĞŶ͛͘  WŚŝůƐƚ͕ ĂƐ BĞƌŐĞƌ ĞŶƚŚƵƐĞƐ͕ CŽĨĨŝŶ͛Ɛ ƐƵƉƌĂŶĂƚŝŽŶĂůŝƚǇ 

ƚŚƌĞĂƚĞŶĞĚ ƚŽ ĐŽŵƉƌŽŵŝƐĞ ƚŚĞ ŶŽǀĞů͛Ɛ ŶĂƚŝŽŶĂůŝƐƚ ŶĂƌƌĂƚŝǀĞ͕ TŚĞ RĞĚ RŽǀĞƌ͛Ɛ common sailor pairing 

ĂƌĞ ŵŽƌĞ ƚŝŐŚƚůǇ ƚĞƚŚĞƌĞĚ ƚŽ ƚŚĞ ŶŽǀĞů͛Ɛ ƐƚƌƵĐƚƵƌĞ͘  Knowing Wilder to be of noble birth, they exist to 

function as guardians of their young master, and so adhere to a conventional class based hierarchy.47  

Wilder leads, and they follow.        

However, there is something radical about these characters, in that they are essentially a 

ŵƵůƚŝƌĂĐŝĂů ƉĂŝƌŝŶŐ͘  MƵĐŚ ůŝŬĞ IƐŚŵĂĞů ĂŶĚ QƵĞĞƋƵĞŐ͕ “͛ŝƉ ĂŶĚ FŝĚ ĨƵŶĐƚŝŽŶ ĂƐ Ă ƉĂŝƌ ŽĨ ďŝĐŬĞƌŝŶŐ 

bosom buddies.  Initially, Cooper presents the two characters almost as duplicates of one another, 
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both are of middle age and both appear aƐ ŝĨ ͚ĨƵƌŶŝƐŚĞĚ [by] the strongest proofs of long exposure to 

ƚŚĞ ƐĞǀĞƌŝƚǇ ŽĨ ĐůŝŵĂƚĞ͕ ĂŶĚ ƚŽ ŶƵŵďĞƌůĞƐƐ ƚĞŵƉĞƐƚƐ͛͘48  Dick Fid, in his mannerisms, echoes the 

ĐŽŵŵŽŶ ƐĂŝůŽƌƐ ŽĨ “ŵŽůůĞƚƚ ƐŚĂƌŝŶŐ ƚŚĞ ƚƌĂŝƚƐ ŽĨ ͚ĂƌŐƵŵĞŶƚĂƚŝǀĞ ĚŽŐŵĂƚŝƐŵ͕ ƐƵƉĞƌƐƚŝƚŝŽƵƐ ignorance, 

ĐĂƌĞĨƌĞĞ ŝƌƌĞƐƉŽŶƐŝďŝůŝƚǇ ĂŶĚ ďůŝŶĚ ŽďĞĚŝĞŶĐĞ ƚŽ ƚŚĞ ĐŽŵŵĂŶĚƐ ŽĨ ƐƵƉĞƌŝŽƌƐ͛͘49  HĞ ĂƌŐƵĞƐ ǁŝƚŚ “͛ŝƉ ŝŶ 

Ă ͚ŚĂƌƐŚ͕ ƉŽƐŝƚŝǀĞ ƚŽŶĞ͛ Ăƚ ŽŶĐĞ ĂƚƚĂĐŬŝŶŐ Śŝŵ ƵƉŽŶ ƌĂĐŝĂů ŐƌŽƵŶĚƐ ďƵƚ ĂůƐŽ ƌĞƐƉĞĐƚĨƵů ŽĨ ƚŚĞ ŵĂŶ͛Ɛ 

ƉƌŽǁĞƐƐ ĂƐ Ă ŵĂƌŝŶĞƌ ;͞TŚĞ LŽƌĚ ŵĂĚĞ Ă ŶŝŐŐer an unrational animal; and an experienced seaman, 

who has doubled both Capes, and made all the head-ůĂŶĚƐ ďĞƚǁĞĞŶ FƵŶĚǇ ĂŶĚ HŽƌŶ͟Ϳ͕ ǁŚŝĐŚ 

ĞůĞǀĂƚĞƐ “͛ŝƉ ŽǀĞƌ ŵŽƐƚ ŵĞŶ ŽĨ ŚŝƐ ƌĂĐŝĂů ƐƚĂŶĚŝŶŐƐ͘50  Ultimately, Fid is immensely respectful of his 

lifelong partner as he reveals to both the Rover and Mrs Wyllys: 

 

...although his colour is no whiter than the back of a whale, I care not who knows it, 

after master Harry, there is no man living who has an honester way with him, or in 

whose company I take greater satisfaction.51   

 

JĂŵĞƐ D͘ WĂůůĂĐĞ ůŝŬĞŶƐ ƚŚĞ ƉĂŝƌ ƚŽ CŽŽƉĞƌ͛Ɛ ŵŽƐƚ ĨĂŵŽƵƐ ŝŶƚĞƌƌĂĐŝĂů ĚƵŽ ŽĨ NĂƚƚǇ BƵŵƉƉŽ ĂŶĚ 

CŚŝŶŐĂĐŚŐŽŽŬ ŝŶ CŽŽƉĞƌ͛Ɛ Leather Stocking pentology, constantly debating on the most efficient 

ways of surviving against the overwhelming forces of nature.52  They are made equal by their 

situation and proximity to nature.      

Scipio, himself holds perhaps more relevance to the modern reader of The Red Rover since he 

is a black sailor who fulfils a prominent role within the narrative.  As Wallace says there is an 

ŝŶŚĞƌĞŶƚ ĚĂŶŐĞƌ ŝŶ ĐŽŵďŝŶŝŶŐ ƚŚĞ ǁŽƌĚƐ ͞ďůĂĐŬ͟ ĂŶĚ ͞ƐĂŝůŽƌ͟ ďĞĐĂƵƐĞ ƚŚĞǇ ĂƌĞ ͚ůŝŬĞůǇ ƚŽ ĞǀŽŬĞ 

ĨůŽŐŐŝŶŐ ĂŶĚ ŝŵƉƌĞƐƐŵĞŶƚ͛ ĞƐƉĞĐŝĂůůǇ ŝŶ ƌĞŐĂƌĚƐ ƚŽ ƚŚĞ ‘ŽǀĞƌ͕ ĐŚĂƌĂĐƚĞƌŝƐƚŝĐĂůůǇ ĂƌŵĞĚ ǁŝƚŚ Ă ǁŚŝƉ 
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and in command of an ex-slaver.53  In Chapter II, we ĂƌĞ ŝŶƚƌŽĚƵĐĞĚ ƚŽ “͛ŝƉ ĂƐ ŚĞ ĂƌƌŝǀĞƐ ŝŶ NĞǁƉŽƌƚ 

with Fid and Wilder.  

 

His features were more elevated than common; his eye was mild, easily excited to joy, 

like that of his companion somewhat humorous.  His head was beginning to be 

sprinkled with gray, his skin had lost the shining jet colour which had distinguished it in 

his youth, and all his limbs and movements bespoke a man whose frame had been 

equally indurated and stiffened by unremitting toil.54 

 

Wallace goes on to remind us that Cooper had included African American characters in earlier 

novels, characters such as Ceasar in The Spy and Agamemnon in The Pioneers.  However, whilst 

these ironically named characters serve only to add colour to their respected narratives, Wallace 

argues that Scipio is soŵĞƚŚŝŶŐ ŵŽƌĞ ƐƵďƐƚĂŶƚŝĂů͘  AůƚŚŽƵŐŚ ͚ŚĞ ŝƐ ĐŽŶǀĞŶƚŝŽŶĂůŝƐĞĚ ŝŶ ŵĂŶǇ ǁĂǇƐ͕ 

ƐƉĞĂŬŝŶŐ Ă ͞ƐƚĂŐĞ-ŶĞŐƌŽ͟ ĚŝĂůĞĐƚ ĂŶĚ ĚŝƐƉůĂǇŝŶŐ ĂŶ ƵŶǇŝĞůĚŝŶŐ ĚĞǀŽƚŝŽŶ ƚŽ WŝůĚĞƌ͕ “͛ŝƉ ĂůƐŽ ŚĂƐ ůĂƌŐĞƌ 

ĚŝŵĞŶƐŝŽŶƐ ŽĨ ƐƚƌĞŶŐƚŚ ĂŶĚ ŚĞƌŽŝƐŵ͛͘55  EĨĨĞĐƚŝǀĞůǇ CŽŽƉĞƌ͛Ɛ ďůĂĐŬ ƐĂŝůŽƌ ůŝĞƐ ďetween the two 

ĞǆƚƌĞŵĞƐ ŽĨ WŝůĚĞƌ͛Ɛ ŐĞŶƚŝůŝƚǇ ĂŶĚ ƚŚĞ ǁƌĂƚŚĨƵů ĨŽƌĐĞ ŽĨ HĞŝĚĞŐŐĞƌ ĂŶĚ ĐŽŵĞƐ ƚŽ ƌĞƉƌĞƐĞŶƚ ͚ŐƌŽǁƚŚ͕ 

ƌĞƐƉŽŶƐŝďůĞ ĐŚĂŶŐĞ͕ ĂŶĚ ƚƌĂŶƐĨŽƌŵĂƚŝŽŶ͛͘56  Whilst Cooper has Coffin make an active choice to go 

down with the Ariel͕ “ĐŝƉŝŽ͛Ɛ ĚĞŵŝƐĞ ĨƵůĨŝůƐ Ă more pivotal role within the narrative, certifying 

Wilder's birthright as Henry de Lacey in Chapter XXXI.   

 From an historical perspective, the black sailor was an instrumental part of the motley crew 

movement that rebelled against British authority throughout the Revolutionary era.  ͚‘ƵŶĂǁĂǇ 

slaves and free people of colour flocked to the ports in search of sanctuary and a money wage and 

ƚŽŽŬ ǁŽƌŬ ĂƐ ůĂďŽƵƌĞƌƐ ĂŶĚ ƐĞĂ ŵĞŶ͛ ǁŚŝůƐƚ ŐĂŶŐƐ ŽĨ ƐĂŝůŽƌƐ ǁĞƌĞ ŽŶůǇ ƚŽŽ ŚĂƉƉǇ ƚŽ ŝŶĚŽĐƚƌŝŶĂƚĞ 

                                                             
53

 Ibid p.86 
54

 Red Rover p.18 
55

 JĂŵĞƐ D͘ WĂůůĂĐĞ ͚TŚĞ BůĂĐŬ “ĂŝůŽƌ ĂŶĚ The Red Rover͛ Ɖ͘ϴϱ 
56

 Ibid p. 92   



Page 60 of 98 

 

excess slaves from overflowing plantations into their own forms of political protest.57  The 

involvement of African Americans at sea in many ways gave rise to the abolitionist movement.  

Olaudah Equiano͛Ɛ autobiographical slave narrative caused a stir in British society by illuminating the 

humanitarian crisis that was the slave trade.58  Equiano was responsible for bringing the case of the 

slave ship Zong to the forefront of British politics, an event where over a hundred shackled slaves 

were thrown overboard in an attempt for the ƐŚŝƉ͛Ɛ ŵĂƐƚĞƌƐ ƚŽ ĐůĂŝŵ ŝŶƐƵƌĂŶĐĞ on their cargo.                 

Cooper was clearly aligned with the abolitionist movement..  The Dolphin, is a converted 

slaver.  Seeing it from onboard the Caroline, Gertrude and Mrs Wyllys remark on the apparent 

beauty ŽĨ ƚŚĞ ǀĞƐƐĞů ;͚Iƚ ŝƐ ŝŶĚĞĞĚ Ă ďĞĂƵƚŝĨƵů ƐŚŝƉ͊͟ϭϱϴ͍Ϳ ďƵƚ ǁŚĞŶ WŝůĚĞƌ ƐƚĂƚĞƐ ƚŚĂƚ ŝƚ ŝƐ ŝŶ ĨĂĐƚ Ă 

slaver, it arouses a very different reaction from Gertrude. 

 

͞A ƐůĂǀĞƌ͊ HŽǁ ĚĞĐĞŝƚĨƵů ƚŚĞŶ ŝƐ Ăůů ŚĞƌ ďĞĂƵƚǇ ĂŶĚ ƐǇŵŵĞƚƌǇ͊  I ǁŝůů ŶĞǀĞƌ ƚƌƵƐƚ ƚŽ 

appearances aŐĂŝŶ͕ ƐŝŶĐĞ ƐŽ ůŽǀĞůǇ ĂŶ ŽďũĞĐƚ ĐĂŶ ďĞ ĚĞǀŽƚĞĚ ƚŽ ƐŽ ǀŝůĞ Ă ƉƵƌƉŽƐĞ͘͟59 

 

OŶĐĞ ĂŐĂŝŶ ƚŚŝƐ ŚŝŐŚůŝŐŚƚƐ Ă ƉƌŽďůĞŵ ǁŝƚŚ CŽŽƉĞƌ͛Ɛ ŵĂƌŝƚŝŵĞ ŶĂƚŝŽŶĂůŝƐŵ͕ ƐŝŶĐĞ ŚĞ ĐĂŶŶŽƚ ĐŽŶĚŽŶĞ 

the actions of the slave trade, despite the huge impact it had upon American maritime commerce 

and his own desires to unite the American people through maritime nationalism.   

PŚŝůďƌŝĐŬ ŚĂƐ ĐŽŵŵĞŶƚĞĚ ŽŶ ŚŽǁ CŽŽƉĞƌ͛Ɛ ƉŽƌƚƌĂǇĂů ŽĨ AŵĞƌŝĐĂŶ ƐŚŝƉƐ ĂƌĞ ŶŽƚ ŶĞĐĞƐƐĂƌŝůǇ 

chosen for their military might, but more for their speed and prowess upon the ŽĐĞĂŶ ;͚ƚŚĞ ƐŵĂůů͕ 

ƐǁŝĨƚ͕ ĂŶĚ ŐƌĂĐĞĨƵů ǀĞƐƐĞůƐ ŽĨ AŵĞƌŝĐĂ͛Ϳ͕ ŝŶ ĞĨĨĞĐƚ ƐĞƌǀŝŶŐ ĂƐ ƐǇŵďŽůƐ ŽĨ ĨƌĞĞĚŽŵ ĂŶĚ ŵŽĚĞƌŶŝƚǇ͘  60  As 

ǁĞůů ĂƐ ƚŚŝƐ͕ ĂƐ PĞĐŬ ƉƌŽĨĞƐƐĞƐ͕ CŽŽƉĞƌ͛Ɛ ƐŚŝƉƐ ĞǀŽŬĞ ƚŚĞ ĐŽŵƉĞƚŝƚŝǀĞ ĐĂƉŝƚĂůŝƐƚ ŶĂƚƵƌĞ ŽĨ AŵĞƌŝĐĂŶ 

maritime enterprise at this point in history, existing confidently in the shadow of the might of the 

BƌŝƚŝƐŚ ŶĂǀǇ ƚŚĞƌĞďǇ ĞŵƉŚĂƐŝƐŝŶŐ CŽŽƉĞƌ͛Ɛ ŝŶƐŝƐƚĞŶĐĞ ƵƉŽŶ ŵĂƌŝƚŝŵĞ ŶĂƚŝŽŶĂůŝƐŵ ŝŶ ĐŽŶũƵŶĐƚŝŽŶ ǁŝƚŚ 
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the accepted forms of English literature.  Whilst both these analogies can readily be applied to the 

schooner Ariel or The Water Witch, it works less well with The Red Rover since it is a slaver.  Peck 

ĞŶƚŚƵƐĞƐ ƚŚĂƚ ƚŚĞ ‘ŽǀĞƌ ŝƐ Ă ƐǇŵďŽů ŽĨ ĨƌĞĞĚŽŵ ͚ŝƚ ŝƐ ůŝŬĞ Ă ĚŽůƉŚŝŶ ĂƐ ŝƚ ĐƵƚƐ ƚŚƌŽƵŐŚ ƚŚĞ ǁĂƚĞƌ͕ ůŝŬĞ 

ĂŶ ĂŶŝŵĂƚĞĚ ďĞŝŶŐ͛ ĂůůƵĚŝŶŐ ƚŽ ƚŚĞ ĨĂĐƚ that it is a converted slaver, not a slaver by purpose and so 

reflective of a kind of greater change, an emblem of abolition.61  When we consider that in 1807 the 

BƌŝƚŝƐŚ ŚĂĚ ƉĂƐƐĞĚ ƚŚĞ AďŽůŝƚŝŽŶ ŽĨ ƚŚĞ “ůĂǀĞ TƌĂĚĞ AĐƚ͕ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ƐŚŝƉ ĂĐƚƐ ĂƐ Ă ůŝŶŐĞƌŝŶŐ reminder 

ŽĨ ƚŚĞ ĐŽŶƚŝŶƵĞĚ ĂĚŵŝŶŝƐƚƌĂƚŝŽŶ ŽĨ AŵĞƌŝĐĂ͛Ɛ ŽǁŶ ƌĞŐŝŵĞ ŽĨ ƐƵƉƉƌĞƐƐŝŽŶ͘  UŶĚŽƵďƚĞĚůǇ ƚŚŝƐ ĨƵƌƚŚĞƌ 

ŝůůƵƐƚƌĂƚĞƐ ƚŚĞ ŚǇƉŽĐƌŝƚŝĐĂů ƌĞƉĞƌĐƵƐƐŝŽŶƐ ŽĨ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ŽǁŶ ŝĚĞŽůŽŐǇ͕ ĂƐ ŚĞ ŝŶĐĞƐƐĂŶƚůǇ ĐŚĂŶƚƐ ƚŚĞ 

virtues of freedom and liberty.  As has already been seen, the Rover relishes in command of his ship, 

ƚŚĞ ďŽŶĚĂŐĞ ŽĨ ͚ƚŚĞ ŽƵƚĐĂƐƚƐ ŽĨ ƚŚĞ ĞĂƌƚŚ͛.        

The climax of the novel is undoubtedly the death of Scipio.  After the battle between the 

Dolphin and the Dart ĂŶĚ ŚĂǀŝŶŐ ĨŽƵŶĚ ŽƵƚ WŝůĚĞƌ͛Ɛ ƚƌƵĞ ŝĚĞŶƚity as an agent of the throne, 

Heidegger orders the trio to be hung as traitors.  Naturally, as the pirates approach the adventurers, 

Scipio dies in unflinching defence of Wilder, his partially clothed body victim to the sharp cutting 

ǁĞĂƉŽŶƐ ŽĨ ǁĂƌ͗ ͚ĞŵƉƚy handed he fought with his brawny arms, like one who despised the cuts, 

ƚŚƌƵƐƚƐ ĂŶĚ ĂƐƐĂƵůƚƐ͕ ŽĨ ǁŚŝĐŚ ŚŝƐ ĂƚŚůĞƚŝĐ ĨƌĂŵĞ ŝŵŵĞĚŝĂƚĞůǇ ďĞĐĂŵĞ ƚŚĞ ŚĞůƉůĞƐƐ ƐƵďũĞĐƚ͛͘62 

CŽŽƉĞƌ͛Ɛ ƚĂƐƚĞƐ ĂƌĞ ĂĚǀĞƌƐĞ ƚŽ ƐĐĞŶĞƐ ŽĨ ŽǀĞƌƚ ǀŝŽůĞŶĐĞ͕ ďƵƚ ŝŶ ƚŚŝƐ ƐĐĞŶĞ ŝŶ ƉĂƌƚŝĐƵůĂƌ ƚhere is an 

ĞŵƉŚĂƐŝƐ ƵƉŽŶ ƚŚĞ ŚŽƌƌŽƌ ŽĨ ǁĂƌ͕ ĂƐ WŝůĚĞƌ ŝƐ ͚ůĞĨƚ ƚŽ ŐĂǌĞ ŽŶ ƚŚĞ ǁƌĞĐŬ ŽĨ Ăůů ƚŚĞ ďŽĂƐƚĞĚ ƉŽǁĞƌƐ ŽĨ 

ŚŝƐ ĐƌƵŝƐĞƌ͕ ĂŶĚ ŽŶ ƚŚĂƚ ǁĂƐƚĞ ŽĨ ŚƵŵĂŶ ůŝĨĞ͛ ĂƐ ŵĞŶ ůĂǇ ĚĞĂĚ ͚ŝŶ ƚŚĞŝƌ ďůŽŽĚ͘͘͘ ǁŝƚŚ ƐƵĐŚ ŐůĞĂŵŝŶŐƐ ŽĨ 

ferocity on their countenances as plainly denoted that the current of their meditations was still 

ƌƵŶŶŝŶŐ ŽŶ ǀĞŶŐĞĂŶĐĞ͛͘63  The British are subject to an overwhelming defeat, and at the forefront of 

this scene is the form of the Rover, the survivors of battle existing purely at the mercy of his wrath; 

͚ƐŽ ĂďƐŽůƵƚĞ ΀ŝƐ΁ ŚŝƐ ƉŽǁĞƌ͛ ŚĞ ĞĨĨĞĐƚŝǀĞůǇ ĚĞĐŝĚĞƐ ǁŚŽ ůŝǀĞƐ ĂŶĚ ǁŚŽ ĚŝĞƐ͘64  
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DŝĐŬ FŝĚ͛Ɛ ƌĞĂĐƚŝŽŶ ƚŽ ŚŝƐ ƉĂƌƚŶĞƌ͛Ɛ ĚĞŵŝƐĞ ĐŽƵůĚ ĂůƐŽ ďĞ ƌĞĂĚ ĂƐ Ă ƐƚĂŶĚŽƵƚ ŵŽŵĞŶƚ͘  AĨƚĞƌ 

ůŝĨĞ ůĞĂǀĞƐ “ĐŝƉŝŽ͛Ɛ ďŽĚǇ ;͚ǁŝƚŚ Ă ĐŽŶǀƵůƐŝǀĞ ŵŽǀĞŵĞŶƚ ŽĨ ƚŚĂƚ ŚĞƌĐƵůĞĂŶ Ăƌŵ ǁŚich he had so lately 

and so successfully brandished in defence of his master, the limb stiffened and fell, though the eyes 

Ɛƚŝůů ĐŽŶƚŝŶƵĞĚ ƚŚĞŝƌ ĂĨĨĞĐƚŝŽŶĂƚĞ ĂŶĚ ŐůĂƌŝŶŐ ŐĂǌĞ ŽŶ ƚŚĂƚ ĐŽƵŶƚĞŶĂŶĐĞ ŚĞ ŚĂĚ ƐŽ ůŽŶŐ ůŽǀĞĚ͛Ϳ ƚŚĞ 

pirates move to throw the carcass overboard.65  In a defiant response, Fid lashes his own body with 

that of the black, effectively tying together living and dead, black and white, so that Cooper has at 

least created a lasting image of racial equality.  This, of course, is not enough to stop the bloodshed; 

ƚŚĞ ĨŝŶĂů ĂŶĚ ŵŽƐƚ ƉŝǀŽƚĂů ƉĂƌƚ ŽĨ “ĐŝƉŝŽ͛Ɛ ĚĞĂƚŚ ŝƐ ƚŚĞ ĐĞƌƚŝĨŝĐĂƚŝŽŶ ŽĨ WŝůĚĞƌ͛Ɛ ƚƌƵĞ ŝĚĞŶƚŝƚǇ ĂƐ ǁƌŝƚƚĞŶ 

ƵƉŽŶ Ă ĚŽŐ ƚĂŐ ĨŽƵŶĚ ƵƉŽŶ “͛ŝƉ͛Ɛ ďŽĚǇ͘66  In a rather bleakly humorous development of plot, the tag 

was taken from a dog aboard the ship Ark of Lynnhaven in which Wilder, as a baby, was found, an 

unfortunate canine who twenty-four years ago was killed and eaten by none other than Fid and 

Scipio to combat the risk of starvation.67  It is the dogtag that Mrs Wyllys recognises and she is thus 

finally made aware that Wilder is her long lost son.  With this sudden revelation, the fate of Fid and 

Wilder is secured, as the Rover cannot in good conscience have Wilder executed in front of his long 

lost mother, and this day of bloodshed comes to an end.   

  John Peck is critical of this scene, which seems to build to a point and ends rather 

anticlimactically in a style that is typical ŽĨ CŽŽƉĞƌ͛Ɛ ǁƌŝƚŝŶŐ.  At the point at which Wilder is about to 

be hung (perhaps rightfully depending on who we sympaƚŚŝƐĞ ǁŝƚŚͿ͕ HĞŝĚĞŐŐĞƌ ďĂĐŬƐ ĚŽǁŶ ͚ũƵƐƚ ĂƐ 

CŽŽƉĞƌ ŚŝŵƐĞůĨ ĂůǁĂǇƐ ƐĞĞŵƐ ƚŽ ďĂĐŬ ĚŽǁŶ Ăƚ ƐƵĐŚ ŵŽŵĞŶƚƐ͛͘68  The conclusion of the novel occurs 

very quickly leads to ͚ĂŶ ĞŶƚŝƌĞ ĐŚĂŶŐĞ͕ ŝŶ ƚŚĞ ƐĐĞŶĞ ĂŶĚ ĐŚĂƌĂĐƚĞƌ ŽĨ ŽƵƌ ƚĂůĞ͕͛ ǁŝƚŚ ƚŚĞ ‘ŽǀĞƌ 

                                                             
65

 ibid p.430 
66

 ŝďŝĚ Ɖ͘ϰϯϯ ƚŚĞ ƚĂŐ͛Ɛ ĞŶƐĐƌŝƉƚŝŽŶ ƌĞĂĚƐ ͚NĞƉƚƵŶĞ͕ ƚŚĞ ƉƌŽƉĞƌƚǇ ŽĨ PĂƵů ĚĞ LĂĐĞǇ͛͘ 
67

 It is in Chapter XXIV in which Fid and Scipio, rather than resorting to cannibalism by eating the baby Wilder 

ĚĞĐŝĚĞ ƚŽ ĞĂƚ ƚŚĞ ĚŽŐ ͞ǁĞ ŬĞƉƚ ŽƵƌ ƚĞĞƚŚ ũŽŐŐŝŶŐ ŽŶ ƚŚĞ ƐŬŝŶ ŽĨ ƚŚĞ ĚŽŐ͕ ƚŚŽƵŐŚ I ǁŝůů ŶŽƚ ƐĂǇ ƚŚĂƚ ƚŚĞ ĨŽŽĚ ǁĂƐ 
ŽǀĞƌ ƐĂǀŽƵƌǇ͘͟  Iƚ ƐĞĞŵƐ ƋƵŝƚĞ ůƵĚŝĐƌŽƵƐ ŚŽǁ WŝůĚĞƌ͛Ɛ ŶŽďůĞ ŝĚĞŶƚŝƚǇ is secured through the instinctive decision 

of Fid and Scipio.  Red Rover p.333 
68

 John Peck Maritime Fiction p.93 
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granting Wilder and his comrades freedom from their incarceration and more importantly the 

destruction of the Dolphin itself.69       

 

Suddenly a streak of flame flashed from her decks, springing fiercely from sail to sail.  A 

vast cloud of smoke broke out of the hull and then there came the deadened roar of 

artillery.  To this succeeded, for a time, the awful, and yet attractive spectacle of a 

burning ship.70  

 

WŝƚŚ ƚŚĞ ‘ŽǀĞƌ͛Ɛ ǀŽůƵŶƚĂƌǇ ĚĞƐƚƌƵĐƚŝŽŶ ŽĨ ƚŚĞ Dolphin, Cooper effectively washes his hands of 

HeidĞŐŐĞƌ͛Ɛ ƉŽƚĞŶƚŝĂůůǇ ŶŝŐŚƚŵĂƌŝƐŚ ƐƚĂƚĞ ĂŶĚ ŐƌŽŽŵƐ ƚŚĞ ĞǆŝůĞĚ ƚŽǁĂƌĚƐ ƚŚĞ ƉĂƚŚ ŽĨ ƌĞĚĞŵƉƚŝŽŶ͘  IŶ 

loosing Scipio, Wilder has effectively lost a member of his family, but obviously gains another 

through the discovery of his mother.  Most importantly the death of Scipio gives Wilder a place in 

conventional society, he marries Gertrude and as we see twenty years later, he has a son.  Any 

illusions of the supranational that Wilder had as a sailor upon the oceanic element are washed away 

as he takes his place within upper class society.   

 

TŚŝƐ͕ ŚŽǁĞǀĞƌ͕ ŝƐ CŽŽƉĞƌ͛Ɛ ŝŶƚĞŶƚŝŽŶ ǁŝƚŚ The Red Rover, a leaner novel that is preoccupied with the 

nationalist narrative, where the quest for individual identity is coupled with the gain of a national 

identity.  The Red Rover iƐ ĂƐ PŚŝůďƌŝĐŬ ƐĂǇƐ͕ ĚĞĨŝŶĞĚ ďǇ ƚŚĞ ĚŽŵŝŶĂƚŝŶŐ ƚŚĞŵĞ ŽĨ CŽŽƉĞƌ͛Ɛ ŶĂƵƚŝĐĂů 

ƚƌŝůŽŐǇ ǁŚĞƌĞ ƚŚĞ ͚ĨƌĞĞ ĂŶĚ ĚĂƌŝŶŐ ůŝĨĞ ŽĨ ƚŚĞ ƐĞĂ ďĞĐŽŵĞƐ ĞƋƵĂƚĞĚ ǁŝƚŚ ƚŚĞ ƉƌŽŵŝƐĞ ŽĨ ƉŽůŝƚŝĐĂů 

ŝĚĞŶƚŝƚǇ ĂŶĚ ůŝďĞƌƚǇ͕ ĂƐ ŝĨ ƚŚĞ ǀĂůƵĞƐ ŽĨ ƚŚĞ ƐĞĂŵĂŶ͛Ɛ ĐĂůůŝŶŐ ŶĞĐĞƐƐŝƚĂƚĞĚ ƚŚĞ ĞǀĞŶƚual self-realisation 

ŽĨ Ă ƉĞŽƉůĞ ƐŽ ƚŚŽƌŽƵŐŚůǇ ŵĂƌŝƚŝŵĞ ĂƐ ƚŚĞ AŵĞƌŝĐĂŶƐ͛͘71  WŝƚŚ ƚŚĞ ŶŽǀĞů͛Ɛ ĨŝŶĂů ĐŚĂƉƚĞƌ͕ NĞǁƉŽƌƚ ŚĂƐ 

been liberated by American forces, and where the Dolphin ǁĂƐ ŽŶĐĞ ĂŶĐŚŽƌĞĚ ƚŚĞƌĞ ŝƐ ͚Ă ŐĂůůĂŶƚ 

ĨƌŝŐĂƚĞ͛ ĨůǇŝŶŐ ͚Ă ĨůĂŐ ŽĨ ŝŶƚĞƌŵŝŶŐůĞĚ ĐŽůŽƵƌƐ͕ ĂŶĚ ďĞĂƌŝŶŐ Ă ĐŽŶƐƚĞůůĂƚŝŽŶ ŽĨ ďƌŝŐŚƚ ĂŶĚ ƌŝƐŝŶŐ ƐƚĂƌƐ͛͘  
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 Red Rover p.435 
70

 ibid p.437 
71

 Thomas Philbrick The Development of American Sea Fiction p.58 
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Heidegger has the flag he so long cherished.  It is a fitting end, after the awkward conclusion of The 

Pilot.  The Red Rover emphasises a sense of community compared to the sterility and sombreness of 

ƚŚĞ GƌŝĨĨŝƚŚ ŚŽŵĞƐƚĞĂĚ͘  Aůů ŵĂũŽƌ ĐŚĂƌĂĐƚĞƌƐ ŽĨ ƚŚĞ ŶŽǀĞů ĂƌĞ ƌĞƵŶŝƚĞĚ ǁŝƚŚŝŶ WŝůĚĞƌ͛Ɛ ŚŽŵĞƐƚĞĂĚ͘  

Aůů ƉƌŝŽƌ ĂĐƚŝŽŶƐ͕ ĨƌŽŵ ƚŚĞ ƉŝƌĂĐǇ͕ ƚŽ HĞŝĚĞŐŐĞƌ͛Ɛ ǁƌĂƚŚ͕ ƚŽ ƚŚĞ ĚŽƵďůĞ ĐƌŽƐƐŝŶŐ ĂƌĞ ƵůƚŝŵĂƚĞůǇ ũƵƐƚŝĨŝĞĚ 

in the formation of the new republic.   

DĞƐƉŝƚĞ CŽŽƉĞƌ͛Ɛ ŽǁŶ ĐŽŶǀŝĐƚŝŽŶƐ about his ƐĞĐŽŶĚ ƐĞĂ ŶŽǀĞů͕ ƐƵƉƉŽƐĞĚůǇ ͚ƚŚĞ ŵŽƐƚ ŵĂƌŝƚŝŵĞ 

ŶŽǀĞů ŽĨ EŶŐůŝƐŚ ůŝƚĞƌĂƚƵƌĞ͛ The Red Rover still adheres to the conservative rudiments of the genre of 

the historical romance.  It is still wary of the repercussions of the immense social upheaval of 

splitting from Great Britain and it is still in a sense fairly conservative in its focus.  Where the life of 

an American hero like Heidegger or Wilder are so actively displayed at sea, they are ultimately 

brought to a close within a domestic environment.  Mediation is controlled and the upper middle 

class social hierarchy is safely preserved.   



Charlie Phair   

Chapter 3. 

The Water Witch: The Hermaphrodite Brig  in a Hermaphrodite Novel.  

 
͞BƵƚ͕ “ŝƌ͕ ƚŚŝƐ ďƌŝŐĂŶƚŝŶĞ ĂŶĚ her character are little known to you.  We have no need of truant 

ĚĂŵƐĞůƐ͕ ƚŽ ůĞƚ ƵƐ ŝŶƚŽ ƚŚĞ ŵǇƐƚĞƌǇ ŽĨ ƚŚĞ ƐĞǆ͛Ɛ ƚĂƐƚĞ͖ ĨŽƌ Ă ĨĞŵĂůĞ ƐƉŝƌŝƚ ŐƵŝĚĞƐ Ăůů ŽƵƌ ŚƵŵŽƌƐ͕ 

and imparts something of her delicacy to all our acts, even though it be the fashion among 

ďƵƌŐŚĞƌƐ ƚŽ ĐĂůů ƚŚĞŵ ůĂǁůĞƐƐ͘͟ 

James Fenimore Cooper The Water Witch 1830
1
 

 

I ƌĞĨĞƌ ƚŽ CŽŽƉĞƌ͛Ɛ ƚŚŝƌĚ ƐĞĂ ŶŽǀĞů͕ The Water Witch as a hermaphrodite novel partly out of respect 

for ƚŚĞ ďƌŝŐĂŶƚŝŶĞ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ͘  TŚĞ ǀĞƐƐĞů ƉŝůŽƚĞĚ ďǇ ƚŚĞ ĨĂďůĞĚ Skimmer of the Seas is a ship 

of a dual construction that combines the strength of a military brig with the speed of a schooner and 

ŝƐ ƚŚƵƐůǇ ĚĞƐĐƌŝďĞĚ ĂƐ Ă ͚HĞƌŵĂƉŚƌŽĚŝƚĞ͛ ďƌŝŐ͕ ƉŽƐƐĞƐƐŝŶŐ ďŽƚŚ ŵĂƐĐƵůŝŶĞ ĂŶĚ ĨĞŵŝŶŝŶĞ ƋƵĂůŝƚŝĞƐ͘2  

Much like the ship itself, the novel is also of a dual construction, possessing literary qualities that we 

may also describe as feminine and masculine.  It is this aspect of the novel which Hugh Egan defines 

͚ŚŽǁ ƚŚĞ ŵĂŶůǇ ǁŽƌůĚ ŽĨ ƚŚĞ ƐĞĂ ĂŶĚ ƚŚĞ ĚŽŵĞƐƚŝĐ ǁŽƌůĚ ŽĨ ƚŚĞ ƐŚŽƌĞ ŝŶƚĞƌƉĞŶĞƚƌĂƚĞ͛ ƚŚĂƚ I ƐŚŽƵůĚ 

like to discuss within this chapter.3      

TŚĞ ůĂĐŬ ŽĨ ǁŝĚĞƐƉƌĞĂĚ ĐƌŝƚŝĐĂů ĂŶĂůǇƐŝƐ ŽĨ CŽŽƉĞƌ͛Ɛ ƐĞĂ ĨŝĐƚŝŽŶ ŝƐ ďŽƚŚ Ă ŚŝŶĚƌĂŶĐĞ ĂŶĚ ĂŶ 

ĂĚǀĂŶƚĂŐĞ ƚŽ ĂŶǇ ƐĐŚŽůĂƌ ŽĨ ƚŚĞ ͚AŵĞƌŝĐĂŶ “ĐŽƚƚ͛͘  YĞƚ͕ ǁŚŝůƐƚ ďŽƚŚ The Pilot and The Red Rover have 

shared a scattered and resurgent sense of interest through the decades, as represented by the 

ǁŽƌŬƐ ŽĨ PŚŝůďƌŝĐŬ͕ PĞĐŬ ĂŶĚ BĞƌŐĞƌ͕ CŽŽƉĞƌ͛Ɛ ƚŚŝƌĚ ŶŽǀĞů͕ The Water Witch has had considerably less 

analytical interest.  James Grossman labels The Water Witch ĂƐ ͚ĂďƐƵƌĚ͛ ǁŝƚŚ ƚŚĞ hermaphrodite brig 

                                                             
1
 James Fenimore Cooper The Water Witch, or, The Skimmer of the Seas: A Tale (reprint from the 1852 version 

of the novel as contained within the complete works of J. Fenimore Cooper in one volume ed. by George P. 

Putnam - The Michigan Historical Reprint series, printed in Great Britain 2007) p.186 
2 ͚Partaking of the double character of brig and schooner, the sails and spars of the forward-mast being of the 

former, while those of the after-mast were of the latter construction, seamen have given to this class of 

shipping the familiar name of HermaphrodiƚĞƐ͘  ͛The Water Witch p.168 
3
 HƵŐŚ EŐĂŶ ͚CŽŽƉĞƌ ĂŶĚ HŝƐ CŽŶƚĞŵƉŽƌĂƌŝĞƐ͛ in America and the Sea: A Literary History ed. by Haskell Springer 

(Athens and London, University of Georgia Press 1995) p.70 
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ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ ĐŽŵŝŶŐ ƚŽ ƐƚĂŶĚ ĂƐ ͚Ă ƐǇŵďŽů ŽĨ ƵŶƌĞĂůŝƚǇ͛͘4  Philbrick, as has been noted in the 

ƉƌĞǀŝŽƵƐ ĐŚĂƉƚĞƌ͕ ŚĂƐ ĂůƐŽ ĐŽŵŵĞŶƚĞĚ ŽŶ CŽŽƉĞƌ͛Ɛ ŝŶĐůƵƐŝŽŶ ŽĨ ƚŚĞ ĨĂŶƚĂƐƚŝĐĂů ŝŶ ŚŝƐ ŶŽǀĞů͕ ĚĞƉĂƌƚŝŶŐ 

͚ĨƌŽŵ ƚhe hypothetical norm represented by The Red Rover͛ ĂŶĚ ŶŽƚŝŶŐ ŚŽǁ ͚CŽŽƉĞƌ͛Ɛ ĐŽŶĐĞƌŶ ǁŝƚŚ 

the fictional representation of maritime activities is rivalled by his interest in re-creating the 

supernatural and dream-like mood of The Tempest and in rhetorical exƉĞƌŝŵĞŶƚĂƚŝŽŶ͛͘5  In his 

ƌĞƚƌŽƐƉĞĐƚŝǀĞ ƉƌĞĨĂĐĞ͕ CŽŽƉĞƌ ŶŽƚĞƐ ŚŽǁ ƚŚĞ ďŽŽŬ ŚĂĚ ƉƌŽǀĞŶ ƚŽ ďĞ ͚Ă ĐŽŵƉĂƌĂƚŝǀĞ ĨĂŝůƵƌĞ͕͛ ĂŶĚ 

whilst proclaiming in the third person that The Water Witch ŝƐ ͚ƚŚĞ ŵŽƐƚ ŝŵĂŐŝŶĂƚŝǀĞ ďŽŽŬ ĞǀĞƌ 

ǁƌŝƚƚĞŶ ďǇ ƚŚĞ ĂƵƚŚŽƌ͛ ŝƚƐ ŵĂŝŶ ĨĂƵůƚ ůĂǇ ŝŶ ͚ďůĞŶĚŝŶŐ ƚŽŽ ŵƵĐŚ ŽĨ ƚŚĞ ƌĞĂů ǁŝƚŚ ƚŚĞ ƉƵƌĞůǇ ŝĚĞĂů͛͘6  The 

ŶŽǀĞů ŐŽĞƐ ƚŽ ŐƌĞĂƚ ůĞŶŐƚŚƐ ŝŶ ĞƐƚĂďůŝƐŚŝŶŐ ͚ƚŚĞ ƌĞĂů͛ ƚŚƌŽƵŐŚ ŝƚƐ ƐĞƚƚŝŶŐ ǁŝƚŚŝŶ NĞǁ YŽƌŬ ŝŶ ƚŚĞ ĞĂƌůǇ 

years of the eighteenth century, but ultimately complicates it with the energy of high romance 

ƌĞƉƌĞƐĞŶƚĞĚ ďǇ ƚŚĞ ƐŵƵŐŐůĞƌ ďƌŝŐ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ, which brings an air of elusive gender in an 

otherwise highly masculinised environment.  

In her 1861 preface to the novel, Susan Fenimore Cooper outlines similar criticism of her 

ĨĂƚŚĞƌ͛Ɛ ƚŚŝƌĚ sea novel though identifying with an admirable romantic aesthetic in its use of 

landscape. 

 

This was rather a drama of the coast than a tale of the sea; the movements of the vessels being 

confined entirely to the waters connected with the harbour of New York.  If less brilliant than 

͞TŚĞ ‘ĞĚ ‘ŽǀĞƌ͕͟ ƚŚĞ ƐƉŝƌŝƚ ĂŶĚ ŝŶƚĞƌĞƐƚ ǁŚŝĐŚ ƉĞƌǀĂĚĞ ͞TŚĞ WĂƚĞƌ WŝƚĐŚ͟ ĂƌĞ Ɛƚŝůů ǀĞƌǇ ƐƚƌŝŬŝŶŐ͖ 

                                                             
4
 James Grossman James Fenimore Cooper: The American Man of Letters Series (Toronto, William Sloane 

Associates 1949) p.71 
5
 Thomas Philbrick James Fenimore Cooper and the Development of American Sea Fiction (Cambridge, 

Massachusetts, HĂƌǀĂƌĚ UŶŝǀĞƌƐŝƚǇ PƌĞƐƐ ϭϵϲϭͿ Ɖ͘ϱϱ CŽŽƉĞƌ͛Ɛ ĞǇĞ ĨŽƌ ĐŽŶƐŝƐƚĞŶƚ ŶĂƵƚŝĐĂů ƌĞĂůŝƐŵ that so 

marked both The Pilot and The Red Rover is less of a prominent concern in The Water Witch.  This can be read 

as Cooper pandering towards the tastes of the more common reader who found the nautical details slightly 

alienating through CŽŽƉĞƌ͛Ɛ ĚĞůŝŐht in the ͚ŵǇƐƚŝĨŝĐĂƚŝŽŶ ŽĨ ũĂƌŐŽŶ͛ ĂƐ GƌŽƐƐŵĂŶ ƉƵƚƐ ŝƚ͘  TŚŝƐ ŝƐ ŶŽƚ ƚŽ ƐĂǇ ƚŚĂƚ 
nautical practice is completely absent from the novel, more that Cooper found himself more flexible in use of 

his details in furthering the narrative in such a way that would make sense to the average reader though it 

ŵŝŐŚƚ ĐĂƵƐĞ ĂŶ ĞǆƉĞƌŝĞŶĐĞĚ ƐĞĂŵĂŶ ƚŽ ŐƌƵŵďůĞ͘  IŶ ϭϵϭϳ͕ ‘ŽďĞƌƚ NĞĞƐĞƌ͕ ƐĞĐƌĞƚĂƌǇ ŽĨ NĞǁ YŽƌŬ CŝƚǇ͛Ɛ ŶĂǀĂů 
society commented that Ăůů ͚ŝŶĐŝĚĞŶƚƐ ƉƌĞƐĞŶƚĞĚ ďǇ CŽŽƉĞƌ ĂƌĞ ŐŽŽĚ ĂŶĚ ƐŚŽǁ Ă ƚŚŽƌŽƵŐŚ ƚĞĐŚŶŝĐĂů 
knowledge͕ ǁŝƚŚ ƉĞƌŚĂƉƐ ĂůůŽǁĂďůĞ ĞůĞŵĞŶƚ ŽĨ ĞǆĂŐŐĞƌĂƚŝŽŶ͛͘  CŽŽƉĞƌ͛Ɛ SĞĂ TĂůĞƐ as found online at 

(http://external.oneonta.edu/cooper/articles/nyhistory/1917nyhistory-neeser.html) accessed upon the 8
th

 July 

2009    
6
 James Fenimore Cooper ͚preface͛ to The Water Witch 1852 edition ed. by George Putman  

http://external.oneonta.edu/cooper/articles/nyhistory/1917nyhistory-neeser.html
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there is an atmosphere of romance infused into the narrative, singularly different from the sober 

ĐŽůŽƌŝŶŐ ŽĨ PƵƌŝƚĂŶ ůŝĨĞ ŝŶ ͞TŚĞ Wish-ton-WŝƐŚ͘͟  Iƚ ŝƐ ƐƚƌŝŬŝŶŐůǇ ƉŝĐƚƵƌĞƐƋƵĞ ĂůƐŽ͕ ŵŽƌĞ ƐŽ ƚŚĂŶ 

most works from the same pen.  But on the other hand, there is less of high moral tone in the 

book than was usual with Mr. Cooper; it carries a carnival aspect about it; the shell was gay and 

brilliant, the kernel was less nourishing than usual.
7
  

 

AƐ GĞŽƌŐĞ DĞŬŬĞƌ ŶŽƚĞƐ͕ ƐŽ ƐƚƌŝŬŝŶŐ ǁĂƐ CŽŽƉĞƌ͛Ɛ ƌŽŵĂŶƚŝĐ ĐŽŶĐĞƉƚŝŽŶ ǁŝƚŚŝŶ The Water Witch that 

the New-YŽƌŬ MŝƌƌŽƌ ͚ĐŽƵŶƐĞůůĞĚ CŽŽƉĞƌ ƚŽ ĂďĂŶĚŽŶ ƐƵĐŚ ƉůŽĚĚŝŶŐ ƐƵďũĞĐƚƐ ĂƐ ĐŽůŽŶŝĂů NĞǁ YŽƌŬ 

and write a true romance ʹ ĂďŽƵƚ AŵĞƌŝĐĂŶ ďƵĐĐĂŶĞĞƌŝŶŐ ŝŶ ƚŚĞ WĞƐƚ IŶĚŝĞƐ͊͛͘8   

TŽ ĚĞĨŝŶĞ ƚŚĞ ĞŵƉŚĂƐŝƐ ƵƉŽŶ ͚ƚŚĞ ƉƵƌĞůǇ ŝĚĞĂů͛ ŝƚ ŝƐ ŶĞĐĞƐƐĂƌǇ ƚŽ ĞŵƉŚĂƐŝƐĞ ƚŚĞ ĞĨĨĞĐƚ ŽĨ Italy 

upon the mind of the author.  First published in Germany in 1830, The Water Witch was written 

whilst Cooper was residing in Italy.  Cooper and his family had left the United States for France in 

1826, a migration that he and his wife had planned since the release of The Pioneers in 1823.9  

Abroad, as Allan M. Axelrad has stated, Cooper ĐŽƵůĚ ĞŶũŽǇ ͚ŚŝƐ ǁŝĨĞ͛Ɛ ĐŽŵƉĂŶŝŽŶƐŚŝƉ͛ ĂƐ ǁĞůů ĂƐ ĂŶ 

ĂƌƌĂǇ ŽĨ ͚ĐŽƐŵŽƉŽůŝƚĂŶ ĐŽŶǀĞŶƚŝŽŶƐ͛ ďƵƚ ƉĞƌŚĂƉƐ ŵŽƐƚ ŝŵƉŽƌƚĂŶƚ ǁas the celebrity status of being a 

widely read American author in Europe.10  Although writing to supposedly collect and unify the 

minds of the American people, Cooper was widely read across Europe to the point of 

                                                             
7
 Susan Fenimore Cooper - Pages and Pictures from the Writings of James Fenimore Cooper (New York W.A. 

Townsend and Co. 1861 ) p231.   
8
 GĞŽƌŐĞ DĞŬŬĞƌ ͚IŶƚƌŽĚƵĐƚŝŽŶ  ͛ƚŽ James Fenimore Cooper: The Critical Heritage (London And Boston, 

Routledge & Kegan Paul 1973) p.9 
9
 MĂǆ I͘ BĂǇŵ ŐŝǀĞƐ ŵŽƌĞ ĚĞƚĂŝů ŽĨ CŽŽƉĞƌ͛Ɛ EƵƌŽƉĞĂŶ ƚƌĂǀĞůƐ ͗ ͚OŶ JƵůǇ ϭϴ͕ 1826, Fenimore Cooper arrived in 

France and after a two year stay there he crossed the Alps to spend the Winter and Spring in Florence and its 

vicinity.  In the summer of 1829 he sailed down to the coast of Naples.  A three-month stay in Sorrento 

followed.  Then, after spending the winter of 1829-30 in Rome, he resorted to Venice during the spring.  

Thence he journeyed to Munich by the Tyrol and finally settled down in Dresden.  While there the July 

Revolution broke out in Paris, but this did not deter him from making that city his residence until his return to 

AŵĞƌŝĐĂ ŝŶ ϭϴϯϯ͛ - The Odyssey of The Water Witch and a Susan Fenimore Cooper Letter first published in New 

York History, Vol.II, No.1 (January 1970) p.33-41 ʹ availible online at the James Fenimore Cooper Society 

Website  http://external.oneonta.edu/cooper/articles/nyhistory/1970nyhistory-baym.html#note* accessed 

(4
th

 July 2009) 
10

 Allan M. Axelrad ͚TŚĞ SŚŽĐŬ ŽĨ ‘ĞĐŽŐŶŝƚŝŽŶ͗ TǁĂŝŶ ĂŶĚ LĂǁƌĞŶĐĞ ‘ĞĂĚ CŽŽƉĞƌ͛ ŝŶ Reading Cooper, Teaching 

Cooper ed. by Jeffrey Walker (New York, AMS Press, 2007) p.59 



Page 68 of 98 

 

͚CŽŽƉĞƌŵĂŶŝĂ͛͘11  TŚŝƐ ŵŝŐƌĂƚŝŽŶ ŵĂƌŬƐ Ă ĚĞĨŝŶŝŶŐ ƚƌĂŶƐŝƚŝŽŶ ƉĞƌŝŽĚ ŝŶ ƚŚĞ ŶŽǀĞůŝƐƚ͛Ɛ ůŝĨĞ ĂŶĚ ůŝƚĞƌĂƌǇ 

career.12  As Franklin says, Cooper would return to American shores in 1833 a decidedly different 

ƉĞƌƐŽŶ͖ ͚ƐŚĂƌƉĞƌ ĐƵůƚƵƌĂůůǇ͕ ĚĞĞƉĞƌ ƉŽůŝƚŝĐĂůůǇ͛ ĂŶĚ ͚ƐŚƌĞǁĚĞƌ ;ŝĨ ŶŽƚ ǇĞƚ ĐǇŶŝĐĂůͿ ŝŶ ŵŽƌĂů ƚĞƌŵƐ͛ ƚŽ 

the point in which there can be observed a visible split between man and country.    

Although The Water Witch is set around the shores of Staten Island and deeply entrenched 

within the localised history of eighteenth century America, Susan Fenimore Cooper gives the 

impression of the novel being more a product of the Italian lanĚƐĐĂƉĞ͖ ƚŚĞ ŶŽǀĞů͛Ɛ ǀĞƌǇ ĐƌĞĂƚŝŽŶ ŝƐ 

ƐĂŝĚ ƚŽ ŚĂǀĞ ďĞĞŶ ŝŶƐƉŝƌĞĚ ďǇ ͚ƚŚĞ ƐŝŐŚƚ ŽĨ ƚŚĞ MĞĚŝƚĞƌƌĂŶĞĂŶ͛͘13  The small villages and country 

ŚŽƵƐĞƐ͕ ůŝƚĞƌĂůůǇ ĐůŝŶŐŝŶŐ ƚŽ ƚŚĞ ĚƌĂŵĂƚŝĐ ƌŽĐŬǇ ƐĐĞŶĞƌǇ ŽĨ ƚŚĞ IƚĂůŝĂŶ ĐŽĂƐƚ ŝŵƉůŝĞĚ ƚŚĞ ͚ĞǆƚƌĞŵĞ 

watchfulness of [the] EƵƌŽƉĞĂŶ ŐŽǀĞƌŶŵĞŶƚƐ ŽŶ ƉŽŝŶƚƐ ĐŽŶŶĞĐƚĞĚ ǁŝƚŚ ĐƵƐƚŽŵƐ͛ ĂŶĚ ƌŽƵƐĞĚ ƚŚĞ 

exciting possibilities of the addition of a smuggler craft to the novel.14  In spirit, it is not difficult to 

associate The Water Witch ǁŝƚŚ ƚŚĞ ŶŽǀĞůŝƐƚ͛Ɛ temporal residence within the Villa Tasso in Sorrento 

which overlooked the Bay of Naples and Mount Vesuvius.  CŽŵƉĂƌĞĚ ƚŽ ƚŚĞ ͚ŐƌĞĞŶƐ ĂŶĚ ŐƌĞǇƐ ŽĨ ƚŚĞ 

AŵĞƌŝĐĂŶ ĐŽĂƐƚůŝŶĞ͕͛ CŽŽƉĞƌ ĨŽƵŶĚ ƚƌĞŵĞŶĚŽƵƐ ĂĞƐƚŚĞƚŝĐ ƐĂƚŝƐĨĂĐƚŝŽŶ ŝŶ ͚ƚŚĞ ƉƵƌƉůĞ ĂŶĚ ďůƵĞ͛ ŽĨ ƚŚĞ 

Italian coastline.15  Axelrad has gone so far as to say that this picturesque location from which 

CŽŽƉĞƌ͛Ɛ ƚŚŝƌĚ ŶĂƵƚŝĐĂů ƌŽŵĂŶĐĞ ǁĂƐ ǁƌŝƚƚĞŶ ǁĂƐ ͚ĂŶ ĂĞƐƚŚĞƚŝĐ ĞƉŝƉŚĂŶǇ͛ ĨŽƌ ƚŚĞ ŶŽǀĞůŝƐƚ ĂƐ ͚Ă 
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 Following The Pioneers and The Last of the Mohicans, Cooper enjoyed much popularity throughout Europe, 

ŝŶ Ă ƉƌŽĐĞƐƐ ĚĞĨŝŶĞĚ ďǇ ‘ĂǇ AůůĞŶ BŝůůŝŶŐƚŽŶ ĂƐ ͚CŽŽƉĞƌŵĂŶŝĂ͛͘  PŽƉƵůĂƌ ŝŶ FƌĂŶĐĞ͕ BƌŝƚĂŝŶ ĂŶĚ ‘ƵƐƐŝĂ CŽŽƉĞr 

was the most translated author in Germany. Ray Allen Billington Land of Savagery; Land of Promise: The 

European Image of the American Frontier in the Nineteenth Century (Ney York; London, W.W Norton 1981) 

p.30-32_ 
12

 Along with his tales regarding the Indian, the settler and the sailor Helen Phinit-Akson has suggested a 

ĨŽƵƌƚŚ ĐĂƚĞŐŽƌǇ ǁŝƚŚŝŶ CŽŽƉĞƌ͛Ɛ ĐĂŶŽŶ ƚŚĂƚ ƐƉĞĐŝĨŝĐĂůůǇ ĚĞĂůƐ ǁŝƚŚ ƌĞůŝŐŝŽŶ ;͚ŚŝƐ ƐƉŝƌŝƚƵĂů ǀŝƐŝŽŶ ŽĨ ŵĂŶ͛Ɛ 
responsibility as a finite creature in an ŝŶĨŝŶŝƚĞ ƵŶŝǀĞƌƐĞ͛Ϳ ĂŶĚ ŝƐ ƉƵƌĞůǇ ŝŶƐƉŝƌĞĚ ďǇ ƚŚĞ ĂƵƚŚŽƌ͛Ɛ ƚŝŵĞ ƐƉĞŶƚ ŝŶ 
Europe and his fond appreciation of Renaissance art and architecture.  This fourth category comprises of eight 

books that span the course of his literary career from The Wept of Wish-Ton-Wish to The Sea Lions.  Ritual and 

Aesthetic: The Influence of Europe upon the Art of James Fenimore Cooper (Bangkok, Thammasat University 

press, 1976) 
13

 Susan Fenimore Cooper Pages and Pictures, preface to The Water Witch Ɖ͘ϮϮϮ  ͚TŚĞ ƐŝŐŚƚ ŽĨ ƚŚĞ 
MĞĚŝƚĞƌƌĂŶĞĂŶ͕ ĞŶũŽǇĞĚ ĚƵƌŝŶŐ ƚŚĞ ǁŝŶƚĞƌ ũŽƵƌŶĞǇ ƚŽ MĂƌƐĞŝůůĞƐ͕ ŚĂĚ ƐƵŐŐĞƐƚĞĚ ƚŚĞ ŝĚĞĂ ŽĨ ĂŶŽƚŚĞƌ ƐĞĂ ƚĂůĞ͛͘   
14

 Ibid p.229 
15

 Brooks, Van Wyck The Dream of Arcadia American Writers and Artists in Italy 1760-1915 (New York, E.P. 

Dutton & Co. 1958)p.59 
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ůŝƚĞƌĂƌǇ ůĂŶĚƐĐĂƉĞ ĂƌƚŝƐƚ͛͘16  In such a way, The Water Witch reflects the potential realisation of the 

EƵƌŽƉĞĂŶ ůĂŶĚƐĐĂƉĞ͕ ͚ďůĞƐƐĞĚ͕͛ ĂƐ AǆĞůƌĂĚ ƐƵŐŐĞƐƚƐ͕ ͚ǁŝƚŚ ƉŝĐƚƵƌĞƐƋƵĞ ĂƐƐŽĐŝĂƚŝŽŶƐ͕ ǀĞƌƚŝĐĂů ĨĞĂƚƵƌĞƐ͕ 

[that were] well suited to the gothic mode -- ƵŶůŝŬĞ ŚŝƐ ŽǁŶ ůĂŶĚ͛ ŽĨ NĞǁ EŶŐůĂŶĚ͘17  Unusually, the 

AůĚĞƌŵĂŶ͛Ɛ ŚŽůŝĚĂǇ ƌĞƚƌĞĂƚ͕ TŚĞ LƵƐƚ ŝŶ ƚŚĞ ‘ƵƐƚ͕ ŝs located in a similar scenic setting off the coastline 

ŽĨ ƚŚĞ HƵĚƐŽŶ͖ ŽĨ ĐŽƵƌƐĞ͕ ƚŚĞ ŶĂƚƵƌĂů ďĞĂƵƚǇ ŚŝĚĞƐ ƚŚĞ ƉƌĂĐƚŝĐĂů ƉƵƌƉŽƐĞ ŽĨ ƚŚĞ ǀŝůůĂ͛Ɛ ůŽĐĂƚŝŽŶ ǁŚŝĐŚ 

allows the Dutch trader to conduct illegal business with the smugglers.18  Furthermore, the villa 

represents the cosmopolitan aspect of the novel in the fact that we have characters of European and 

African extraction.  Akin to The Tempest, the novel looks eastward to Europe and effectively 

becomes an international novel that happens to be set on Long Island.19     

Discussion of this novel lies within this dynamic between the real and the purely ideal.  Cooper 

is still writing in the vein of the historical romance, but his attachment to nautical romance 

dominates the historical context he attempts to establish.  It is a reversal of what we have seen in 

The Pilot and The Red Rover. The Water Witch is essentially a retelling of The Red Rover with a similar 

quest for identity through a sense of establishing some form of political independence.  Effectively 

told in a timeframe ǁŚĞŶ ƚŚĞ ͚ƌĞĂůŝƚǇ͛ ŽĨ ĞǀĞƌǇĚĂǇ ůŝĨĞ ǁĂƐ directly ĂƐƐŽĐŝĂƚĞĚ ǁŝƚŚ BƌŝƚŝƐŚ ƌƵůĞ͕ ͚ǁŚĞŶ 

ďĞŝŶŐ Ă ŐŽŽĚ AŵĞƌŝĐĂŶ ŵĞĂŶƚ ďĞŝŶŐ Ă ŐŽŽĚ EŶŐůŝƐŚŵĂŶ͛͘20  The main difference that distinguishes 
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  ͚IĨ CŽŽƉĞƌ -- as a literary landscape artist -- had an aesthetic epiphany, it happened in Italy at the Bay of 

Naples: perhaps under a sudden spell of extraordinary enchantment, like that sunset on the Island of Ischia; or, 

perhaps more gradually in a splendid every day setting such as Villa Tasso's in Sorrento where he lived. It was 

on the terrace of the villa, perched romantically on a cliff -- with a fabulous view of the Bay of Naples -- that 

most of The Water-Witch was written (p.ϴͿ͛͘  AůůĂŶ M͘ AǆĞůƌĂĚ ͚EƉŝƉŚĂŶǇ Ăƚ IƐĐŚŝĂ͗ TŚĞ EĨĨĞĐƚ ŽŶ IƚĂůǇ ŽŶ JĂŵĞƐ 
FĞŶŝŵŽƌĞ CŽŽƉĞƌ͛Ɛ LŝƚĞƌĂƌǇ LĂŶĚƐĐĂƉĞ PĂŝŶƚŝŶŐ͛ ĂƐ ƉƵďůŝƐŚĞĚ ǁŝƚŚŝŶ James Fenimore Cooper: His Country and 

His Art Vol. 1 No. 9 (1993) p.1-27 available from the James Fenimore Cooper Society website  
17 Ibid p.8 As a most valuable note, Axelrad marks The Water Witch as distinct from The Red Rover͗ ͚TŚĞ ŝŶŝƚŝĂů 
books he published while living in Europe -- Prairie (1827), Red Rover (1827), Notions of the Americans (1828), 

Wept of Wish-ton-Wish (1829) -- had New World settings, as in part did Water-Witch. But also partly set 

abroad, Water-Witch sharply distinguished between America's "new," low lying, densely forested coast, and 

Italy's, which "teems with the recollections of three thousand years," backed by "ragged and rocky mountains, 

with the indescribable play of golden and rosy light upon their broken surfaces." Unmindful that he had just 

begun to differentiate, Cooper stated that only those with "fertile brains" would fail to sĞĞ ƚŚĞ ĚŝĨĨĞƌĞŶĐĞ͘  ͛  
18

 ͚There was a young moon, and a firmament glowing with a myriad of stars.  The light was shed softly on the 

water, though here and there the ocean glittered with its rays͛.  The Water Witch p.82 
19

 Kay Seymour House, CŽŽƉĞƌ͛Ɛ AŵĞƌŝĐĂŶs (Ohio State University Press 1965) p.97 
20

 HƵŐŚ EŐĂŶ ͚CŽŽƉĞƌ ĂŶĚ HŝƐ CŽŶƚĞŵƉŽƌĂƌŝĞƐ͛ p.70 
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The Water Witch ŽǀĞƌ CŽŽƉĞƌ͛Ɛ ƉƌĞǀŝŽƵƐ ƐĞĂ ŶŽvels is the theme of elusive gender, where femininity 

plays a larger role within the narrative and is not necessarily confined to the homestead.     

One of the defining characteristics of The Water Witch, is as Philbrick has commented, how 

͚ƚŚĞ ĐŚĂƌĂĐƚĞƌŝǌation of ships reaches its fulleƐƚ ĚĞǀĞůŽƉŵĞŶƚ͕͛ ƚŚĞ ďƌŝŐ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ ƐƵŐŐĞƐƚŝŶŐ 

an air of feminine freedom: 

 

The brigantine pursues no set purpose but ranges the seas at the whim of her 

commander, defying the rules and conventions of society.  She is resourceful, 

independent, spirited, daring ʹ everything that orthodox criticism finds wanting in 

CŽŽƉĞƌ͛Ɛ ĨĞŵĂůĞ ĐŚĂƌĂĐƚĞƌƐ͘ 21 

 

Within this chapter I should like to build upon this, since in light of contemporary criticism of Cooper 

and especially in regards to The Water Witch ŝƚƐĞůĨ͕ CŽŽƉĞƌ͛Ɛ ďŝŶĂƌŝĞƐ ŽĨ ŐĞŶĚĞƌ ĂƌĞ ŶĞǀĞƌ ĂƐ ĐůĞĂƌ ĐƵƚ 

as Philbrick makes out and this very much complicates the transatlantic situation that was perhaps 

easier to read in both The Pilot and The Red Rover.  I would also go on to suggest that more of 

CŽŽƉĞƌ͛Ɛ ŶĂƵƚŝĐĂů ƚƌŽƉĞƐ ƌĞĂĐŚ Ă ĨƵůůĞƌ ƐĞŶƐĞ ŽĨ ĚĞǀĞůŽƉŵĞŶƚ͖ ĨƌŽŵ ƚŚĞ ďĂŶĂů ŵŝĚĚůĞ ŚĞƌŽ ŽĨ LƵĚůŽǁ͕ 

to Seadrift, the woman in disguise, and finally the fabled Skimmer of the Seas himself, the godlike 

Tom Tiller.  The finale of the novel, in which Cooper fittingly brings his trilogy of nautical romances to 

a close, is also a mark of his development as a writer of the seas and a fulfilment of the 

supranational romance of the sea that has been suppressed in his first two books.       

 

Set in and around New York during the 1710s, The Water Witch as Philbrick has said is a novel 

͚ĚĞƐŝŐŶĞĚ ƚŽ ƐŚŽǁ ƚŚĞ ĨŝƌƐƚ ƐƚŝƌƌŝŶŐƐ ŽĨ ǁŚĂƚ ǁĂƐ ƚŽ ďĞĐŽŵĞ Ă ŶĂƚŝŽŶ ŽĨ ƐŝŶŐƵůĂƌ ďŽůĚŶĞƐƐ ĂŶĚ 

originality in all that relates to navigation͛͘  Van Beverout and the crew of the free-trading brigantine 

chafe under the restrictions imposed by their English governors, and their desire for commercial 
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 Thomas Philbrick The Development of American Sea Fiction p.76-77 



Page 71 of 98 

 

ĨƌĞĞĚŽŵ ďĞĐŽŵĞƐ ŝĚĞŶƚŝĨŝĞĚ ǁŝƚŚ Ă ǇĞĂƌŶŝŶŐ ĨŽƌ ƉŽůŝƚŝĐĂů ŝŶĚĞƉĞŶĚĞŶĐĞ͛͘22 The plot concerns a pair 

of Dutch traders Alderman Myndert Van Beverout (a capitalist through and through) and Oloff Van 

Staats (a character who functions simplistically as a fool) and their liaison with the captain of the 

elusive Water Witch, the smuggler known only as the Skimmer of the Seas.  Interestingly, it is 

important to consider how the novel deals with the Dutch and the British, as opposed to the 

Americans and British.  Originally, New Amsterdam in the early Seventeenth Century, functioned as 

a Dutch fur-trading colony until it was conquered by the British in 1664 and renamed New York.  

Most of the characters in the novel descend from Dutch ancestry, perhaps most prominent is Van 

BĞǀĞƌŽƵƚ͕ Ă ůƵĐƌĂƚŝǀĞ ĨƵƌ ƚƌĂĚĞƌ ĞĨĨĞĐƚŝǀĞůǇ ƐĞƌǀŝŶŐ ĂƐ Ă ƌĞŵŶĂŶƚ ŽĨ NĞǁ YŽƌŬ͛Ɛ ƉĂƐƚ͘  EƐƐĞŶƚŝĂůůǇ ƚŚĞ 

Dutch traders and the smugglers work together to evade the strict trading laws imposed by British 

ƌƵůĞ͕ ǁŚŽ ŝŶ ƚŚŝƐ ĐĂƐĞ ĂƌĞ ƌĞƉƌĞƐĞŶƚĞĚ ďǇ ƚŚĞ ŶŽǀĞů͛Ɛ ŵŝĚĚůĞ ŚĞƌŽ CĂƉƚĂŝŶ CŽƌŶĞůŝƵƐ VĂŶ CƵǇůĞƌ 

Ludlow commander of the über masculine vessel Coquette as well as the notable inclusion of the 

corrupt and disgraced governor of New York, Lord Cornbury.23  That said, Ludlow too, is of Dutch 

ĞǆƚƌĂĐƚŝŽŶ ĂŶĚ ƚŚŽƵŐŚ ĞŶůŝƐƚĞĚ ŝŶ ƚŚĞ BƌŝƚŝƐŚ ŶĂǀǇ͕ ŚŝƐ ĨĂŵŝůǇ ŚĂƐ ďĞĞŶ ŬŶŽǁŶ ŝŶ ƚŚĞ ƉĂƐƚ ĨŽƌ ͚ƉůŽƚƚŝŶŐ 

ĂŐĂŝŶƐƚ ƚŚĞ ĐƌŽǁŶ͕͛ ĂŶĚ ĂƌĞ ƚŚĞƌĞĨŽƌĞ ǁƌŝƚƚĞŶ ŽĨĨ ďǇ CŽƌŶďƵƌǇ ĂƐ ͚ĨŽƌŵĞŶƚĞƌƐ ŽĨ ĚŝƐĐŽƌĚ͕ ĚŝƐƚƵƌďĞƌƐ ŽĨ 

ƚŚĞ ƉƵďůŝĐ ŵŝŶĚ͕ ĂŶĚ ĐĂƉƚŝŽƵƐ ĚŝƐƉƵƚĂŶƚƐ ĂďŽƵƚ ƉƌĞƌŽŐĂƚŝǀĞƐ ĂŶĚ ǀĞƐƚĞĚ ƌŝŐŚƚƐ͛͘24  We are supposed 

to sympathise with the Dutch traders, though they are effectively remnants of the past, unable to 

contest the might of the British Empire.  The Dutch are another portrayal of a dispossessed people, 

but  we are made to sympathise with them through their wily capitalist endeavour that leads them 

                                                             
22

 ibid p.56 
23

 Lord Cornbury (1661-1723), also known as Edward Hyde, was appointed governor of New York City and New 

Jersey between the years 1701 to 1708 by Queen Anne.  An eccentric personality who apparently relished in 

cross dressing, the colonists literally sent him back to England in 1708 after it was found that he was guilty of 

corruption.  DurinŐ CŽŽƉĞƌ͛Ɛ ƚŝŵĞ͕ CŽƌŶďƵƌǇ ǁŽƵůĚ ŽĨ ĐŽƵƌƐĞ Ɛƚŝůů ŚŽůĚ Ăůů ƚŚĞ ŶĞŐĂƚŝǀĞ ĐŽŶŶŽƚĂƚŝŽŶƐ ŽĨ ďĞŝŶŐ 
one of the worst governors imposed by the British on an American colony, as illustrated by historian George 

BĂŶĐƌŽĨƚ͘  ‘ĞĐĞŶƚůǇ  ͕PĂƚƌŝĐŝĂ U͘ BŽŶŽŵŝ͛Ɛ Lord Cornbury Scandal: The Politics of Reputation in British America 

has questioned the historical portrayal of the shamed governor.  Lord Cornbury has also become something of 

a role model for transvestite culture and lifestyle (The Cornbury Society).          
24

 The Water Witch Ɖ͘ϮϬ ͚TŚĞƐĞ LƵĚůŽǁƐ͕ “ŝƌ͕ ƉĞŽƉůĞ ƚŚĂƚ ĨůĞĚ ƚŚĞ ƌĞĂůŵ ĨŽƌ ƉůŽƚƚŝŶŐ ĂŐĂŝŶƐƚ ƚŚĞ ĐƌŽǁŶ͕ ĂƌĞ 
ŽĨĨĞŶƐŝǀĞ ƚŽ ƚŚĞ ůŽǇĂů ƐƵďũĞĐƚ͛͘ 
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into negotiations with the crew of motley freebooters.25  Their collected practice of smuggler in the 

face of imposed British trading laws is the basis of a kind of revolutionary rebellion.  Since, however, 

their trade is defined by material goods they sidestep the violent underpinnings of Gray and 

Heidegger.   

The novel begins, as ever, with Cooper as historian/geographer, illustrating the physical 

ƐŝƚƵĂƚŝŽŶ ŽĨ ƚŚĞ HƵĚƐŽŶ͛Ɛ ĞƐƚƵĂƌǇ ĂŶĚ ƚŚĞ ŶĂƚƵƌĂů ĂĚǀĂŶƚĂŐĞ ŝƚ ƉƌŽǀŝĚĞƐ ƚŚĞ ŝƐůĂŶĚ ŽĨ MĂŶŚĂƚƚĂŶ ĨŽƌ 

maritime commerce.  Perhaps more than ever, Cooper is familiar wŝƚŚ ƚŚĞ ďŽŽŬ͛Ɛ ƐĞƚƚŝŶŐ ŚĂǀŝŶŐ 

negotiated the Hudson as a midshipman aboard the Stirling in his youth as well as residing within 

New York City for much of his early literary career.  Since the story is set over a century before its 

publication, Manhattan is a place that is described as being scarcely recognisable to the modern 

ƌĞĂĚĞƌ͕ ŶŽƚ ǇĞƚ ƚŚĞ ƐƉƌĂǁůŝŶŐ ƵƌďĂŶ ĐƵůƚƵƌĂů ĐĞŶƚƌĞ ;͚ƚŚĞ ĨŽƌĞƐƚ ŽĨ ŵĂƐƚƐ͕ ƚŚĞ ŵŝůĞƐ ŽĨ ǁŚĂƌǀĞƐ͕ ƚŚĞ 

ĐŽƵŶƚůĞƐƐ ǀŝůůĂƐ͛Ϳ ƚŚĂƚ ŝƚ ǁŽƵůĚ ŝŶĞǀŝƚĂďůǇ ďĞĐŽŵĞ͘26  Within this setting, we are introduced to the 

Alderman and his recreational motivations to retreat to his villa the Lust in the Rust (located towards 

the mouth of the Hudson) with his business partner Van Staats and his nubile niece Alida de 

Barbérie.  He intends Van Statts to court Alida and thereby strengthen his own economic ties 

through their marriage.  Unfortunately, Alida has eyes only for Ludlow who makes a friendly 

appearance during their voyage down river, in which they also encounter a mysterious seaman 

dressed in an Indian shawl.  This is revealed much later to be Tom Tiller, the heroic protagonist of 

the novel and master of the smuggler The Water Witch, which is known to be in the area and 

relentlessly (though ineffectually) hunted by Ludlow.   

Much like The Pilot ĂƐ ͚Ă ƚĂůĞ ŽĨ ƚŚĞ ĐŽĂƐƚ͕͛ ƚŚĞ ĚƵƌĂƚŝŽŶ ŽĨ TŚĞ WĂƚĞƌ WŝƚĐŚ͛Ɛ narrative flips 

between land and sea as Alida is captured by The Water Witch ĂŶĚ LƵĚůŽǁ͛Ɛ ƚĂƐŬ ƚŽ ŚƵŶƚ ƚŚĞ 

                                                             
25

 KĂǇ “ĞǇŵŽƌĞ HŽƵƐĞ͕ ďƌŝĞĨůǇ ĐŽŵŵĞŶƚƐ ŽŶ CŽŽƉĞƌ͛Ɛ ƐǇŵƉĂƚŚĞƚŝĐ ƵƐĞ ŽĨ ͚ƚŚĞ ĚŝƐĂƉƉĞĂƌŝŶŐ DƵƚĐŚ͛ ĞĂƌůǇ ŝŶ ŚŝƐ 
literary career with The Water Witch and then much later with the Redskin trilogy (Satanstoe 1845, 

Chainbearer 1845 and The Redskin ϭϴϰϲͿ͘  ͚HĞƌĞ ŚĞ ƐǇŵƉĂƚŚĞƚŝĐĂůůǇ ƉŽƌƚƌĂǇĞĚ ƉĞŽƉůĞ ǁŚŽ ǁĞƌĞ ďĞŝŶŐ 
dispossessed by the ruthlessly commercial types and downright thieves...  Parts of the Dutch pleasures are 

robust and their excesses are not beyond criticism, but their indulgences lead to their granting their slaves 

ĨƌĞĞĚŽŵƐ ĂŶĚ ƌĞƐƉŽŶƐŝďŝůŝƚŝĞƐ ƚŚĂƚ ǁĞƌĞ ůĂƌŐĞůǇ ƵŶŬŶŽǁŶ ŽŶ ƐŽƵƚŚĞƌŶ ƉůĂŶƚĂƚŝŽŶƐ͛͘  ͚IƐ FĞŶŝŵŽƌĞ CŽŽƉĞƌ 
OďƐŽůĞƚĞ͍͛ in Reading Cooper, Teaching Cooper ed. by Jeffrey Walker (New York, AMS Press, Inc. 2007) p.27   
26
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freebooters becomes all the more personal.  At the same time, Van Beverout fulfils an awkward 

position between his shady alliance with the smugglers and the apprehension of his beloved niece.  

AĨƚĞƌ ƚŚĞ ŶĂƵƚŝĐĂů ƐĐĞŶĞƐ ŽĨ CŽŽƉĞƌ͛Ɛ ĨŝƌƐƚ ƚǁŽ ƐĞĂ ŶŽǀĞůƐ͕ The Water Witch becomes the epitome of 

unsurpassed sailing prowess evading the British Coquette miraculously at every turn during the 

ĐŚĂƐĞ ƚŚĂƚ ďĞŐŝŶƐ ŝŶ CŚĂƉƚĞƌ ϭϳ ;ŝŶĚĞĞĚ͕ ŝƚ ŝƐ ƚŚĞ ǀĞƐƐĞů͛Ɛ ĂďŝůŝƚǇ ƚŽ ƉĞƌĨŽƌŵ ƐƵĐŚ ŵŝƌĂĐůĞƐ ƚŚĂƚ ĂĚĚƐ 

ƚŽ ƚŚĞ ƚĂůĞ͛Ɛ ƵŶďĞůŝĞǀĂďŝůŝƚǇͿ͘27  TŝůůĞƌ͛Ɛ ĐƌĞǁ ŚĂƐ Ă ůĂrger role to play in this novel, we are led to 

believe that his right hand man (who is actually a woman) Master Seadrift, is in fact the fabled 

Skimmer of the Seas as he masquerades with a commanding presence.  Ludlow gains the upperhand 

momentarily by capturing Seadrift, but all is lost when he pursues the Water Witch through the 

ŝŶĨĂŵŽƵƐ ƐƚƌĞƚĐŚ ŽĨ ǁĂƚĞƌ ŬŶŽǁŶ ĂƐ HĞůů͛Ɛ GĂƚĞ͘  IŶ ďůŝŶĚ ĐŚĂƐĞ͕ ƚŚĞ Coquette unwittingly becomes 

the victim of French warships, successfully defeating one but faced with another two.  It is here that 

Tiller intervenes in a fairly selfless manner and provides valuable manpower to Ludlow.  The result is 

a victory but the destruction of the Coquette by fire and a subsequent explosion, leaving the 

survivors abandoned at sea onboard a makeshift raft.  After a harrowing scene, in which one of the 

sailors is attacked and killed by a shark, the survivors are picked up by the Water-Witch.  After this, a 

ůĞŶŐƚŚǇ ƐĐĞŶĞ ŽĨ ĚŝƐĐŽƵƌƐĞ ďĞƚǁĞĞŶ VĂŶ BĞǀĞƌŽƵƚ ĂŶĚ TŝůůĞƌ ƐĞĞŬƐ ƚŽ ĞǆƉůĂŝŶ ŵƵĐŚ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ 

remaining mysteries.  It is revealed that Tiller, the actƵĂů ͚ƐŬŝŵŵĞƌ ŽĨ ƚŚĞ ƐĞĂƐ͛ ŚĂƐ ďĞĞŶ ƚƌĂĚŝŶŐ ǁŝƚŚ 

the Alderman for a good twenty years whilst it is also revealed that Seadrift is in fact the Dutch 

ƚƌĂĚĞƌ͛Ɛ ůŽŶŐ ůŽƐƚ ĚĂƵŐŚƚĞƌ EƵĚŽƌĂ͘  FŝŶĂůůǇ͕ ƚŚĞ ŶŽǀĞů ĞŶĚƐ ǁŝƚŚ ƚŚĞ ƉƌĞĚŝĐƚĞĚ ŵĂƌƌŝĂŐĞ ŽĨ AůŝĚĂ ĂŶĚ 

Ludlow as well as the more surprising union of Tiller and Eudora.  Once it is established that Alida is 

going to marry Ludlow, Van Beverout desperately tries to marry Van Staats to his newly found 

daughter.  Luckily Eudora listens to the yearnings of her own heart, and pairs off with the captain of 

The Water Witch, effectively sailing off into limitless ocean before dissolving into the horizon never 

to be seen again. 
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 Whilst Cooper had the nautical details of The Pilot thoroughly checked by his cousin Ben Cooper, the same 

cannot be said for The Water Witcher, in which he relishes in the romantic unreality of the brigantine.    
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Before going into analysis of the characters of the novel it is necessary to define the theme of 

transgender more coherently.  In a novel where Lord Cornbury so signally represents the evil of 

British rule and its degenerative effect upon the colonies, it seems strange that Cooper should create 

an oppositional cast of American sea heroes who themselves are subject to themes of cross gender 

sailing under the masts of the hermaphrodite brig.  IŶ ƚŚĞ ƉƌĞǀŝŽƵƐ ŶŽǀĞůƐ ǁŚĞƌĞ CŽŽƉĞƌ͛Ɛ AŵĞƌŝĐĂŶ 

heroes have been represented by clear cut naval officers, it strikes the reader as most irregular.  

Added to this, is Cornbury himself, who ŝŶ CŽŽƉĞƌ͛Ɛ ƚŝŵe would have been associated with cross 

dressing.  A portrait of Cornbury hanging in the New York Historical Society reveals him to be 

wearing a low cut top and a blue dress allegedly ͚ƚŽ ďĞƚƚĞƌ ƌĞƉƌĞƐĞŶƚ ŚĞƌ MĂũĞƐƚǇ͛͘28  Today, Patricia 

Bodomi has provided enough evidence to dispel the myths of the transvestite tendencies of 

Cornbury, determining that the disgraced governor was in fact the victim of republican ideology and 

spin.  Despite this, Cooper unusually does not make any allusions to the contemporary historical 

representation of the disgraced governor of New York as a cross-dresser, despite his own republican 

persuasion.  Van Beverout merely encounters Cornbury by chance early in the morning, where, as 

part of his imprisonment, he is allowed relief from his cell.  Cooper writes Cornbury chiefly as a 

manipulative figure who uses flattery on the cautious Alderman before having the cheek to ask for a 

bailout loan of $2,000.  Essentially he serves as a further example of the villainy imposed by the 

ƚŚƌŽŶĞ ƵƉŽŶ ƚŚĞ ĞĂƌůǇ AŵĞƌŝĐĂŶ ƉĞŽƉůĞ͕ ĂƐ ƚŚĞ AůĚĞƌŵĂŶ͛Ɛ ĐŽŶĐůƵĚŝŶŐ ĂůůŝƚĞƌĂƚŝǀĞ ũƵĚŐĞŵĞŶƚ ŽĨ ƚŚĞ 

ex-governor reveals: 

 

Foiled in an effort that not nothing but his desperate condition, and nearly desperate 

character, could have induced him to attempt, the degenerate descendant of the 

virtuous Clarendon walked towards his place of confinement with the step of one who 
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 KĂƌŝŶ A͘ WƵůĨ ͚‘ĞĚƌĞƐƐŝŶŐ LŽƌĚ CŽƌŶďƵƌǇ͗ GĞŶĚĞƌ͕ TƌĂŶƐĂƚůĂŶƚŝĐ GŽƐƐŝƉ͘ ĂŶĚ PŽůŝƚŝĐĂů CƵůƚƵƌĞ ŝŶ BƌŝƚŝƐŚ 
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assumed a superiority over his fellows, and yet with a mind so indurated by habitual 

depravity, as to have left it scarcely the trace of a dignified or virtuous quality.29 

 

In his original preface to The Water Witch, Cooper diplomatically defines his own historical 

ƌĞƉƌĞƐĞŶƚĂƚŝŽŶ ŽĨ CŽƌŶďƵƌǇ ĂƐ ĂĚŚĞƌŝŶŐ ŽŶůǇ ƚŽ ŚŝƐƚŽƌŝĐĂů ĨĂĐƚ͕ ƚŚĂƚ ƚŚĞ LŽƌĚ ǁĂƐ ͚Ă ƉƌŝƐŽŶĞƌ ŽĨ ĚĞďƚ͛. 

Later on, in Chapter XXVII when Seadrift has been captured by Ludlow, Tiller meets with Cornbury in 

order to bribe him into giving the captured smuggler a leaner sentence should she face trial.  

CŽƌŶďƵƌǇ͕ ĞǀĞŶ ŝŶ ƚŚĞ ĨĂĐĞ ŽĨ ĂŝĚŝŶŐ ŽŶĞ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ŚĞƌoines, is proved to be hypocritical and 

corrupting of the system of laws, at one point he even goes as far as to condone the practice of 

ĨƌĞĞďŽŽƚŝŶŐ ŝŶ ŵŝŶŽƌ ŝŶƐƚĂŶĐĞƐ͘  A ͚ƚƌƵĐŬůŝŶŐ ŵŝƐĐƌĞĂŶƚ͕͛ CŽƌŶďƵƌǇ ŝƐ ƚŚĞ ƌĞƉƌĞƐĞŶƚĂƚŝŽŶ ŽĨ ƚŚĞ Ğǀŝů ŽĨ 

the English aristocracy, which is usually defined by Cooper in masculine terms (as we shall see with 

the Coquette), yet the very fact that Cornbury, historically, carries transvestite connotations is a 

subject of concern.  Perhaps for Cooper, all he needed from Cornbury was a known representative of 

EŶŐůŝƐŚ ŐƌĞĞĚ ĂŶĚ ĐŽƌƌƵƉƚŝŽŶ͕ ǁŚŝůƐƚ ƚŚĞ ŵĞĂŶĚĞƌŝŶŐ ƐĞǆƵĂů ƋƵĂůŝƚŝĞƐ ŽĨ ͚ƚŚĞ ŚĞƌŵĂƉŚƌŽĚŝƚĞ ďƌŝŐ͛ ĂŶĚ 

Master Seadrift are an effective opposition to such an imposing patriarch within the supranational 

realm of the ocean, which allows the fluidity of movement across conventional social boundaries.          

For maritime writers across the centuries, there has always been the plot device that utilises 

a female character disguised as a sailor.  It functions as an easy way of slipping a female character 

into an otherwise highly male environment, a way to combat the negative energies that could 

potentially deter the ordinary reader from a most seaworthy novel.  In The Red Rover, we will 

ƌĞŵĞŵďĞƌ HĞŝĚĞŐŐĞƌ͛Ɛ ŵŝƐƚƌĞƐƐ ŵĂƐƋƵĞƌĂĚing as the ƐŚŝƉ͛Ɛ ĐĂďŝŶ ďŽǇ ;ŬŶŽǁŶ ĂƐ ‘ŽĚĞƌŝĐŬͿ ďĞĨŽƌĞ 

being correctly identified by Mrs Wyllys.  For Cooper, his female characters though often attacked as 

ďĞŝŶŐ ͚ƵŶŝŶƚĞƌĞƐƚŝŶŐ ŶŽŶƉĞƌƐŽŶƐ͕͛ ƵƐƵĂůůǇ ƐƚĂŶĚ ĂƐ ƐƚƌŝĐƚ ƌĞƉƌĞƐĞŶƚĂƚŝŽŶƐ ŽĨ CŚƌŝƐƚŝĂŶ ĐŚĂƌŝƚǇ ĂŶĚ 

pacifism, ǁŝƚŚ ƚŚĞ ĞŵƉŚĂƐŝƐ ƵƉŽŶ ͚ĐŽƵŶƚŝŶŐ ƚŚĞ ĐŽƐƚ ŝŶ ŚƵŵĂŶ ƌĂƚŚĞƌ ƚŚĂŶ ŶĂƚŝŽŶĂů Žƌ ƉƌŽƉĞƌƚǇ 
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ƚĞƌŵƐ͛͘30  We have seen this within The Pilot with Alice Dunscombe, and again in The Red Rover both 

ǁŚĞŶ GĞƌƚƌƵĚĞ ĨĂŝŶƚƐ Ăƚ ƚŚĞ ƐŝŐŶ ŽĨ ŵƵƚŝŶǇ ĂŶĚ ǁŚĞŶ ͚‘ŽĚĞƌŝĐŬ͛ ƉůĞĂĚƐ ǁŝƚh Heidegger to not engage 

in battle with the Dart.  In The Water Witch we have a similar revelation of gender with Master 

Seadrift, who turns out to be Eudora Van Beverout.  Seadrift is not a portent of tradition feminine 

values, existing as a woman in the masculine disguise of a sailor, she becomes a heroine.       

WĞ ĂƌĞ ŝŶƚƌŽĚƵĐĞĚ ƚŽ “ĞĂĚƌŝĨƚ Ăƚ ƚŚĞ ĞŶĚ ŽĨ CŚĂƉƚĞƌ X͕ ǁŚĞŶ ůŝŬĞ ͚ƐŽŵĞ ĐƌĞĂƚƵƌĞ ŽĨ 

ƐƵƉĞƌŶĂƚƵƌĂů ĂƚƚƌŝďƵƚĞƐ͕͛ ƐŚĞ ŝŶƚĞƌũĞĐƚƐ ƵƉŽŶ Ă ƚƌĂŶƋƵŝů ƐĐĞŶĞ ǁŝƚŚŝŶ VĂŶ BĞǀĞƌŽƵƚ͛Ɛ ǀŝůůĂ TŚĞ LƵƐƚ ŝŶ 

the Rust.  Her purpose for entering the scene is to do business with the Alderman, to show the 

various highly cosmopolitan wares the Water Witch has collected.  From the outset, Seadrift is 

ǀŝƐƵĂůůǇ ĚĞƐĐƌŝďĞĚ ĂƐ ŶŽƚ ďĞŝŶŐ ŽŶĞ ŽĨ CŽŽƉĞƌ͛Ɛ ĐŽŶǀĞŶƚŝŽŶĂů ƐĞĂŵĞŶ͖ ŝŶ ƚŚĞ ƉƌĞƐĞŶĐĞ ŽĨ AůŝĚĂ͕ ƐŚĞ 

ĂƉƉĞĂƌƐ ƚŽ ďĞ ͚ƐŚĂĚĞĚ ďǇ Ă ƌŝĐŚ ďƌŽǁŶ ŚƵĞ͕͛ Ă ͚ƉĂŝƌ ŽĨ ĚĂƌŬ͕ ďƵƐŚǇ ĂŶĚ ũĞƚ-black silken whiskers, that 

were in ƐŝŶŐƵůĂƌ ĐŽŶƚƌĂƐƚ ƚŽ ĞǇĞůĂƐŚĞƐ ĂŶĚ ďƌŽǁƐ ŽĨ ĨĞŵŝŶŝŶĞ ďĞĂƵƚǇ ĂŶĚ ƐŽĨƚŶĞƐƐ͛ ŵĞƌĞůǇ ŚŝŶƚŝŶŐ Ăƚ 

her masquerade.31  Once alone, her manner relaxes, and Cooper goes as far as to imply this blatant 

masquerade: 

 

There was so little of that vulgar and common character which is usually seen in men of 

his pursuit, in the gentle aspect and subdued air of his fine features, that it might be 

fancied he was thus singularly endowed by nature, in order that deception might 

triumph.32   

 

It would be a mistake to define “ĞĂĚƌŝĨƚ ĂƐ ŽŶĞ ŽĨ CŽŽƉĞƌ͛Ɛ ĐŽŵŵŽŶ ƐĂŝůŽƌƐ͕ ƐŝŶĐĞ ƚŚĞƌĞ ŝƐ ǀĞƌǇ ůŝƚƚůĞ 

common about her, though she does share some of the familiar character traits outlined by 
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 ͚ƵŶŝŶƚĞƌĞƐƚŝŶŐ ŶŽŶƉĞƌƐŽŶƐ͛ ƌĞĨĞƌƐ ƚŽ JŽǇĐĞ W͘ WĂƌƌĞŶ͛Ɛ The American Narcissus: Individualism and Women 

in Nineteenth-Century American Fiction (New Brunswick, NJ: Rutgers University Press, 1988), p246-47 whilst 

͚ĐŽƵŶƚŝŶŐ ƚŚĞ ĐŽƐƚ ŝŶ ŚƵŵĂŶ͛͘͘͘ ŝƐ ĐŝƚĞĚ ĨƌŽŵ Carolyn Heilbrun Towards a Recognition of Androgyny (1973 

reprint New York: Norton, 1993) viii  
31

 The Water Witch p.101 
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Philbrick.33  The emphasis on Seadrift means that she (as a he) essentially functions as a 

commanding presence and is for the most part of the novel considered to be the actual captain of 

the Water Witch͘  IŶ Ă ǁĂǇ͕ ƐŚĞ ĂůŵŽƐƚ ŽĐĐƵƉŝĞƐ ĂŶ ĞƋƵĂů ƉůĂĐĞ ǁŝƚŚ TŝůůĞƌ ƚŚĞ ďƌŝŐ͛Ɛ ƌĞĂů ĐŽŵŵĂŶĚĞƌ 

since the ship is clearly an idyllic state of their own making.  Most importantly, as David Callahan 

ŵĂŝŶƚĂŝŶƐ͕ “ĞĂĚƌŝĨƚ͛Ɛ ƉƌĂĐƚŝĐĞ ŽĨ ŵĂƐƋƵĞƌĂĚŝŶŐ ĂƐ Ă ŵĂŶ ͚ŝƐ ƐĐĂƌĐĞůǇ ƉĞƌĨŽƌŵŝŶŐ ŵĂƐĐƵůŝŶŝƚǇ Ăƚ Ăůů͕ ďƵƚ 

ƌĂƚŚĞƌ ĐŽŶƐƚĂŶƚůǇ ŚŝŶƚŝŶŐ Ăƚ ŚŝƐ ǁŽŵĂŶůŝŶĞƐƐ ĚĞƐƉŝƚĞ ŚŝƐ ĚŝƐŐƵŝƐĞ ĂƐ Ă ŵĂŶ͛͘34  This is demonstrated in 

Chapter XV, when Ludlow and Van Beverout hold a dialogue with the supposed captain of the Water 

Witch within the confines of her cabin.  Before entering the cabin, the adventurers hear Seadrift 

ƐŝŶŐŝŶŐ ŝŶ ͚Ă ĨŝŶĞ͕ ŵĂŶůǇ ǀŽŝĐĞ ŽĨ ŐƌĞĂƚ ƌŝĐŚŶĞƐƐ ĂŶĚ ĚĞƉƚŚ͛ ƚŚŽƵŐŚ ͚ƚŚĞ air was grave, and altogether 

ƵŶƵƐƵĂů ĨŽƌ ƚŚĞ ƐŽĐŝĂů ĐŚĂƌĂĐƚĞƌ ŽĨ ŽŶĞ ǁŚŽ ĚǁĞůƚ ƵƉŽŶ ƚŚĞ ŽĐĞĂŶ͛͘  HĞƌ ƐŝŶŐŝŶŐ ŝƐ ĂĐĐŽŵƉĂŶŝĞĚ ďǇ Ă 

ĨĞǁ ŵĂƐƚĞƌĨƵů ͚ůŝŐŚƚ ƚŽƵĐŚĞƐ ŽŶ ƚŚĞ ƐƚƌŝŶŐƐ ŽĨ Ă ŐƵŝƚĂƌ͛͘  AďŽǀĞ Ăůů ŵƵƐŝĐ ŵĂŬŝŶŐ ƚƌĂŶƐůates 

predominantly as a feminine practŝĐĞ͕ “ĞĂĚƌŝĨƚ͛Ɛ ƐŬŝůů ƐƵƌƉĂƐƐŝŶŐ ƚŚĂƚ ŽĨ ͚ŶŝŵďůĞ-ĨŝŶŐĞƌĞĚ͛ AůŝĚĂ͘35  

UƉŽŶ ĞŶƚĞƌŝŶŐ “ĞĂĚƌŝĨƚ͛Ɛ ĐĂďŝŶ ƚŚĞ ƉĂƌƚǇ ŽďƐĞƌǀĞ ƚŚĞ ĨŝŶĞ ĚĞĐŽƌƵŵ ŽĨ ƚŚĞ ƌŽŽŵ͛Ɛ ĨƵƌŶŝƐŚŝŶŐƐ ĂƐ ǁĞůů 

ĂƐ ƚŚĞ ǀĂƌŝŽƵƐ ŝŵƉůĞŵĞŶƚƐ ǁŚŝĐŚ ĂƌĞ ƐĞĞŶ ƚŽ ͚ŽĐĐƵƉǇ ƚŚĞ ůĞŝƐƵƌĞ ŽĨ Ă ĐƵůƚŝǀĂƚĞĚ ďƵƚ ƉĞƌŚaps an 

ĞĨĨĞŵŝŶĂƚĞ ƌĂƚŚĞƌ ƚŚĂŶ Ă ǀŝŐŽƌŽƵƐ ŵŝŶĚ͛͘36  WĞ ǁŝůů ŽĨ ĐŽƵƌƐĞ ƌĞŵĞŵďĞƌ ͚ƚŚĞ ĨƌŽǁŶŝŶŐ ĂƉƉĞŶĚĂŐĞƐ 

ŽĨ ǁĂƌ͛ ĚĞĐŽƌĂƚŝŶŐ HĞŝĚĞŐŐĞƌ͛Ɛ ĐĂďŝŶ͘  IŶ ĐŽŶƚƌĂƐƚ͕ ĂƐ LƵĚůŽǁ ŽďƐĞƌǀĞƐ͕ “ĞĂĚƌŝĨƚ͛Ɛ ƋƵĂƌƚĞƌƐ ĂƌĞ 

͚ĞŶƚŝƌĞůǇ ĚĞƐƚŝƚƵƚĞ ŽĨ ĂƌŵƐ͕ ŶŽƚ ĞǀĞŶ Ă ƉŝƐƚŽů Žƌ ƐǁŽƌĚ ďĞing suspended in those places where 

weapons of that description are usually seen in all vessels employed either in war or in a trade that 

ŵŝŐŚƚ ŽďůŝŐĞ ƚŚŽƐĞ ǁŚŽ ƐĂŝů ƚŚĞŵ ƚŽ ĚĞĂů ŝŶ ǀŝŽůĞŶĐĞ͛͘37  AƐ CĂůůĂŚĂŶ ĐŽŶĐůƵĚĞƐ ŝĨ “ĞĂĚƌŝĨƚ͛Ɛ 

masquerade is performing ĂŶǇƚŚŝŶŐ ͚ŝƚ ŝƐ ƌĂƚŚĞƌ Ă ĚŝĨĨĞƌĞŶƚ ǁĂǇ ŽĨ ďĞŝŶŐ Ă ŵĂŶ͛, the threat of The 
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 ͚ĂƌŐƵŵĞŶƚĂƚŝǀĞ ĚŽŐŵĂƚŝƐŵ͘͘͘ ĐĂƌĞĨƌĞĞ ŝƌƌĞƐƉŽŶƐŝďŝůŝƚǇ͕ ĂŶĚ ďůŝŶĚ ŽďĞĚŝĞŶĐĞ ƚŽ ƚŚĞ ĐŽŵŵĂŶĚƐ ŽĨ ƐƵƉĞƌŝŽƌƐ͛ 
Philbrick also lists superstitious ignorance, which I feel does not register with Seadrift.  In the case of The 

Water Witch Trysail clearly fulfils the Smollettesque common sailor. Development of American Sea Fiction p.81 
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 David Callahan ͚Coopeƌ͛Ɛ AŶĚƌŽŐǇŶŽƵƐ HĞƌŽĞƐ͛ in Reading Cooper, Teaching Cooper ed. by Jeffrey Walker 
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Water Witch is not through violence, only its imposition to the stern British trading laws, which are 

proven to be fairly pointless. 

 TŚĞ ĨŽĐƵƐ ŽĨ CĂůůĂŚĂŶ͛Ɛ ĂƌƚŝĐůĞ ƐĞĞŬƐ ƚŽ ƵƉĚĂƚĞ the critical assessment of Natty Bumppo who 

ƌĂƚŚĞƌ ƚŚĂŶ ďĞŝŶŐ ƚƌĞĂƚĞĚ ĂƐ LĞƐůŝĞ FŝĞĚůĞƌ͛Ɛ ǁŽŵĂŶ-hating ancestor of Indiana Jones or Rambo, 

combines both masculine and feminine characteristics to harness an idealised state of existence: 

͚ƐƵƉĞƌďůǇ ĂďůĞ Ăƚ Ă type of practical living in the world, but also exemplary of the ethical behaviour 

ĂŶĚ ĐŽŚĞƌĞŶĐĞ ƐƵƉƉŽƐĞĚůǇ ŵŽƌĞ ĞĂƐŝůǇ ĂƚƚĂŝŶĂďůĞ ďǇ ǁŽŵĞŶ͛͘38  In doing so, he points also to Eudora 

ĂŶĚ ŽŶĞ ŽĨ CŽŽƉĞƌ͛Ɛ ůĂƚĞƌ ƐĞĂ ŶŽǀĞůƐ Jack Tier͕ ŝŶ ǁŚŝĐŚ ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ character also turns out to 

ďĞ Ă ǁŽŵĂŶ ŝŶ ĚŝƐŐƵŝƐĞ͘  ͚IŶ ďŽƚŚ ĐĂƐĞƐ͕͛ ĂƐ CĂůůĂŚĂŶ ƐƵŐŐĞƐƚƐ͕ CŽŽƉĞƌ ĐĂŶ ďŽƚŚ ŚŝŶƚ ͚Ăƚ ŵĂůĞ ďŽŶĚŝŶŐ 

ĂďŽĂƌĚ ƐŚŝƉ ǁŝƚŚŽƵƚ ŽĨĨĞŶĚŝŶŐ ƚŚĞ ĚĞĐŽƌƵŵ ŽĨ ƚŚĞ ƚŝŵĞ ďǇ ĐŚƌŽŶŝĐůŝŶŐ ŚŽŵŽƐĞǆƵĂů ƌĞůĂƚŝŽŶƐŚŝƉƐ͛ ĂƐ 

well as imply a preferred state of being in which a man or a woman, can like Bumppo, be benefited 

by possessing both masculine and feminine characteristics, and become the more balanced 

androgynous hero.39  Once again, it is a new state of existence that overrides mainland social 

convention.  In the face of barbarism, Cooper saw feminine characteristics as having an important 

place among civilised society.    

FŽƌ CĂůůĂŚĂŶ͕ ĂŶ ŽǀĞƌďĂůĂŶĐĞ ŽĨ ŵĂƐĐƵůŝŶŝƚǇ ŝŶ CŽŽƉĞƌ͛Ɛ ĐŚĂƌĂĐƚĞƌƐ ŽĨƚĞŶ ŵĂŬĞƐ ƚŚĞŵ 

thoroughly unsympathetic, posing as nothing more as aggressive bullies.  IŶ BǇƌŽŶ͛Ɛ TŚĞ CŽƌƐĂŝƌ͕ ǁĞ 

ƐĞĞ ŚŽǁ CŽŶƌĂĚ͛Ɛ ǀŝŽůĞŶƚ ŶĂƚƵƌĞ͕ ŚŝƐ ǁƌĂƚŚ ĂŐĂŝŶƐƚ ŚŝƐ ĞŶĞŵŝĞƐ corrupts the personality of Gulnare 

his respected love interest.40  We have already seen this with Gray and Heidegger, who hold a 

central role within their respected texts illuminating a darker vengeful edge to republican ideology.  

The Water Witch is no exception in including these masculine oppressors, but Cooper does do 

something to combat them.  As Philbrick attests, the clearest distinction between masculine and 
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After saving Conrad from incarceration, Gulnare effectively bests Conrad in masculine terms and changes 

ĨƌŽŵ ĚĂŵƐĞů ŝŶ ĚŝƐƚƌĞƐƐ ƚŽ ĨƵůůǇ ĨůĞĚŐĞĚ ŚĞƌŽŝŶĞ ĂůďĞŝƚ Ă ŵƵƌĚĞƌŽƵƐ ŽŶĞ͕ ǁŚŽ ŬŝůůƐ ƚŚĞ CŽƌƐĂŝƌ͛Ɛ ƉĞƌƐŽŶĂů ĞŶĞŵǇ 
Pasha Seyd.  The transition in character causes much drama, as her act of murder becomes a loss of innocence.  

͚TŚĞ ĐƌŝŵĞ ʹ ͚ƚŝƐ ŶŽƚ ƚŽ ƉƵŶŝƐŚ ƚŚŽƐĞ ŽĨ “ĞǇĚ-/That hated tyrant, Conrad ʹ he must bleed!/I see thee shudder ʹ 

but my soul is changed/Wronged ʹ spurned ʹ reviled ʹ and it shall be avengĞĚ͛ BĂƌŽŶ GĞŽƌŐĞ GŽƌĚŽŶ BǇƌŽŶ 
͚TŚĞ CŽƌƐĂŝƌ͛ ŝŶ The Selected Words of Lord Byron (Paris & Lyon, B.Corman and Blanc 1835) p.45     
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ĨĞŵŝŶŝŶĞ ĨŽƌĐĞƐ ǁŝƚŚŝŶ ƚŚĞ ŶĂƵƚŝĐĂů ƌŽŵĂŶĐĞ ŝƐ ƚŚƌŽƵŐŚ LƵĚůŽǁ͛Ɛ ĐŽŵŵĂŶĚ ŽĨ ƚŚĞ Coquette (a ship 

whose very name implies mixed gender) and its opposition with the almost matriarchal society 

existing aboard The Water Witch under the rule of the Sea Green Lady.  Ludlow is the pinnacle of 

manliness, his command of the Coquette and relationship with Trysail only seek to further his 

manliness ;͚ĨŽƌ ƚŚĞ ǁŽƌƐƚ ĞŶĞŵǇ I ŚĂǀĞ ǁŝůů ŶŽƚ ƐĂǇ I Ăŵ ǀĞƌǇ ǁŽŵĂŶŝƐŚ͛Ϳ͘41  AƐ PŚŝůďƌŝĐŬ ƐĂǇƐ͕ ͚ƚŚĞ 

very metaphors that Cooper applies to the Coquette are masculine in their connotations͛͘  As the 

ƐŚŝƉ ƉƌĞƉĂƌĞƐ ƚŽ ďĂƚƚůĞ ƚŚĞ FƌĞŶĐŚ ŝŶ ƚŚĞ ŶŽǀĞů͛Ɛ ĐůŝŵĂǆ ŝƚ ĂƉƉĞĂƌƐ ůŝŬĞ ͚Ă ďŽǆĞƌ ƚĂŬŝŶŐ ŽĨĨ ŚŝƐ ũĂĐŬĞƚ͕ 

with the intention of making a fair stand-ƵƉ ĨŝŐŚƚ ĨŽƌ ŝƚ͛.42  It is through this kind of errant masculinity 

that the Coquette is essentially registered as doomed.        

PŚŝůďƌŝĐŬ͛Ɛ ŽǁŶ ŽƉŝŶŝŽŶ ŽĨ LƵĚůŽǁ ŝƐ ŶŽƚ ƐŽ ĨĂƌ ĨƌŽŵ ƚŚĞ ŝĚĞĂ ŽĨ CŽŽƉĞƌ͛Ɛ ůĂǇ ĨŝŐƵƌĞƐ ;͚Ăůů 

uniform and no braŝŶ͛Ϳ͘  Along with Griffith from The Pilot͕ ƚŚĞǇ ĂƌĞ ďŽƚŚ ĂƐ ƐĞĂŵĞŶ ͚ĐŽŵƉĂƌĂƚŝǀĞ 

ĨĂŝůƵƌĞƐ͛ ƐƚĂŐŐĞƌŝŶŐ ͚ƵŶĚĞƌ Ă ďƵƌĚĞŶ ŽĨ ŵĂŶůǇ ƉƌŝĚĞ ĂŶĚ ĂŶ ƵŶĚƵĞ ƐĞŶƐĞ ŽĨ ƉƌŽƉƌŝĞƚǇ͛ ĨĂŝůŝŶŐ ƚŽ 

ĚĞƚĂĐŚ ƚŚĞŵƐĞůǀĞƐ ĐŽŵƉůĞƚĞůǇ ͚ĨƌŽŵ ƚŚĞ ĨŽƌŵƐ ĂŶĚ ǀĂůƵĞƐ ŽĨ ĐŝǀŝůŝƐĂƚŝŽŶ͛͘43  This is perhaps too harsh 

a criticism of these middle heroes as I would suggest they relate more to Cooper as a guardian of 

domestic normality and less to do with the Melvillian image of the landless sailor which surrounds 

CŽŽƉĞƌ͛Ɛ ĐŽŵŵŽŶ sailors.  That said there is something wanting in LudůŽǁ͛Ɛ ĐŚĂƌĂĐƚĞƌ͘  HĞƌĞ ŝƐ Ă 

ŵĂŶ ĞŶůŝƐƚĞĚ ĂƐ ĂŶ ŽĨĨŝĐĞƌ ŝŶ ƚŚĞ ‘ŽǇĂů ŶĂǀǇ͕ ƚŚŽƵŐŚ ĚĞƐĐĞŶĚĞĚ ĨƌŽŵ Ă ĨĂŵŝůǇ ŽĨ ͚ŬŝŶŐ-ŚĂƚĞƌƐ͛ ĂŶĚ 

according to Van Beverout hateful of English legislation he still remains loyal to his duties to the 

throne.44  In a way, Ludlow coƵůĚ ďĞ ƐĞĞŶ͕ ůŝŬĞ CĂƉƚĂŝŶ HĞŝĚĞŐŐĞƌ ĂƐ Ă ŵĂŶ ŽĨ ͚ƚŚǁĂƌƚĞĚ ĂŵďŝƚŝŽŶ͕͛ Ă 

man who because of the time is unable to live as deliberately as he wants.  In contrast to Tiller, 
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 The Water Witch p.231   
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 Ibid p. 
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 Philbrick The Development of American Sea Fiction p. 81- Both Griffith and Ludlow stagger under a burden of 

manly pride and an undue sense of propriety.  They are forever choking down their resentment and biting 

down the indignation; ͚fellow͕͛ says Ludlow to one he deems as inferior, ͚ƚŚŝƐ ŝŵƉƵĚĞŶĐe almost surpasseth 

ƉĂƚŝĞŶĐĞ͛͘  Griffith and Ludlow fail to achieve the dignity of true seamen because they never completely detach 

themselves from the forms and values of civilization.  The reader is not surprised to learn that at the end of the 

Revolution GrifĨŝƚŚ ͚entirely withdrew from the ocean and devoted the remainder of his life to the conjoint 

duties of a husband and a good ĐŝƚŝǌĞŶ͛͘ 
44

 ͚HĞƌĞ ŝƐ ƚŚĞ PĂƚƌŽŽŶ ŽĨ KŝŶĚĞƌŚŽŽŬ͕ Ă ŵĂŶ ǁŚŽ ůŽǀĞƐ EŶŐůŝƐŚ ůĞŐŝƐůĂƚŝŽŶ ĂƐ ůŝƚƚůĞ ĂƐ ŵǇƐĞůĨ͖ - he will be less 

reluctant ƚŽ ƐĞĞ ĂŶ ŚŽŶĞƐƚ ƐŚŝůůŝŶŐ ƚƵƌŶĞĚ ƚŽ ŐŽůĚ͛͘ The Water Witch p.110 



Page 80 of 98 

 

Seadrift and Van Beverout, Ludlow can be perceived as a coward, but this relates more to the 

situation of the colonies itself.   

PŚŝůďƌŝĐŬ͛Ɛ ŝĚĞĂ ŽĨ ƚŚĞ Coquette is one that uses errant masculinity to form an imposing 

ƐǇŵďŽů ŽĨ ƐƚƌĞŶŐƚŚ ĂŶĚ ƐƵƉƉƌĞƐƐŝŽŶ͕ ĂƐ ŚĞ ŐŽĞƐ ŽŶ ƚŽ ƐĂǇ ͚ĂƐ Ă ǀĞƐƐĞů ŽĨ ƚŚĞ KŝŶŐ͕ ΀ƚŚĞ Coquette] is 

the representative of aƵƚŚŽƌŝƚǇ ĂŶĚ ŽƌĚĞƌ͖ ŚĞƌ ĨƵŶĐƚŝŽŶ ŝƐ ƚŽ ƉƵŶŝƐŚ ƚŚĞ ĞŶĞŵŝĞƐ ŽĨ ƚŚĞ CƌŽǁŶ͛͘  

However, Philbrick has made a minor error in his reading of the text, since the ship is not a vessel of 

any king, but instead a vessel belonging to her Majesty Queen Ann.  We may question the 

ŝŵƉŽƌƚĂŶĐĞ ŽĨ ƚŚŝƐ ĞƌƌŽƌ͕ ďƵƚ I ĨĞĞů ƚŚĞ ǁŽƌĚ ͚ŬŝŶŐ͛ ŽŶůǇ ƐĞĞŵƐ ƚŽ ĞŵƉŚĂƐŝƐĞ ƚŚĞ ŵĂƐĐƵůŝŶĞ ƚŚĞŵĞƐ ŽĨ 

domination, so it is necessary to correct Philbrick on this detail.  The Pilot and The Red Rover were 

both set during a time in which our predominantly male American heroes were defying a monarchy 

represented by a king, but in The Water Witch just as the hermaphrodite brig sails under the 

benevolent protective rule of its own water-queen, so does its English antagonist.  In an utter 

condemnation of the throne that is of course steeped in dramatic irony, Seadrift attacks the 

monarch on the misogynistic grounds that she is nothing more than a woman, and therefore 

unworthy of wielding such sovereign power: 

 

͞TŚŽƵŐŚ ƐĞĂƚĞĚ ŽŶ Ă ƚŚƌŽŶĞ͕ ƐŚĞ ŝƐ ďƵƚ Ă ǁŽŵĂn.  Disguise nature as thou wilt, she is a 

universal tyrant and governs all alike.  The head that wears a crown dreams of the 

conquests of the sex, rather than of the conquests of states; the hand that wields the 

sceptre is fitted to display its prettiness with the pencil of the needle; and though words 

and ideas may be taught and sounded forth with the pomp of royalty, the tone is still 

ƚŚĂƚ ŽĨ ǁŽŵĂŶ͘͟45 

 

Seadrift herself is no different to the Queen, a woman in a role usually permitted to a man, the only 

discrepancy is that she must disguise herself as a man to be taken seriously as both, sailor and 

                                                             
45

 Ibid p.128 
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ĨƌĞĞďŽŽƚĞƌ͘   Aƚ ƚŚĞ ƐĂŵĞ ƚŝŵĞ͕ ĂƐ CĂůůĂŚĂŶ ŵĂŝŶƚĂŝŶƐ͕ ƚŚŝƐ ͚ǁŝƚŚĞƌŝŶŐ ĂƐƐĞƐƐŵĞŶƚ ŽĨ ǁŽŵĞŶ͛Ɛ 

ĐŚĂƌĂĐƚĞƌƐ ĂŶĚ ŝŶƚĞƌĞƐƚƐ͛ ĚŝƐƉůĂǇĞĚ ƚŚƌŽƵŐŚ ĂŶ ĂŶĂůǇƐŝƐ ŽĨ QƵĞĞŶ AŶn only goes to strengthen the 

degenerative reflection of the colonies she rules over.  AƐ CŽŽƉĞƌ ƉƌŽĨĞƐƐĞƐ ͚ƚŚĞ ĐŽŶŶĞĐƚion with the 

ĐƌŽǁŶ ǁĂƐ ĚŝƌĞĐƚ͕͛ ƚŚĞ ŐĞŶĞƌĂů ǀŝĞǁ ŽĨ ƚŚĞ CŽůŽŶŝĞƐ ŝƐ ŽĨ Ă ĚŽŵŝŶĂƚĞĚ ƉŽƉƵůĂƚŝŽŶ ŽĨ ƐƵƉƉƌĞƐƐĞĚ ĂŶĚ 

inferior people.46  Ludlow, therefore, may be seen as an unhappy product of the times, less a 

figment of errant masculinity and more a character of emasculation.  Seadrift, for example, literally 

runs rings around him, knowing exactly how to rile this repressed middle hero.  In Chapter XI, when 

Ludlow and Seadrift meet for the first time, the latter boasts the superiority of the Water Witch over 

ƚŚĞ ĨŽƌŵĞƌ͛Ɛ ͚ůƵŵďĞƌŝŶŐ ƐůŽŽƉ ŽĨ QƵĞĞŶ AŶŶĞ͛͘ 

 

By the title of my royal mistress, young beardless, but there is an insolence in this 

language that might become him you wish to represent!  My ship, heavy or light of foot 

as she may be, is fated to bring yonder false trader to judgement. 

 ͞BǇ ƚŚĞ ĐƌĂĨƚ ĂŶĚ ƋƵĂůŝƚŝĞƐ ŽĨ ƚŚĞ WĂƚĞƌ-Witch! But this is language that might become 

one who was at liberƚǇ ƚŽ ĂĐƚ ŚŝƐ ƉůĞĂƐƵƌĞ͕͟ ƌĞƚƵƌŶĞĚ ƚŚĞ ƐƚƌĂŶŐĞƌ͕ ƚĂƵŶƚŝŶŐůǇ ŝŵŝƚĂƚŝŶŐ 

ƚŚĞ ƚŽŶĞ ŝŶ ǁŚŝĐŚ ŚŝƐ ĂŶŐƌǇ ĐŽŵƉĂŶŝŽŶ ŚĂĚ ƐƉŽŬĞŶ͘  ͞YŽƵ ǁŽƵůĚ ŚĂǀĞ ƉƌŽŽĨ ŽĨ ŵǇ 

identity: listen.  There is one who vaunts his power, that forgets he is a dupe of my 

agent; and that even wŚŝůĞ ŚŝƐ ǁŽƌĚƐ ĂƌĞ ƐŽ ĨƵůů ŽĨ ďŽůĚŶĞƐƐ͕ ŚĞ ŝƐ Ă ĐĂƉƚŝǀĞ͊͟47 

 

 Ludlow only becomes infuriated, reddening and ďŝƚŝŶŐ ŚŝƐ ůŝƉ ͚ĞŶĚĞĂǀŽƵƌŝŶŐ ƚŽ ƌĞƉƌĞƐƐ ŚŝƐ ĂŶŐĞƌ͛48.  

AƐ CĂůůĂŚĂŶ ƐŝŵƉůǇ ƉƵƚƐ ŝƚ͕ “ĞĂĚƌŝĨƚ ŝƐ Ă ǁŽŵĂŶ ǁŚŽ ŝƐ Ă ďĞƚƚĞƌ ŵĂŶ ƚŚĂŶ ƚŚĞ ŶĂƌƌĂƚŝǀĞ͛Ɛ 

represĞŶƚĂƚŝǀĞ ŽĨ ŽĨĨŝĐŝĂů ŵĂƐĐƵůŝŶŝƚǇ͛͘49  However, even Seadrift after being established as Eudora 

Van Beverout, is restored to a more feminine role through her union with Tom Tiller.  As Grossman 

                                                             
46

 ͚TŚĞ ĐŽŶŶĞǆŝŽŶ ǁŝƚŚ ƚŚĞ ĐƌŽǁŶ ǁĂƐ ĚŝƌĞĐƚ  ͕ĂŶĚ ĨŽƌ Ă ůŽŶŐ ƉĞƌŝŽĚ ƚŚĞ ŵĂũŽƌŝƚǇ ŽĨ ƚŚĞ ŝŶŚĂďŝƚĂŶƚƐ ǁĞƌĞ 
considered as of a different race, and of course as of one less to be consŝĚĞƌĞĚ ƚŚĂŶ ƚŚĂƚ ŽĨ ƚŚĞŝƌ ĐŽŶƋƵĞƌŽƌƐ͛͘  
The Water Witch p113 
47

 Ibid p.125 
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 Ibid p.164 
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 Callahan CŽŽƉĞƌ͛Ɛ AŶĚƌŽŐǇŶŽƵƐ HĞƌŽĞƐ p.254 
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ĂĨĨŝƌŵƐ ŝƚ ŝƐ Ă ͚ƚŝŵŝĚ ƐƵƌƌĞŶĚĞƌ ƚŽ ΀ƚŚĞ΁ ƐŽůĞŵŶ ŝŶƐƚŝƚƵƚŝŽŶ ΀ŽĨ΁ ĨĞŵĂůĞ ƌĞƐƉĞĐƚĂďŝůŝƚǇ͛͘50  We can argue,  

ƚŚĂƚ ƚŚĞ ĐŽƵƉůĞ͛Ɛ ĞŶĚŝŶŐ͕ ƚŚĞŝƌ ĨůŝŐŚƚ ƚŽ ƐĞĂ͕ ĐĂƌƌŝĞƐ ůĞƐƐ ŽĨ ƚŚĞ ĚŽŵĞƐƚŝĐ ĐŽŶŶŽƚĂƚŝŽŶƐ ĞƐƉĞĐŝĂůůǇ ŝŶ 

contrast to the more traditional union of Ludlow and Alida. 

 Whilst Seadrift receives much attention throughouƚ ƚŚĞ ŶŽǀĞů͛Ɛ ĨŝƌƐƚ ŚĂůĨ͕ TŽŵ TŝůůĞƌ͕ ĨŽƌ ƚŚĞ 

most part, remains behind the scenes.  Introduced during the river voyage to the Lust in the Rust in 

CŚĂƉƚĞƌ III͕ TŝůůĞƌ ĚƌĂƉĞĚ ŝŶ ĂŶ IŶĚŝĂŶ ƐŚĂǁů ŝƐ ŝĚĞŶƚŝĨŝĞĚ ĂƐ ďĞŝŶŐ Ă ŚŝŐŚůǇ ĐŚĂƌŝƐŵĂƚŝĐ ͚ƐŽŶ ŽĨ ƚŚĞ 

ŽĐĞĂŶ͛͘51  EĨĨŽƌƚůĞƐƐůǇ ƚĂŬŝŶŐ ƚŚĞ ŚĞůŵ ŽĨ ƚŚĞ ďŽĂƚ ͚ǁŝƚŚ Ă ĐŽŽůŶĞƐƐ ƚŚĂƚ ĚŝĚ ŝŶĨŝŶŝƚĞ ĐƌĞĚŝƚ ƚŽ ŚŝƐ 

ƉŽǁĞƌƐ ĨŽƌ ĐŽŵŵĂŶĚŝŶŐ͛ ŚĞ ĨŝƐŚĞƐ ĨŽƌ ŝŶĨŽƌŵĂƚŝŽŶ ͚ĐŽŶĐĞƌŶŝŶŐ ƚŚĞ ĨƌĞĞďŽŽƚĞƌƐ ĂŵŽŶŐ ƚŚĞ ŝƐůĂŶĚƐ͛͘ 

Typically as a mariner, Tiller is represented as a presence of elevated confidence and esteem above 

the mere land dwellers, whom can only look on in awe. 

 

He seemed to analyse the half-maritime character of the crew and passengers at a 

glance, and to feel that sort of superiority over his companions which men of his 

profession were then a little too wont to entertain towards those whose ambition could 

be bounded by terra-firma. 52     

        

Averse to the social forms of aristocracy, Cooper is of course susceptible to the ideal of a natural 

form of aristocracy.  It is ĂŶ ŝĚĞĂů ƚŚĂƚ ǁĞ ŚĂǀĞ ƐĞĞŶ ŝŶǀĞƐƚĞĚ ǁŝƚŚŝŶ NĂƚƚǇ BƵŵƉŽ ĂƐ ǁĞůů ĂƐ CŽŽƉĞƌ͛Ɛ 

more memorable sailors, their deliberate existence in parallel with the natural environment, holding 

mastery ĂŶĚ Ă ƌĞƐƉĞĐƚ ŽĨ ƚŚĞŝƌ ĞůĞŵĞŶƚƐ͘  Iƚ ĨƵŶĐƚŝŽŶƐ ƚŽ ŝŶĨŽƌŵ CĂůůĂŚĂŶ͛Ɛ ƚŚĞorisation of androgyny 

ŝŶ CŽŽƉĞƌ͛Ɛ ŚĞƌŽĞƐ, as models of social improvement.  

 Tiller is more obviously masculine in character but his command of the Water-Witch brings 

out his androgynous connotations.  Cooper frequently maintains how much of the manly cast view 

TŝůůĞƌ͛Ɛ ƐŚŝƉ ǁŝƚŚ ĂůŵŽƐƚ ƐĞǆƵĂů ƉƌĞĨĞƌĞŶĐĞƐ͕ ĂƐ ƚŚĞ ĨĂďůĞĚ ƐŬŝŵŵĞƌ ŽĨ ƚŚĞ ƐĞĂƐ ĚƌĂǁƐ ŽƵƚ ŽĨ LƵĚůŽǁ͘ 
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͞YŽƵ ĂƌĞ Ă ƐĞĂŵĂŶ͕ CĂƉƚĂŝŶ LƵĚůŽǁ͕ ĂŶĚ ŚĂǀĞ ĂŶ ĞǇĞ ĨŽƌ ĐŽŵĞůŝŶĞƐƐ ŝŶ Ă ĐƌĂĨƚ͕ ĂƐ ǁĞůů ĂƐ ŝŶ Ă 

woman.  Look at those harpings!  There is no fall of a shoulder can equal that curve, in grace or 

richness; this shear surpasses the justness and delicacy of any waist; and then you see the 

ƚƌĂŶƐŽŵƐ͕ ƐǁĞůůŝŶŐ ĂŶĚ ƌŽƵŶĚĞĚ ůŝŬĞ ƚŚĞ ŽƵƚůŝŶĞƐ ŽĨ Ă VĞŶƵƐ͘͟53
 

 

This fact is emphasised for Ludlow in how the sweet brig is essentially an object of chase.  The ship 

will always elude him, however, and this is really down to the masterful command of Tiller and the 

ĐŽŶĨƵƐĞĚ ĚŝǀŝƐŝŽŶƐ ǁŝƚŚŝŶ LƵĚůŽǁ͛Ɛ ĐŚĂƌĂĐƚĞƌ͘  PŚŝůďƌŝĐŬ ǁƌŝƚĞƐ ĨĂǀŽƵƌĂďůǇ ŽĨ CŽŽƉĞƌ͛Ɛ ĐƌĞĂƚŝŽŶ ŽĨ 

Tiller, building upon the character of Tom Coffin that so dominated The Pilot, Tiller is a fulfilled 

ǀĞƌƐŝŽŶ ŽĨ ͚ƚŚĞ ŝĚĞĂů ƐĞĂŵĂŶ͛ ƌĞƉƌĞƐĞŶƚŝŶŐ ƚŚĞ ĞƉŝƚŽŵĞ ŽĨ ƐĞĂŵĂŶƐŚŝƉ ĂƐ ǁĞůů ĂƐ Ă ŚĞĂůƚŚǇ ƐĞŶƐĞ ŽĨ 

morality.  As a result of not being written out of the novel on grounds of his social background like 

CŽĨĨŝŶ͕ TŝůůĞƌ ĞǀĞŶƚƵĂůůǇ ďĞĐŽŵĞƐ Ă ĨƵůůǇ ƌĞĂůŝƐĞĚ ŚĞƌŽ ǁŚŽ ĂƐ͕ PŚŝůďƌŝĐŬ ƐĂǇƐ͕ ͚ĂƚƚĂŝŶƐ ƚŚĞ ƐƚĂƚƵƌĞ ŽĨ Ă 

ĚĞŝƚǇ͛͘  DƵƌŝŶŐ ƚŚĞ ĨŝƌĞ ƚŚĂƚ ďƌĞĂŬƐ ŽƵƚ ĂďŽĂƌĚ ƚŚĞ Coquette in Chapter XXXII, Tiller temporarily allied 

with the English takes command over operations in order to save lives. 

 

Seen by the light, with his peculiar attire, his firm and certain step, and his resolute air, the free-

trader resembled some fancied sea-god, who, secure in his immortal immunities, had come to 

act his part in that awful but exciting trial of hardihood and skill.
54        

 

IŶ ƚŚĞ ŐƌĂĐĞ ŽĨ ƐŽŵĞ ŬŝŶĚ ŽĨ ďĞŶĞǀŽůĞŶƚ ĚĞŝƚǇ ĂŶĚ ŝŶ ƌĞĐŽŐŶŝƚŝŽŶ ŽĨ LƵĚůŽǁ͛Ɛ ƌĞůĞŶƚůĞƐƐ ĞĨĨŽƌƚƐ͕ TŝůůĞƌ 

informs the captain of the Coquette that the Water-Witch will forever stay away from American 

shores.55  In reality, Tiller realises that Ludlow is at least a worthy opponent who will always chase 

the brig so long as it remains in breach of the laws of the land.  Since the chase is likely to lead to 
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 ͚I ŚĂǀĞ ůŽŶŐ ƚŚŽƵŐŚƚ ƚŚŝƐ ŝƐ ƚŚĞ ůĂƐƚ ƚŝŵĞ ƚŚĞ ŬĞĞů ŽĨ ƚŚĞ WĂƚĞƌ-WŝƚĐŚ ǁŝůů ĞǀĞ ƉůŽƵŐŚ ƚŚĞ AŵĞƌŝĐĂŶ ƐĞĂƐ͛  The 

Water Witch p.422 
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violence, Tiller graciously steps backwards for love of his ship and crew.  As is often the case in 

CŽŽƉĞƌ͛Ɛ ĨŝĐƚŝŽŶ, the inflation of violence is diluted before escalating to scenes of bloodshed. The 

Water Witch at least does not back down anticlimactically, as John Peck criticises The Red Rover for 

doing.  As a benign presence throughout the novel, it is the duty of Tiller as a godlike entity to 

prevent the possibility of violent confrontation from ever occurring.     

We may question where this benevolent aspect comes from.  Both The Pilot and The Red 

Rover were defined by sense of masculine opposition between America and Great Britain.  

Thematically, war was pervading both novels, but with The Water Witch there is less of a sense, 

since the focus is upon the chase of TilůĞƌ͛Ɛ ĞůƵƐŝǀĞ ĐƌĂĨƚ͘  BƌŝƚĂŝŶ ŝƐ at war with the French, which of 

course leads to the final battle and the alliance between the English forces and their antagonists 

represented by the rebellious smugglers.  This beŶĞǀŽůĞŶĐĞ ŝƐ ƌĞƉƌĞƐĞŶƚĞĚ ďǇ ƚŚĞ ŶŽǀĞů͛Ɛ ĞŶĚƵƌŝŶŐ 

ƐǇŵďŽů ŽĨ ƚŚĞ ƐĞĂ ŐƌĞĞŶ ůĂĚǇ͕ ƚŚĞ ƐƉŝƌŝƚƵĂů ƉƌŽƚĞĐƚŽƌ ŽĨ ƚŚĞ WĂƚĞƌ WŝƚĐŚ͕ ĂƐ ƐĐƵůƉƚĞĚ ĂďŽǀĞ ƚŚĞ ƐŚŝƉ͛Ɛ 

cutwater. 56   

 

A ĨĞŵĂůĞ ĨŽƌŵ͕ ĨĂƐŚŝŽŶĞĚ ǁŝƚŚ ƚŚĞ ĐĂƌǀĞƌ͛Ɛ ďĞƐƚ ƐŬŝůů  ͕ƐƚŽŽĚ ŽŶ ƚŚĞ ƉƌŽũĞĐƚŝŽŶ ŽĨ ƚŚĞ ĐƵƚwater.  

The figure rested lightly on the ball of one foot, while the other was suspended in an easy 

attitude, resembling the airy posture of the famous Mercury of the Bolognese.  The drapery was 

fluttering, scanty, and of a light sea-green tint, as if it had imbibed a hue from the element 

beneath.  The face was of that dark bronzed color which human ingenuity has, from time 

immemorial, adopted as the best medium to portray a superhuman expression.  The locks were 

dishevelled, wild, and rich; the eye full of such a meaning as might be fancied to glitter in the 

organs of a sorceress while a smile so strangely meaning and malign played about the mouth, 

that the young sailor started when it first met his view, as if a living thing had returned his look.
57
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Cooper has created an interestingly ambiguous symbol with the Sea Green Lady.  Simply 

deconstructing the symbol of the Sea Green Lady illuminates elements we would normally associate 

with the United States.  To begin with, she represents a feminine personification of liberty, holding 

ĂďŽǀĞ ŚĞƌ ŚĞĂĚ ͚ĂŶ ŽƉĞŶ ďŽŽŬ͕ ǁŝƚŚ ůĞƚƚĞƌƐ ŽĨ ƌĞĚ ǁƌŝƚƚĞŶ ŽŶ ŝƚƐ ƉĂŐĞƐ͛ ĂŶĚ ǁĞ ĐĂŶ ŽĨ ĐŽƵƌƐĞ ĚƌĂǁ 

parallels to that other idol of European artistry, which is yet to be built upon Liberty Island.  

Secondly, as is the case with tŚĞ AůĚĞƌŵĂŶ͕ ƚŚĞ ŽƉĞŶ ďŽŽŬ ĐĂŶ ĐŽŵƉůĞƚĞ ƚŚĞ ŝůůƵƐŝŽŶ ŽĨ ͚ǁŝƚĐŚĐƌĂĨƚ 

ĂŶĚ ŶĞĐƌŽŵĂŶĐǇ͛ ĨƵůĨŝůůŝŶŐ ƚŚĞ ŝŶĨĂŵŽƵƐ ŶĂŵĞ ŽĨ ƚŚĞ ďƌŝŐĂŶƚŝŶĞ͘58  Thirdly, she can be regarded as a 

kind of Mammon, a goddess of materialism.  Upon reading the inscriptions on the open book, we 

learn that it is a quotation from The Merchant of Venice ;͞AůďĞŝƚ I ŶĞǀĞƌ ůĞŶĚ ŶŽƌ ďŽƌƌŽǁͬBǇ ƚĂŬŝŶŐ͕ 

ŶŽƌ ďǇ ŐŝǀŝŶŐ ŽĨ ĞǆĐĞƐƐͬ YĞƚ ƚŽ ƐƵƉƉůǇ ƚŚĞ ƌŝƉĞ ǁĂŶƚƐ ŽĨ ŵǇ ĨƌŝĞŶĚͬI͛ůů ďƌĞĂŬ Ă ĐƵƐƚŽŵ͟) which seems 

ƚŽ ĂĚǀŽĐĂƚĞ ƚŚĞ ƐŚŝƉ͛Ɛ ŝůůĞŐĂů ƉƵƌƉŽƐĞ ĂƐ ǁĞůů Ăs an endorsement of consumerism.59   

The bewitching element of material artefacts can be read frequently throughout The Water 

Witch͘  WŚĞŶ ŝŶƚƌŽĚƵĐĞĚ ƚŽ ƚŚĞ AůĚĞƌŵĂŶ ŝŶ CŚĂƉƚĞƌ I͕ ŚĞ ƉƌŽĐůĂŝŵƐ ŚŝŵƐĞůĨ ƚŽ ďĞ Ă ƐĞůůĞƌ ŽĨ ͚ƚŚƌŝĨƚ͕͛ 

before going on to inform hiƐ ĂĐĐŽŵƉĂŶǇŝŶŐ ƐůĂǀĞƐ ĂƐ ďĞŝŶŐ ͚ǇŽƵƌ ƚƌƵĞ ƉŚŝůŽƐŽƉŚĞƌ͛Ɛ ƐƚŽŶĞ͛͘60  In 

Chapter X, Seadrift presents Alida with an extensive horde of high end materials from all around the 

ǁŽƌůĚ͗ ͚ŽƌŶĂŵĞŶƚƐ ŽĨ ƚŚĞ ĞůĞƉŚĂŶƚ͛Ɛ ƚŽŽƚŚ͕ ĐƵƚ ďǇ Ă ĐƵŶŶŝŶŐ ĂƌƚŝĨŝĐĞƌ ŝŶ ƚŚĞ ĨĂƌ EĂƐƚĞƌŶ ůĂŶĚƐ͛ ĂŶĚ 

͚ƐĂƚŝŶ ŽĨ TƵƐĐĂŶǇ͛͘61  WŚĞŶ LƵĚůŽǁ ĐŽŶĨƌŽŶƚƐ ƚŚĞ ƐŵƵŐŐůĞƌ͕ “ĞĂĚƌŝĨƚ ƌĞŵĂƌŬƐ ŚŽǁ ƐŚĞ ƐŚŽƵůĚ ůŝŬĞ ͚ƚŽ 

tempt the royal Anne in her closet, with such a display of goodly laces and heavy brocades͛͘62  In a 

fulfilment of this desire, when Tiller visits Cornbury, the crooked politician advocates the practice of 

smuggling if only to provide for an elite minority: 
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Men in high places must respect the laws, yet it is not always convenient, or even 

useful, that they should deny themselves every indulgence which policy would prohibit to the 

masses.
63

          

 

In between the political transatlantic differences, it seems that there is an establishment of common 

ground represented by the desire for materialistic fulfilment.   

In further regards to necromancy, the symbol of the witch obviously conveys gothic 

connotations.  What the gothic meant to Cooper is something Phinit-Akson has defined as being less 

ƚŽ ĚŽ ǁŝƚŚ ƚŚĞ ͚PƌŽƚĞƐƚĂŶƚ͕ ŶŝŐŚƚŵĂƌĞ ǀŝƐŝŽŶƐ ŽĨ ƚŚĞ ůĂƚĞ ĞŝŐŚƚĞĞŶƚŚ ĐĞŶƚƵƌǇ GŽƚŚŝĐ ŶŽǀĞůŝƐƚƐ͛ ĂŶĚ 

more relaƚĂďůĞ ƚŽ CĂƚŚŽůŝĐŝƐŵ͗ ͚ƚŚĞ ĨĂďƵůŽƵƐ ĞƌĂ ŽĨ ŵĞĚŝĞǀĂů ƉŝĞƚǇ ǁŚĞŶ ĂƌƚŝƐĂŶƐ ĂŶĚ ĂƌƚŝƐƚƐ ǁĞƌĞ 

stimulated by their faith to produce masterpieces of art and architecture for the purpose of 

ŵĂŐŶŝĨǇŝŶŐ ƚŚĞ ŐƌĞĂƚŶĞƐƐ ŽĨ ƚŚĞŝƌ GŽĚ͛͘64  OŶĐĞ ĂŐĂŝŶ CŽŽƉĞƌ͛Ɛ ŽďƐĞƌǀĂƚŝŽŶ of the Catholic Church 

and artistry is a result of his experiences in Italy.  Anti-Catholicism, as Henry P. Roberson defines it is 

͚ƚŚĞ ŽůĚĞƐƚ ƉƌĞũƵĚŝĐĞ ŝŶ AŵĞƌŝĐĂ͚͕ ǇĞƚ ǁŚĞŶ CŽŽƉĞƌ ƚƌĂǀĞůůĞĚ ƚŽ IƚĂůǇ͕ ͚ŚĞ ǁĂƐ ĂŶ ŽƵƚƐŝĚĞƌ ůŽŽŬŝŶŐ ŝŶ͛ 

and what he saw to his own surprise (he was of course suspicious of the autocratic tendencies of 

ƉĂƉŝƐƚ ďĞůŝĞĨͿ ǁĂƐ ͚ƉƌĂǇĞƌ͕ ƐĂĐƌĞĚŶĞƐƐ͕ ĂŶĚ Ă ƚƌƵĞ CŚƌŝƐƚŝĂŶŝƚǇ ŝŶ CĂƚŚŽůŝĐŝƐŵ͛͘65  

  Of course the main problem with the sea green lady is that she cannot be readily 

representative of a one Christian God, if anything, she is more attributable to a pagan form of 

worship but she does at least, as I believe Cooper intends, to evoke a spirit of benevolence and 

Christian charity, as witnessed when she selflessly comes to the aid of the Coquette.  The war 

mongering spirit of Gray and Heidegger could be seen as a far more puritanical basis of opposition.  

When they speak of the evils of the English aristocracy they ultimately believe that those in power 

exist to suppress and dominate those underneath them.  It demonstrates a fundamental difference 

ďĞƚǁĞĞŶ PƌŽƚĞƐƚĂŶƚŝƐŵ ĂŶĚ CĂƚŚŽůŝĐŝƐŵ͕ ĂƐ ‘ŽďĞƌƐŽŶ ŵĂŝŶƚĂŝŶƐ͗ ǁŚŝůƐƚ ͚LƵƚŚĞƌ ĂŶĚ CĂůǀŝŶ ďĞůŝĞǀĞĚ 
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ŚƵŵĂŶ ŶĂƚƵƌĞ ƚŽ ďĞ ǁŚŽůůǇ ĐŽƌƌƵƉƚĞĚ͕ ŚĂǀŝŶŐ ŶŽ ŐŽŽĚ ŝŶ ŝƚ͕͛ CĂƚŚŽůŝĐŝƐŵ ͚ĐŚĂƌĂĐƚĞƌŝƐĞƐ ŚƵŵĂŶ 

nature aƐ ǁŽƵŶĚĞĚ͕ ĐƌĞĂƚŝŶŐ Ă ƚĞŶĚĞŶĐǇ ƚŽ ƐŝŶ ďƵƚ Ɛƚŝůů ƉŽƐƐĞƐƐŝŶŐ ƚŚĞ ŐƌĂĐĞ ŽĨ GŽĚ͛Ɛ ĐƌĞĂƚŝŽŶ͛͘66      

As I believe, Tiller is in alignment with the latter, further marking him different from Gray and 

Heidegger who are caught up with thwarting the grand injustice of the British Empire.  Tiller as a 

character more in possession of the supranational advantage of the ocean in this way represents 

resolution.  Put simply he is so entwined with the ocean that political differences mean less to him 

than the affirmation of ŚƵŵĂŶŝƚĂƌŝĂŶ ƉƌŝŶĐŝƉůĞƐ ĂŶĚ ƚŚĞ ƌĞƐƉĞĐƚ ĨŽƌ ĂŶŽƚŚĞƌ ŵĂŶ͛Ɛ ůŝĨĞ͘  AƐ PŚŝůďƌŝĐŬ 

notes, the crew of the Water Witch ͚ĞǆŝƐƚ ŝŶ Ă ĐŽŵŵƵŶŝƚǇ ŽĨ ůŽǀĞ ĂŶĚ ůŽǇĂůƚǇ͛ ǁŚŝĐŚ ŝƐ ƉƌĞƐŝĚĞĚ ŽǀĞƌ 

by Tiller who eventually is seen to become the real protective force behind the Sea Green Lady. 

The lasting impression of The Water Witch is a bloated sense of benevolence which is best 

summed up by the final flight of Tiller and Eudora into infinite ocean, a realm of possible adventure 

and boundless freedom.  As Philbrick summariƐĞƐ͕ ͚EƵĚŽƌĂ ŝƐ ŽĨĨĞƌĞĚ ƚŚĞ ůŽǀĞ ŽĨ Ă ĨĂƚŚĞƌ͕ ƚŚĞ 

ƐĞĐƵƌŝƚǇ ŽĨ Ă ǁĞĂůƚŚǇ ŵĂƌƌŝĂŐĞ͕ ĂŶĚ ƚŚĞ ĐŽŵƉĂŶŝŽŶƐŚŝƉ ŽĨ Ă ŐĞŶƚĞĞů ĨƌŝĞŶĚ͕͛ ŝŶ ƐŚŽƌƚ ͚Ăůů ǀĂůƵĞƐ ŽĨ 

ĐŝǀŝůŝǌĂƚŝŽŶ͕͛ ďƵƚ ƐŚĞ ƌĞũĞĐƚƐ Ăůů ƚŚĞƐĞ ƚŚŝŶŐƐ ŝŶ ĨĂǀŽƵƌ ŽĨ ͚Ă ŐƌĂŶĚůǇ ƌŽŵĂŶƚŝĐ ŐĞƐƚƵƌĞ ĨŽƌ Ă ůŝĨĞ Ăƚ ƐĞĂ 

ǁŝƚŚ ŚĞƌ ůŽǀĞƌ͕ Ă ůŝĨĞ ͞ǁŝƚŚ Ă ƐŚŝƉ ĨŽƌ Ă ĚǁĞůůŝŶŐ-ƚŚĞ ƚĞŵƉĞƐƚƵŽƵƐ ŽĐĞĂŶ ĨŽƌ Ă ǁŽƌůĚ͊͛͟67  It is much 

less attached to any of the deeper political questions surrounding the national narrative posed by 

both The Pilot and The Red Rover and more an embrace of the romantic figments that the 

supranational ocean can provide.  Of course, The Water Witch is essentially lacking a coherent 

historical narrative, whilst the Dutch traders and smugglers are wanting to establish some form of 

national identity born out of the burden of heavy trade taxation as imposed by the British there is no 

ĐŽŶĐƌĞƚĞ ĐŽŶĐůƵƐŝŽŶ ĚƵĞ ƚŽ ƚŚĞ ŶŽǀĞů͛Ɛ ĞǆĐůƵƐŝŽŶ ĨƌŽŵ ƚŚĞ ƐŝŐŶŝĨŝĐĂŶƚ ‘ĞǀŽůƵƚŝŽŶĂƌǇ ƚĞŶƐŝŽŶ ƚŚĂƚ 

characterises the late eighteenth century.  Instead, the novel is more a fulfilment of the sea 

romance.  It is at once a rejection in part of conventional civilisation and an advocation of an 

idealised life upon a supranational setting.    
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In conclusion, The Water Witch is a decidedly different novel to both The Pilot and The Red Rover.  

Highly romantic in tone, it surpasses the limits of the historical romance.  Less concerned with the 

War of Independence, yet still instilled with revolutionary sentiment, the novel essentially exists in a 

different place, protĞĐƚĞĚ ďǇ ŚŝƐƚŽƌǇ͘  AƐ Ă ƌĞƐƵůƚ ŽĨ ƚŚĞ ŶŽǀĞů͛Ɛ ƐŝƚƵĂƚŝŽŶ ĂƐ ǁĞůů ĂƐ CŽŽƉĞƌ͛Ɛ IƚĂůŝĂŶ 

inspiration through landscape and Catholicism, The Water Witch is a much more benign novel than 

ƚŚĞ ĂƵƚŚŽƌ͛Ɛ ƉƌĞǀŝŽƵƐ ƐĞĂ ƚĂůĞƐ͘  TŚƌŽƵŐŚ ƚŚĞ ĂŶĚƌŽŐǇŶŽƵƐ ĐŚĂƌĂĐƚĞƌƐ ŽĨ TŽŵ Tiller and Master 

Seadrift, Cooper presents us with a set of familiar characters who offer an alternative, if all the more 

romantic, vision of living in harmony with the world.  As middle hero, Ludlow is both American and 

English and represents an awkward dualism between his own personal loyalties and his allegiance 

with the crown. 

 Ultimately, the novel though fashioned as a historical romance is more radical than previous 

criticism has acknowledged.  I have argued throughout this thesis, that CŽŽƉĞƌ͛Ɛ sea novels were 

trying to heal the tension generated by the revolutionary conflict that lived on through Antebellum 

society. Cooper utilised the historical romance as a way of framing the glories of American maritime 

endeavour and unifying the national experience in such a way as to illustrate how the United States 

and its people may conduct itself.  In contrast to The Pilot and The Red Rover, I should like to 

maintain that The Water Witch is an investment in the supranational setting, where humanity is 

revealed to be ultimately infused with a certain goodness that we may attach to Rousseau.  I feel it 

ŵĂƌŬƐ Ă ŵŽƌĞ ƉƌŽĨŽƵŶĚ ĐŚĂŶŐĞ ĂŶĚ ĚĞǀĞůŽƉŵĞŶƚ ŝŶ CŽŽƉĞƌ͛Ɛ ƐĞĂ ĨŝĐƚŝŽŶ͕ ǁŝƚŚ ƚŚĞ ŶŽǀĞů͛Ɛ ĞŶĚŝŶŐ 

acting as a fulfilment of a kind of domestic harmony as well as a rejection of conventional civilisation 

in favour for a universe of near limitless possibilities.                  

         

 

 

 



Charlie Phair   

Conclusion 

͞CŽŵĞ͕ ŵǇ ĨƌŝĞŶĚƐ͕ 

͚T ŝƐ ŶŽƚ ƚŽŽ ůĂƚĞ ƚŽ ƐĞĞŬ Ă ŶĞǁĞƌ ǁŽƌůĚ. 

Push off, and sitting well in order smite 

The sounding furrows; for my purpose holds 

To sail beyond the sunset, and the baths 

Of all the Western stars, until I die. 

Alfred Lord Tennyson Ulysses 18421 

When Walter Scott criticised The Red Rover on grounds that the author spent too much time 

describing the rigging of the ship, he probably missed the greater achievement of James Fenimore 

Cooper.2  CŽŽƉĞƌ͛Ɛ ŬĞĞŶ ĞǇĞ ĨŽƌ ĐŽƌƌĞĐƚ ŶĂƵƚŝĐĂů ĐŽŶĚƵĐƚ ĂŶĚ ĚĞƚĂŝů ŝƐ ǁŚĂƚ ĚĞĨŝŶĞĚ ŚŝƐ ƐĞĂ ĨŝĐƚŝŽŶ 

above other writers.  Here was the American ship, an emblem of Atlantic modernity, specifically and 

painstakingly designed to combat the elements in such a way as to protect the lives of its crew so 

that they may successfully reach their destination.  Partnered with the romantic conceptions of the 

ƐŚŝƉ ĂŶĚ ƚŚĞ ƐĂŝůŽƌ͕ CŽŽƉĞƌ͛Ɛ ƌĞĂůŝƐŝƚŝĐ ƐŚŝƉ ŝƐ ƐǇŵƉƚŽŵĂƚŝĐ ŽĨ Ă ƚƌĞŵĞŶĚŽƵƐ ŶĂƚŝŽŶĂůŝƐƚ ƉƌŝĚĞ ƚŚĂƚ 

represented what the American people could achieve if it was united in the spirit of its founding 

ideology. 

This thesis has been based on the critical outlook, as maintained by Thomas Philbrick, that 

CŽŽƉĞƌ͛Ɛ ĨŝƌƐƚ ƚŚƌĞĞ ƐĞĂ ŶŽǀĞůƐ͕ The Pilot, The Red Rover and The Water Witch form a loose trilogy of 

revolutionary nautical romances communicating the story of rebellion and revolution against British 

autrocracy through American maritime activity.  With this in mind it is necessary to define each 

                                                             
1WŚĞƌĞĂƐ ŝƚ ŝƐ ƉƌŽƉŚĞƐŝƐĞĚ ŝŶ HŽŵĞƌ͛Ɛ The Odyssey ƚŚĂƚ OĚǇƐƐĞƵƐ ǁŝůů ĚŝĞ ŝŶ ĐŽŵĨŽƌƚ ŝŶ ŽůĚ ĂŐĞ͕ TĞŶŶǇƐŽŶ͛Ɛ 
poem sees the ageing king take off into the sunset one last time thereby railing against his destiny.  Alfred Lord 

TĞŶŶǇƐŽŶ ͚UůǇƐĞĞƐ͛ ŝŶ The Poetical Works of Alfred Lord Tennyson edited by (Boston; Ticknor and Fields 1862) 

p.184 lines 56-61 
2
 A journal entry from Sir Walter Scott dated 14

th
 JĂŶ ϭϴϮϴ ƌĞĂĚƐ͗͟ I ƌĞĂĚ CŽŽƉĞƌ͛Ɛ ŶĞǁ ŶŽǀĞů ǁŽƌŬ͕ The Red 

Rover; the current of which rolls entirely upon the ocean.  Sometimes, there is too much of nautical language; 

in fact it overpowers everything else...  The graceful form of the spars and the tracery of the ropes and cordage 

against the sky is too often dwelt upon.  The Journal of Sir Walter Scott ed. by W. E. K. Anderson (Oxford, 

Claredon Press, 1972) p.415   
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novel as part of the overriding story of detachment from British sovereignty by defining the 

conflicting figments of the historical romance and the supranational romance of the sea, as 

illustrated through the last three chapters of my thesis.   

The Pilot ƐĞƌǀĞƐ ĂƐ ĂŶ ŝŶƚƌŽĚƵĐƚŝŽŶ ƚŽ ƚŚĞ ĐŽŶĐĞƉƚ ŽĨ ƚŚĞ ƐĞĂ ŶŽǀĞů͕ ĂƐ ǁĞůů ĂƐ ƚŚĞ ƚƌŝůŽŐǇ͛Ɛ 

dominant theme of national separation and independence defined by the American Revolution.  

Less of a tale of the sea in that it is inadvertently confined to a coastal margin, The Pilot is 

predominantly a tale of adventure and revolutionary espionage.  Through the character of Tom 

Coffin, Cooper introduces thĞ ƐƵƉƌĂŶĂƚŝŽŶĂů ůŝĨĞ ŽĨ ƚŚĞ ƐĂŝůŽƌ ĂŶĚ ĞƐƚĂďůŝƐŚĞƐ Ă ƐĞŶƐĞ ŽĨ ƚŚĞ ƐĂŝůŽƌ͛Ɛ 

elevated existence that overrides the social conventions of landed society.  The social hierarchy of 

the ship is presided over by a lengthy cast of genteel American naval officers, but at sea, the simple 

coxswain manages to rise to such a prominent level of heroic stature that he begins to exceed the 

ŶŽǀĞů͛Ɛ ŵǇƐƚĞƌŝŽƵƐ ƚŝƚůĞ ĐŚĂƌĂĐƚĞƌ GƌĂǇ ĂƐ ǁĞůů ĂƐ ƚŚĞ ŐĞŶƌĞ͛Ɛ ƐƚŽĐŬ ŵŝĚĚůĞ ŚĞƌŽĞƐ͘  TŚŝƐ ŽĨ ĐŽƵƌƐĞ ŝƐ 

problematic to the structure of CŽŽƉĞƌ͛Ɛ ƚĂůĞ ĂƐ JĂƐŽŶ BĞƌŐĞƌ ŵĂŝŶƚĂŝŶƐ ĂŶĚ ŝƚ ŝƐ ĨŽƌ ƚŚŝƐ ƌĞĂƐŽŶ ƚŚĂƚ 

the coxswain is sacrificed in order for the revolutionary narrative to take place.   

The fact that Coffin is so at home at sea, means that he is in essence almost alien to the 

revolutionary cause.  The pilot on the other hand, through his bitter resentment of Britain and his 

vocal admiration of the idealistic notions of American Independence is preferred by Berger as the 

main hero of the novel.  I argued against this, believing that the shadowy pilot was too much of a 

ǁƌĂƚŚĨƵů ĐŚĂƌĂĐƚĞƌ ĨŽƌ ƚŚĞ ƚĂƐƚĞƐ ŽĨ CŽŽƉĞƌ͛Ɛ ŽǁŶ ƉƌĞĨĞƌĞŶĐĞƐ͘  Historically remembered as a 

seaman of unsurpassed, Captain John Paul Jones is such a character that cannot escape the illusion 

of revolutionary wrath.  Mr Gray represents the real threat of revolutionary social upheaval; a 

violent and vengeful backlash against Great Britain, where the tyrannical tendencies of the 

suppressor are inadvertently transferred to the oppressed.  As a result, I agree with Donald Darnell͛Ɛ 

belief that the real hero of The Pilot, ŝŶ CŽŽƉĞƌ͛Ɛ ŵŝŶĚ͕ ŝƐ ĞŝƚŚĞƌ GƌŝĨĨŝƚŚ Žƌ BĂƌŶƐƚĂďůĞ͘  CŽŽƉĞƌ͛Ɛ 

middle heroes are able to serve in the fight for American Independence but are not twisted through 
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their own fantasies of power.  Instead they can readily be applied to the new order as respectable 

Americans, whilst the pilot is left forever to navigate a cruel ocean of an impotent class based rage.  .       

 As the second act of the trilogy, The Red Rover takes the revolutionary drama of The Pilot 

but isolates it within a historical setting prior to the War of Independence.  In contrast to The Pilot, 

the immediacy of the Revolutionary War is replaced by a setting of complacency in British Colonial 

America.  Heidegger as the Red Rover is a threat to the laws of the colonial nation, but he is soon 

illuminated to be a pioneer, an oracle prophesising the inevitability of the formation of the republic 

nation.  As a character arc, Heidegger essentially provides the novel with a well structured national 

narrative.  Before Heidegger can fight a just war, he must rid himself of the amoral ways of the 

pirate identity of the Red Rover.  Only then can he die honourably in the official cause of American 

Independence.   

The supranational element of the ocean is more groƵŶĚĞĚ ǁŝƚŚŝŶ CŽŽƉĞƌ͛Ɛ ƐĞĐŽŶĚ ŶŽǀĞů 

where it threatened to harm the revolutionary narrative of The Pilot.  The shipboard environment 

allows Cooper to include the multi-racial pairing of Dick Fid and Scipio Africanus, the latter a 

prominent African American character in a time when the abolition movement was beginning to gain 

notoriety.  I took pains to stress whilst Cooper may not be attempting to forge a defining message of 

racial equality, the supranational ship does give Scipio a degree of freedom that he probably would 

not have been granted upon the land. 

The middle hero of Wilder may be the only thing holding this novel back from being a true 

American masterpiece.  In my understanding, he represents once again, a stock character of the 

romantic tradition who is even more indebted to the conventions of an English literary culture by his 

ǀĞƌǇ ĂƚƚĂŝŶŵĞŶƚ ďǇ ƚŚĞ ŶŽǀĞů͛Ɛ ĞŶĚŝŶŐ͕ ŽĨ Ă ŶŽďůĞ ďŝƌƚŚƌŝŐŚƚ͘  FŽƌ Ă ŶŽǀĞůŝƐƚ ǁŚŽ ĐůĂŝŵƐ ƚŽ ĂĚǀĂŶĐĞ 

republican spirit, Cooper is still very much connected to English literature, even in writing the most 

͚ŵĂƌŝƚŝŵĞ ďŽŽŬ͛ ŝŶ Ăůů ŽĨ ůŝƚĞƌĂƚƵƌĞ͘            

As the conclusive final act of the trilogy, The Water Witch further isolates revolutionary 

sentiment from the War of Independence but still manages to contain a vague sense of historical 
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cohesion through the yearning for political independence through the plight of a conquered people, 

the Dutch fur traders of New York.  Critically we can argue that the motivations of the traders and 

smugglers are based on monetary gain, rather than any illusions of liberty, since the brigantine of 

ƚŚĞ ŶŽǀĞů͛Ɛ ƚŝƚůĞ ŝƐ ĚĞĚŝĐĂƚĞĚ ƚŽ ƚŚĞ ĐŝƌĐƵůĂƚŝŽŶ ŽĨ ŝůůĞŐĂů ŐŽŽĚƐ͘ 

TŚĞ ŶŽǀĞů͛Ɛ ƚŽŶĞ ŽǁĞƐ ŵŽƌĞ ƚŽǁĂƌĚƐ ƚŚĞ ƐƵƉƌĂŶĂƚŝŽŶĂů ĞůĞŵĞŶƚ ƚŚĂƚ ŚĂƐ ůŝŶŐĞƌĞĚ 

ƚŚƌŽƵŐŚŽƵƚ CŽŽƉĞƌ͛Ɛ ĨŝƌƐƚ ƚǁŽ ƐĞĂ ŶŽǀĞůƐ͘  WŝƚŚ TŽŵ Tŝůler, Cooper creates a seaman of comparable 

heroic status to Tom Coffin.  Drawing from all three of the heroic archetypes established within the 

trilogy, Tiller effectively becomes akin to a kind of deity.  Effectively, Coffin and Tiller serve to 

bookend the analysis of the trilogy through their distinct expression of the supranational sailor. 

TŚĞ ĞĨĨĞĐƚ ŽĨ CŽŽƉĞƌ͛Ɛ ƌĞĂůŝƐĂƚŝŽŶ ŽĨ ƚŚĞ ƐĞĂ ĂůƐŽ ŝŶĐůƵĚĞƐ Ă travelling definition of gender.  

The forces of revolutionary sentiment, or the prototype Americans as we may call them, although 

involved in illegal activity as antagonists to British law, the crew of the Water Witch carry no 

bitterness or resentful feeling towards their oppressors, at least not to the extent of Gray or 

Heidegger.  Instead they masterfully evade their pursuers at every turn, the very femininity of their 

ship defined by the Sea Green Lady, is their strength, whilst, in contrast, the turgid masculinity of the 

EŶŐůŝƐŚ ĂƐ ƌĞƉƌĞƐĞŶƚĞĚ ďǇ LƵĚůŽǁ͛Ɛ ĐŽŵŵĂŶĚ ŝƐ ƚŚĞŝƌ ƌĞƐƉĞĐƚĞĚ ĚŽǁŶĨĂůů͘  OĨ ĐŽƵƌƐĞ͕ ƚŚĞƌĞ ŝƐ ŶŽ ƌĞĂů 

ůŽƐĞƌ ŝŶ ƚŚŝƐ ƌŽŵĂŶĐĞ͕ ďĞĐĂƵƐĞ ŽĨ CŽŽƉĞƌ͛Ɛ ŚŝƐƚŽƌŝĐĂů ĐŽŶƚĞǆƚ͕ ƚŚĞ ŶŽǀĞů ĞǆŝƐƚƐ ŝŶ ƐƵĐŚ Ă ǁĂǇ ƚŚĂƚ 

American Independence cannot yet be fulfilled, but the ocean provides its heroes with a safe haven 

from the woes of mainland life in British Colonial America and so the novel ends with the dissolution 

of the hermaphrodite brig into the horizon a fulfilment of the supranational poetics of the sea tale.        

In the end, Cooper never claimed to be the sovereign over anything but his own novels.  The 

sea novel as he saw it was an appropriate vessel in order to establish a national identity whilst also 

ĞƐƚĂďůŝƐŚŝŶŐ ĂŶ AŵĞƌŝĐĂŶ ŐĞŶƌĞ ŝŶĚĞďƚĞĚ ƚŽ ƚŚĞ ŶĂƚŝŽŶ͛Ɛ prominent maritime endeavour.  The sea, 

much like the wilderness of his frontier fiction, was an arena for man to test himself.  Ultimately 

however, the sea was much more than this for Cooper, it was something he knew and understood as 

a sailor; a changeable character in its own right as well as supranational realm, where fantasies can 
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be played out and tested before they are implemented on the mainland.  At the same time, for all 

CŽŽƉĞƌ͛Ɛ ƌĞƉƵďůŝĐĂŶ ŵŽƚŝǀĂƚŝŽŶƐ͕ ƚŚŝƐ ƚŚĞƐŝƐ ŚĂƐ ĞŶĚĞĂǀŽƵƌĞĚ ƚŽ ŝůůƵƐƚƌĂƚĞ ŚŽǁ ƚŚĞ ĂƵƚŚŽƌ͛Ɛ ǁƌŝƚŝŶŐ 

conveyed a sense of resolving the problematic tension invested within the divided mindset of 

Antebellum society͘  WŚĞƚŚĞƌ ŝƚ ŚĂƐ ďĞĞŶ ƚŚƌŽƵŐŚ FƌĂŶŬůŝŶ͛Ɛ ƚŚĞŵĞƐ ŽĨ ĚŝƐƉŽƐƐĞƐƐŝŽŶ͕ ƚŚĞ ƚǇƌĂŶŶŝĐĂů 

ƚĞŶĚĞŶĐŝĞƐ ŽĨ CŽŽƉĞƌ͛Ɛ ŵŽƌĞ ĂƌĚĞŶƚ ƐƵƉƉorters of liberty, or the notion that the essence of British 

society and identity is forever entwined into AŵĞƌŝĐĂ͛Ɛ ŽǁŶ ŶĂƚŝŽŶĂů ŝĚĞŶƚŝƚǇ͕ Cooper uses the sea as 

a means of bringing these discrepancies to light, and this is not something he has usually been 

celebrated for.   
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