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CHAPTER I
INTRODUCTION: DICKENS THE WRITER

M. D. Zabel calls Dickens "the untidy colossus who dominated the im-
aginative literature of his age from England and America to Russia.“l
Barbara Hardy says that his comedy is surpassed only by Shakespeare.2
Edmund Wilson calls him the greatest English dramatic writer since Shake-
speare.3 Trevor Blount says that despite his shortcomings Dickens was

"the best novelist ever to have written in English.“h

Zabel contends that
"Dickens, more than any other English novelist, joins the greatest of the
French and Russian masters in the power he shows of joining social and
historical substance with symbolic and mythic vision, of bringing the
dramatic instinct to terms with allegoric insight and moral metaphor."S

Dickens generated art;6 he was an innovator.! Edmnd Wilson says that
1 Morton Dauwen Zabel, "Dickens: The Reputation Revised," Craft and

Character in Modern Fiction, rpt. in Discussions of Charles Dickens, ed.
William Ross Clark (Boston: Heath & Co., 1901), pp. 3=le

- Barbara Hardy, "The Complexity of Dickens," Dickens 1970, ed,
Michael Slater (New York: Stein & Day, 1970), p. 30.

3 Edmund Wilson, "Dickens: The Two Scrooges," The Wound and the
Bow: Seven Studies ig Literature (New York: Oxford Univ. Press, 19L7),
Pe 30

) L Trevor Blount, Charles Dickens: The Early Novels, Writers and
Their Work, No., 204 (London: Longmans, Green & Co. for the British
Council and the National Book League, 1968), p. 6.

5 Zabel, "Reputation," p. 6.
6 Zabel, "Reputation," p, 6.

7 Blount, p. 8.



Dickens in a thirty-five year career never actually repeats himself; he
continually moves on in thought and art so that taken as a whole his work
has meaning.8 It is this movement in his work as a whole that this
thesis is concerned with--his development in moral criticism.

Dickens was imensely popular in his own day. William Marshall
reports thatFDickens is the only major novelist whose works are listed in
Richard Altick's Appendix "Best Sellers" in the English Common Reader.9

g >
He was first to use the novel as an effective propaganda device for

physical (social) and moral reform. He possessed a strange ability to
-openly manipul;te his readers' sympathies without losing them.ll The
emphasis in this thesis will be on Dickens's moral reform, his efforts

to point out to his readers by all the devices in his power the differ-
ence between the false values of society and the true values of humanity.
Dickens was, as Blount notes, a highly paradoxical and complex human
being and writer.12 He has a "hypnotic power over the reader's imagina- -
tion," which he used for both entertaining and teaching; he was both é

popular idol and a great artist.13

8 Edmund Wilson, p. 7L.

9 William H. Marshall, The World of the Victorian Novel (New York:
Barnes & Co., 1967), p. 3L. —

10 Matthew Hodgart, Satire (New York: World Univ. Library, 1969),
p. 216,

1 Barbara Hardy, Dickens: The Later Novels, Writers and Their Work,
No. 205 (London: Longmans, Green & Co. for the British Council and the
National Book League, 1968), p. 8.

12 glount, p. 7.

13 A, 0. J. Cockshut, The Imagination of Charles Dickens (New York:
New York Univ. Press, 1962), p. 5%3 B8 8190 D, Fe



Dickens was often thought of as a caricaturist, yet his characters
are infinitely more solid and more memorable than the serious efforts at

U

characterization of other novelists., In 1862 Ruskin wrote: "The

essential value and truth of Dickens's writings have been unwisely lost
sight of by many thoughtful persons merely because he presents his truth
with some colour of caricature. Unwisely, because Dickens'!s caricature,
though often gross, is never nﬁstahan.“ls Dickens was not simply a cari-
caturist; he was also not a realist. In presenting the Nobel Prize for

Literature to Thomas Mann in 1929, Fredrik Book listed Dickens with
Thackeray, Balzac, Flaubert, Gogol, and Tolstoy as rea].is’os.16 M &s
true that Dickens wanted verisimilitude., In a letter to his magazine
editor, W. H. Wills, in 1855 he advised that writing must be 1'so true
and vivid, that the reader must accept it whether he likes it or 1'101;.”17
But he also knew that "tlife! and 'reality' do not make art . . . but
must be transformed into art."l8 Many critics have called him a

symbolist; in fact Robert liddell in A Treatise on the Novel (1947) says

1 George Orwell, "Charles Dickens," Dickens, Dali and Others,
rpt, in Discussions of Charles Dickens, ed. William Ross Clark (Boston:
Heath & Co., 1961), pp. L2=L3.

15 Jdohn Ruskin, "Unto This Last" and Other Essays on Art and Polit-
ical Economy (New York' Dutton & Co., 1907), p.

16 Nobel lectures: Including Presentation Speeches and Laureates!
Blographies: Literature 1901-1967, ed. Horst Frenz (New York: Slsevier
Publishing Co. for thne Nobel Foundation, 1969), p. 260,

17 Dickens quoted in Monroe Engel, The Maturity of Dickens (can-
bridge, Mass.: Harvard Univ. Press, 1959), p. 19.

18 Engel, p. 23.



that "of the symbolists, Dickens is supreme , . & .“19

Even before Dickens wrote his most symbolic work critics strugéled
to define that quality which distinguished his work. David Masson writing
in 1852 thought of Ditkens's characters as "poetically conceived"; like
Shakespeare's, Dickens's characters, he thought, were not actually life-
like but were rather 't!grand hyperbolic beings . . . they are humanity

caught . . « and kept permanent in its highest and extremest mood. i

Masson allowed, with Goethe, that art was art because it was not riature.zl
Yet Masson really did prefer Thackeray, and so did William Dean Howells,
Howells was perceptive enough to know why. He said that Thackeray
flatters his readerts sense of superiority, while Dickens had no such
snobbish appeal. Dickens ''never appeals to the principle which sniffs,
in the reader. The base of his work is the whole breadth and depth of

122

humanity itself,! K. J. Fielding correctly notes that while there

were sincere critics, some of the adverse contemporary criticism of
Dickens's novels was due to a dislike of his social criticism and to out=-'

right cla.ss-pre,judice.23 - However this may have been in his lifetime,

19 Robert liddell, "From A Treatise on the Novel," Charles Dickens:
A Critical Anthology, ed. Stephen Wall (Baltimore, Md.: Penguin Books,
Inco, 1970)’ p' 3500

20 pavid Masson quoted in George H. Ford, Dickens and His Readers:
Aspects of Novel-Criticism Since 1836 (Princeton, N.J.: Princeton Univ.
Press for the Univ. of Cincimmati, 1955), pp. 116, 117.

& Ford, Readers, p. 117.

22 yilliam Dean Howells, My Literary Passions (1895), quoted in Ford,
Readers, p. 113, -

23 K. J. Fielding, "Charles Dickens," British Writers and Their

Work, No. 9, ed. Bonamy Dobrée and T, O. Beachcraft (Lincoln: Univ.
of Nebraska Press, 1965), p. 106,




Dickens's lack of realism particularly was a large part of the reason for
his very low place in the literary criticism of the last quarter of the
nineteenth century and the first half of the twentieth. Robert A,

Donovan suggests in The Shaping Vision that "Dickens's 'realism' is a

question of his constituting power; he does not fashion a world like the
real one, but his world is made real by its own inner coherence as well
as by its almost surrealistic vividness and clarity.“2h Marshall says
that the Victorian novel was not mimetic, that it was eséentially rythic
in its relation of human experience and "therefore should not be judged
by the standards useful in approaching its rationalistic predecessor

25

or its naturalistic successor," Martin Price notes that " . . . as we

turn back to Dickens from Dostoevsky or Kafka, from Brecht or the theater

of the absurd, we are better able to see some of what has been there all

the time.“26 We had to have Joyce, Proust, Faulkner, and Kafka before

we could again appreciate Dickens as an artist.27
Dickens's reputation plunged when the critical world found George

Eliot, whom Dickens was one of the first to recognize and praise,

Dickens was then considered too external and too dramatic; the new style

2h Robert Alan Donovan, The Shaping Vision: Imagination ¢n the

English Novel from Defoe to Dickens (Ithaca, N.Y.: Cornell Univ, Press,
» Do

25 Marshall, p. 78.

) .26 Martin Price, ed., "Introduction," Dickens: A Collection of
Critical Essays (Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1967), p. l.

21 Steven Marcus, New Statesman (1961), cited in Ada Nisbet, "Charles
Dickens," Victorian Fiction: A Guide to Research, ed, Lionel Stevenson
(Cambridge, Mass.: Harvard Univ, Press, 1964), p. 9.




included Jane Austen's emphasis on everyday life and Samuel Richardson's
enphasis on intermal action. Eliot was one of the last authors to be
successful in the mannter of Dickens and became the new taste's "high
pries‘l:ess.“28 Meredith became the intellectual's champion against the
popularity of both Eliot and Dickens. Hardy was more in the Dickens
vein with the use of sensation and melodrama and less slow analysis.
Hardy was said to be for adults; Dickens was left for children.29

Yet the great Russian authors, Turgenev (who was published in House-

hold Words in the 1850's), Dostoevsky, and Tolstoy, all respected Dickens.

Dostoevsky was Dickens's disciple and Tolstoy linked them favorably as
ai‘tists. Nevertheless, even when Dostoevsky was at his height, Dickens
was ignored. Ford notes that ''the very critic who admires Dostoevsky's
overflowing sentiments for the poor and oppressed--his violent melo-
drama and extravagant passion--will find these same traits in Dickens to
be distasteful., When Mrs. Woolf said that in all Russian novels the main
theme is a recommendation of sympathy for our fellow man, a sympathy of
the heart and not of the mind, she seemed unconscious that she was like=-

wise stating the theme of David CoPPerfield.“Bo Tolstoy loved Dickens

and maintained that he was "one of the greatest novelists of the cen-
31
tury." Tolstoy's characters question, struggle, and grow and Dickens's
do not; they have not got Tolstoy's mental life, but they are more pre-
28 " P . ;
Geroge H. Ford, "The Discovery of the Soul," Dickens and His

Readers, rpt. in Discussions of Charles Dickens, ed, William Ross Clark
Boston: Heath & Co., 1961), pp. 105-108,

29 Ford, "Discovery," pp. 108-110.
30 Ford, "Discovery," pp. 110-113,

3 Ford, "Discovery," p. 111.



sent and vivid to the reader.

Although Dickens had his defenders (Swinburne, Shaw, Santayana,
Percy Lubbock, T. S. Eliot), he reached a nadir in popularity at the
beginning of this century, He has obvious shortcomings in treating
sexual love and genuine tragedy. To these were added faddish analyses
concerning his lack of realism, his fear of "serious" adult issues, and
his childishness, He was attacked as being only a caricaturist. He was
studied only by a loyal group of Dickensians who worshipped his first
novels as the happy picture of merry England, coaching days, and Christ-
mas, 'Rise in critical esteem for Dickens is clearly related to the
general shift from admiration for verisimilitude (externmal and psycho-
logical) to admiration for imagination and symbol, a shift that has been
variously referred to as 'the flight from reality,! or t'the discovery of
the soul,'! or the movement from 'mimesis! to 'mythopoéism.'“32

There has been a considerable revival of interest in Dickens in the
last thirty years. "As Bernard Darwin said when critical interest in
Dickens was just beginning to gain momentum, 'Mr, Pickwick once took
another glass of punch just to see whether there was any orange-peel in
it, because orange-peel always disagreed with him; and we can now all
read Dickens yet again just to see if we were wrong about him! (TS,
Sept, 8, 1945)."33 Edmund Wilson's seminal essay "Dickens: The Two

Scrooges" appeared first in 1940 and again in The Wound and the Bow in

1947, Humphrey House's valuable Dickens World came in 1941, Dame Una

32 Nisbet, pp. 87-88.
33 Nisbet, p. 153.



Pope-Hennessy's and Hesketh Pearson's biographies of 1945 and.1949 could
not replace the standard work by Dickens's friend and confidant John
Forster, but in 1952 Edgar Johnson published his two volume work,

Charles Dickens: His Tragedy and Triumph, which is now the standard bio-

graphy of Dickens. It contains information not only unknown to Forster,
but also some which Forster had suppressed or distorted because of his
closeness to his subject. The modern form critic Dorothy Van Ghent was

the author of another seminal essay "On Great Expectations" in her book

The English Novel: Form and Function in 1953, George Ford's book Dickens

and His Readers (1955) is an extremely useful review of Dickens criticism.

Many critics have in the last twenty years seen fit to consider or re-

consider Dickens., Ada Nisbet!s article on Dickens in Victorian Fiction:

A Guide to Research is a useful work for material up to 1964. In 1970

the centemmial observance of Dickens's death was the occasion of many
critical publications. Among the most useful in general terms was Angus

Wilson's The World of Charles Dickens and Charles Dickens: A Critical

Anthology edited by Stephen Wall, which gathers together the most impor-
tant Dickens criticism., Recently (1965 and 1969) Clarendon Press pub-

lished two vqlumes of The Letters of Charles Dickens covering the years

1820 to 1841 edited by Madeline House and Graham Storey. Also published

recently (1968) are Charles Dickens' Uncollected Writings from 'Household

Words' in two volumes covering 1850 to 1859 edited by Harry Stone.

Alexander Welsh's The City of Dickens published in 1971 by Clarendon

Press treats this very important urban aspect of Dickens's work both
historically and metaphorically,



In the course of this thesis almost all of the important modern
Dickens critics will be cited or referred to., The magnitude of a complete
bibliography of Dickens criticism is too great to be dealt with here,

The critics have been chosen to represent the most important critical
opinions and also the most valuable opinions specifically on Dickens's
moral criticism, It is hoped that the thesis itself will provide a
rather extensive review of the literature on the topic,

Douglas Bush says "The new Dickens has been seen (at least after the
first frenzied phase of his career) as a highly conscious and developing
artist, a sophisticated molder of symbolic patterns, a savage analyst of
Society, a half-surrealist creator of the crowded, lonely city, a
novelist or novelist-poet to be read as we read Dostoevsky or Kafka or
Fa.ullmer."% Bush also notes that Dickens was "one of the world's
greatest humox'is'c,s."35 Blount comments on his power with the effect of
hallucination and the dream world. 36 Walter Allen particularly notes
Dickens's affinity with the "black humor movement of the mid-twentieth
century, 31 These ‘observations show some of the potential of Dickens

as a thesis study.

3L Douglas Bush, "A Note on Dickens! Humor," From Jane Austen to

Joseph Conrad, rpt. in Discussions of Charles Dickens, ed. William Ross
CEr% (Boston: Heath & Co., 1961), pe 17.

35 Bush, p. 17.

36 Blount, p. 18.

37 Walter Allen, "The Comedy of Dickens," Dickens 1970, ed, Michael
Slater (New York: Stein & Day, 1970), p. S.




10

The emphasis of this thesis will be on Dickens as a moral critic.
As Orwell aptly notes, "The truth is that Dickens's criticism of society
is almost exclusively moral.“38 As was pointed out in the beginning of
this chapter, Dickens was a highly popular author, one who had the eye
and ear of all the people, Dickens was perhaps the first and only
serious author to be read, or listened to, since his fiction was so often
| read aloud, by almost everyone from the lower classes to the intellectuals
of his age. He had a power and responsibility which he took very
seriously. According to Barbara Hardy, he was committed “to a critical
rendering of society, and of men formed in and by that society."39

Dickens's insight into social and moral problems comes from two
perspectives, gentilesse and gentility, which contrast the human values
and the social values. As Hippolyte Taine said in 1856, "He contrasts
the souls which nature creates with those which society deforms.“ho
The terms gentilesse and gentility come from Stange's -essay "Expectations
Well Lost." The term gentility is cormon in Victorian and Dickens
criticism, but the' gentilesse concept and contrast is not considered by
any critic so far, excépt by Stange who only mentions it in passing.hl

38 George Orwell, "Charles Dickens," Inside the VWhale, rpt. in

Charles Dickens: A Critical Anthology, ed. Stephen wall (Baltimore, Md.:
Penguin Books, InC., 1970), De 297.

39 Hardy, "Complexity," p. LO.

Lo Hippolyte Taine, "From !Charles Dickens, son talent et ses
oeuvres, '" Revue des Deux Mondes (Feb, 1856), rpt. in Charles Dickens:
A Critical Anthology, ed. Stephen Wall (Baltimore, Md.: Fenguin Books,
Inc., 1970), p. 102, 5

: Fl G. Robert Stange, "Expectations Well Lost: Dickens' Fable for
His Time," College English, 16 (Oct. 1954), rpt. in Discussions of
Cha;;es Dickens, ed. william Ross Clark (Boston: Heath & Go., 1931),
P. °




IEFINITION OF TERMS

Gentilesse is a moral quality; gentility is a social quality. The
Chaucerian term "gentilesse"™ means literally gentleness of birth or
character, nobility, courtesy, or high breeding; in this discussion it
will be used as an antithesis for the worldly quality of gentility.,
Chaucer's poem "Gentilesse" explains his Christian ethical viewpoint and
contrasts the ethical view with the errors that society makes in Judging
who is the "good" man, errors that are continually made by society and
are just as continuously brought to its attention by its literary
comeentators and gadflies.

"The doctrine that true nobility rests on virtue is a medieval
corrmx.onplace.","2 Chaucer owes his statement of it to Boethius in his

Consolation of Philosophy (Book iii, prose 6, poem 6) where Boethius

says " , . o if there is anything to be said for nobility, it lies only
in the necessity imposed on the nobility to carry on the virtues of their
ancestorse « o« + M0 One is base unless he deserts his birthright and
makes himself a slave to vice," L3 Chaucer also owes credit to Dante
vwhose idea he uses in "Gentilesse" and the discussion of gentilesse in
the "Wife of Bath's Tale"s™Y

42 p, W. Robertson, Jr., ed., The Literature of Medieval England
(New York: McGraw-Hill Co., 1970), p, 3L, T

L3 .Anicius ¥anilus Severinus Boethivs, The Consolation of Philosonhy,
trans, Richard Green (New York: Bobbs=Merrill Co., IncC., 1962), PP. 5e=53,

Ll Geoffry Chaucer, "Wife of Bath's Tale," The Works of Geoffry
Chaucer, ed. F. N, Robinson, 2nd ed. (Cambridge, Fass.: Houghton IRfflin
Co,, 1961), pp. 86-87,




12

Seldom does human goodness pass on
from father to son, and this is willed ie
by Him who grants it, so that He may be asked for it.
In Shakespeare's England man's place in the Chain of Being depeqded

Lé Hamlet

on his use of his reason, composed of understanding and will,
expresses the Chain of Being concept well in this famous speech (Hamlet,
II, ii, 315-319): t'What a piece of work is a man! How noble in reason!
How infinite in faculty! In form and moving how express and admirable!
In action how like an angel! In apprenension how like a god! The
beauty of the world! The paragon of am’.mall.s!"l"7 The angelic-intuitive
.state above man on the ladder and toward which he strived with his
reason coﬁld be compared to the gentilesse qualities aimed at by
Chaucer's truly noble man,

In the eighteenth century idea of primitivism and the innate good-
ness of man can be seen an answer to the condition of man and his prob-
lems that may appear to be like Dickens's definition of gentilesse. Man
in his original ngﬁure was closest to gentilesse. To the primitivist
the "Return to Nature" of Rousseau was the answer; to Dickens this was
certainly not the answer. Dickens believed in the possible. He lived

b5 pante (Alighieri), “Purgatorio,” Canto VII, 121-123, The
Divine _g_gm_%%yg, trans. H. R. Huse (New York: Holt, Rinehart & Winston,

s Do .

L6 g, M. W. Tillyard, The Elizabethan World Picture (London:
Chatto & Windus, 1943), p. 35,

L7 William Shakespeare, Shakespeare: The Complete Works, ed,.

gélB. Harrison (New York: Harcourt, Brace & World, Inc., 1952), pe
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in an urban industrial society and a "Return to Nature" was a mere
exercise in futility; furthermore, he looked always toward the future
and was concerned with aiming his society from where it was toward a
better sense of commnity and meaning. He never looked backwards for
the answers. Dickens assumed that man was progressing, not regressing,
and that he mist control his progress toward the correct goal=-=the
gentilesse qualities must somehow be cultivated within the society.
Man has always sought to find the way toward gentilesse, toward
the angelic-intuitive state, but he has followed very divergent and
even opposite theoretical paths., The basic and important qualities
of humanity and their perversion by social influences are the concern
of men in all ages. In the medieval world Chaucer's definition of
gentilesse was widespread. Dickens continues with this concern in an
entirely new social context. Chaucer's poem "Gentilesse" has been
chosen as the most useful specific statement about the opposition be-
tween false social values and the moral or ethical "noblesse® which
man should value, ‘This thesis will use Chaucer's term, "gentilesse,"
to represent the ethical viewpoint and as its social opposite will
use the modern derivation; "gentility." The basic opposition of these

concepts is explained by Chaucer in his poem,

272211 ' A
SOUTH DAKOTA STATE UNIVERSITY LIBRARY,
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~ Chaucer, p, 536.

Gentilesse

Moral Balade of Chaucier

The firste stok, fader of gentilesse--

What man that claymeth gentil for to be

Myst folowe his trace, and alle his wittes dresse
Vertu to sewe, and vyces for to flee.

For unto vertu longeth dignitee,

And noght the revers, saufly dar I deme,

Al were he mytre, croune, or diademe.

This firste stok was ful of rightwisnesse,
Trewe of his word, sobre, pitous, and free,
Clene of his gost, and loved besinesse,
Ayeinst the vyce of slouthe, in honestee;
And, but his heir love vertu, as dide he,
He is noght gentil, thogh he riche seme,
Al were he mytre, croune, or diademe,

Vyce may wel be heir to old richesse;

But ther may no man, as men may wel see,
Bequethe his heir his vertuous noblesse
(That is appropred unto no degree

But to the firste fader in magestee,

That maketh hem his heyres that him qﬁgme),
Al .were he mytre, croune, or diademe,
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The point of view of this poem is Christian and reminds man of his
exarmple in Christ or God, "the firste stok, fader of gentilesse."
Chaucer's doctrine is “especially vigorous“h9 and he emphatically re-
peats the theme that no man, even if he has riches and power ("mytre,-
croune, or diademe'"), can have this quality of gentilesse unless he
follows Christ and prepares himself to serve virtﬁe and avoid vice., Only
in virtue can he find true dignity.

The second stanza gives the necessary attributes of the gentilesse
character: true in his word, sober, merciful, generous, pure of spirit,
and engaged in useful 5ctivity thus avoiding either idleness or fruitless
activity., Furthermore, this gentilesse is not a quality to be inherited,
as wealth or position can be, but one which can only be gained by each
man's individual love of virtue: "And, but his heir love vertu, as dide
he,/ He is noght gentil, thogh he riche seme."

The third stanza is Chaucer's warning to the genteel class of his
day. Often, he says, vice or a vicious person is the heir of old riches,
No man, no matter how virtuous himself, can leave his heir that virtue
necessary for the true gentleman, In a parenthetical statement Chaucer
notes that gentilesse is no respector of rank, that God rewards, makes
his heirs, those who please him by their "vertuous noblesse [ﬁobility,
rank]," not those who have only a worldly rank to offer.

Society's moral gadflies have continually ncted man's propensity to
consider gentility the quality to be sought for rather than gentilesse.
The temptations to believe that riches, power, and rank are synonymous

with “goodness" and that this "good" man is the man to copy are too

L9 Robertson, p. 361.



strong for the average man. Often the literary vision concerns itself
with the truly admirable qualities in humanity, a humanity which so often
looks forward to the chariot or white war horse and misses the ass,
These visions are not necessarily Christian, The ethical values noted
by Chaucer are worthy in themselves and have been valued as universal
truths, irrespective of religion, We are interested, after all, in the
universal truth when we reread the literary works of other ages.
"Gentilesse" may be considered a policy statement from Chauc;r and
the middle ages. Chaucer's work dramatized and often satirdized the
human condition. In fact he satirized the idea of gentilesse itself in
ﬁis ¥WYife of Bath's Tale.," Obviously each author will use his own
attitude, style, and tone with what he considers wrong in his age's view
of humanity. While Swift may use the sarcastic denunciation of the
King of Brobdingnag and his opinion of the English as "the most per-
nicious race of little odious vermin that Nature ever suffered to crawl
upon the surface of the ear‘bh,"sO Addison and Steele reformed manners
with gentle satire’ on Sir Roger and his friends, Dickens begins his
career in the vein of gentle satire and Chaucerian chuckling at human
nature, but as he grows artistically and as he experiences the power of
the idea of gentility in his time, his vision turns to more biting satire.
He turns to more impatient insistence on the necessity of understanding
his developing vision. His vision is not new or strange--he belongs in
a long tradition of social commentators and critics who dramatize human

o Jonathan Swift, Gulliver'!s Travels (New York: Goldsmith
PllbliShing Co.’ n.d. ), p. 152.
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nature--but his dramatization in novel form is very complex, amazingly
varied and always growing, yet consistently pointing toward the vision
of the value and necessity of gentilesse and the errors that society was
making in its gentility value Jjudgments.

For Dickens the gentilesse qualities are found in a variety of types
of characters. As is common in literature, the reader may often be
disappointed with the "good" characters because they do not seem as
vital as the "bad" ones. In Dickens's work this is sometimes the result
of his fantastic ability to create characters, especially eccentrics.

His energy infuses his creations and his fascination with the grotesque
and with the abnormal often gives more energy to the evil, especially in
his first works., However, many of his gentilesse characters are vital,
active, and exciting-~his energy spills into them, particularly in his
later novels when he comes to realize that being good is not as easy as
it had seemed. At any rate, it is necessary for the reader to see that
Dickens's vision points directly at social and human evils of all degrees.
Dickens uses his gentilesse characters as embodiments of his ethical re-
commendations, as illuminations of the human condition, and as points
from which he can begin té penetrate the conscious and unconscious errors
of man and of man's relationship to his society.

This discussion is organized in two sections: the first, a dis=-
cussion of the quality of gentilesse as seen in the characters of Dickens's
novels, and the second, a discussion of gentility and Dickens's specific
attack against this merely social conception of superiority. Gentilesse
will be used to refer to those qualities found traditionally to be those

~of the "true gentleman'--pursuit of virtue and honest righteousness,
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soberness, mercy, generosity, purity of spirit, and honest, energetic,
and useful effort--as well as Dickens's particularly emphasized
qualities of spontaneous kindness, cheerfulness, and love. These are
primariiy inner qualities., Although to Chaucer these were Christian
virtues, to Dickens they are the virtues of ethical humanity and are
for all men., Gentility will be used to refer to those qualities which
are revered by society--wealth, power and influence, rank or high birth,
fashionable opinions and accouterments--which are primarily outward

appearances,



CHAPTER II
GENTILESSE

Gentilesse, the human goodness that stands in opposition to the
social values of gentility, can be seen in a variety of Dickens's
characters and as a developing concept during Dickens's career. Orwell
was correct when he said that Dickens could not seem to imagine a good
economic or social system but was "always pointing to a change of spirit
rather than a change of structure." Even though in Orwell's thinking
this was a disadvantage, it is indeed a sign of Dickens's main concern.
As Raymond Williams notes in his essay "Dickens and Social Ideas," to
Dickens a "change of system" could only be arrived at by a '"change of
heart"--practically speaking this is Dickens's “social liberalism,
in which the general human condition will be generally transformed, by
the action of the interested, the immocent and the humane.“2 Dickens's
counsel is moral and is for the private man, As Martin Price says in

his ®#Introduction"* to Dickens: A Collection of Critical Essays: "It

would be ridiculous to undervalue the social criticism, and yet one may
be struck much more by a moral criticism that finds its inevitable ex-
tension in the vast panorama of a social system, n3 It is important to

understand that Dickens's moral criticism is of necessity also social

1 Orwell, "Charles Dickens,®™ Discussions, p. 38,

2 Raymond Williams, "Dickens and Social Ideas," Dickens 1970, ed.
Michael Slater (New York: Stein & Day, 1970), p. 97. -

3 Price s "Introduction,™ p, 13.




20

criticism but that gentilesse, the primary human value, is a personal,
rather than a social, quality., For this reason the discussion of gen-
tilesse will necessarily concentrate on the individual characters, while
the discussion of gentility will lead to whole novels as representative
of Dickens's criticism of the social view. The individual, gentilesse
quality must lead to a larger view of the meaning and use of this
quality in social life.

Dickens's theme is continually the opposition between the individual
principle of love and a loveless societ:,r.h The "growth of love and

5

social sense" is a nineteenth century theme” and Victorian fiction

essentially is concerned with the nature and purpose of moral action,
the problem of "giving, loving, and growing out from self in an unjust,

6

commercialized, and de-naturing society."~ Dickens was recognized
immediately by his contemporaries for his ''tendency . . . to make us

practically benevolent!'! as the Edinburgh Review said in 1838.7

This influence for good was, according to Gissing, realized by Dickens
as a duty of an author and he therefore 'necessarily esteemed as the

most precious of his gifts [humor] that by virtue of which he commanded

L Hardy, Later Novels, p. 12,

5 Barbara Hardy, "The Change of Heart in Dickens's Novels," Vic-
torian Studies, 5 (Sept. 1961), 67.

6 Barbara Hardy, The Moral Art of D:.ckens (New York: Oxford Univ,
Press, 1970), p. 3.

1 Edinburgh Review quoted in Humphrey House, The Dickens World,
2nd ed. {I9LT; Iondon: Oxford Univ. Press, 1942), p. L4O.
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so great an a.ucL'i.ence."8 He cultivated this influence for good very care-
fully, always considering the reader as he wrote.
Dickens's myth of gentilesse and gentility did not remain static,

At first, in Sketches by Boz, his vision had domestic happiness at its

center as a goal and cure, Naturally this was popular with the lower-
middle class because it was "available to everyone whose heart is in

the right place."9 But he gradually came to see that "good"” homes, in
a material sense, do not always produce '"good" people and that goo‘dness

comes only through the development of the human spirit. Vice and misery

10

can be bred in the homes of the rich as well as in the slums, He

also came to realize the complexity of love., In Oliver Twist or The

Old Curiosity Shop love is simple and efficient, but by Bleak House

Dickens sees that even love can be distorted and mi.splaced.ll Coclshut

complains that it was too easy to be good in Dickens's early novels,

But Dickens did change. "One part of Dickens's growth into a mature

artist can be expressed thus: he gradually came to realize that it was

not easy to do right."l2 Angus Wilson says that personal relationships
8 George Gissing, "Humour and Pathos,” Charles Dickens, rpt. in

Discussions of Charles Dickens, ed. William Ross Clark (Boston: Heath
& CO.’ 1961)’ 'p. B.

J Margaret lane, "Dickens on the Hearth," Dickens 1970, ed. Michael
Slater (New York: Stein & Day, 1970), pp. 153-150%.

10 wi1liams, "Social Ideas," pp. 95-96.

" Hardy, Moral Art, pp. L, 5, 9.

12 Cockshut,, p. 69; see also p. 13.
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were continually a salvation from the evils of the world from Little
Dorrit on.l3 Only human relationships and natural impulses, like bene-
volence and self-sacrifice, could give social amelioration.m J. Hillis
Miller says in "Search for Identity" that the termination of Dickens's

development in Our Mutual Friend "is man's reaffirmation, after a with-

drawal, of his particular, limited, engagement in the world and in
o)

society," Dickens grew in his understanding of gentilesse and of the
problems that the "good" man must face from both within and without.
Barbara Hardy provides us with a useful idea in the discussion of the
relationship between gentilesse and gentility when she says that Dickens
believes in "original virtue."16
Dickens's development of his gentilesse characters and concepts
will be discussed first in his children, through the child-parent
relationships, and in the childlike adult; then the adult gentilesse
characters will be discussed in general, including Dickens's develop-

ment of his women characters; and lastly the process of the educated

heart will be examined, especially as seen in Pip of Great Expectations.

In each type Dickens's development of the gentilesse idea can be fol-
lowed as he grows into and out of various metaphors for his under-
standing of the "good" man,

L Angus Wilson, The World of Charles Dickens (London: Martin
Secker & Warburg, 1970), p. 267.

. Donovan, p. 208,

15 Jo Hillis Miller, "The Search for Identity," Charles Dickens:
The World of His Novels, rpt. in Discussions of Charles Dickens, ed,
William Ross Clark (Boston: Heath & Co,, 1961), D. 10L.

16 Hardy, "Complexity," p. 30.




THE CHILD, THE CHILD-PARENT RELATIONSHIP,
AND THE CHILDLIKE

Dickens was very much interested in children and their view of the
world., This interest stemmed from his own varied and deeply imprinted
childhood memories. Dickens!s childhood went from the utmost in child-
ish happiness to the deepest of despair. He was reared believing that
he belonged to the genteel class (even though only the lowest reaches).
His father could not live within his income and went farther and farther
downhill economically and socially. The boy was unaware of what was
happening until suddenly in 1823 when Dickens was eleven years old his
family moved to London and he was removed from school., When Charles
found that he was to work as a common laborer at a blacking warehouse ’
on February 7, 1824, his twelfth birthday, he felt as though his world
had crashed uwpon him, Two weeks after Charles began work, his father
and family took up residence in Marshalsea Prison for debt and young

17 His experiences and

Dickens was left ouj:side to fend for himself,
wanderings in London at that time can be seen in all of his novels. He
has an amazingly strong recollection of fancies and emotions from child-
hood to draw from for his characterizations. Dickens was always a good
mimic and observer, and this experience of London and the cormon people
in it filled a deep well from which he drew throughout his life, Al=-
though he worked at Warren's Blacking Factory only six months, he had

what Angus Wilson calls a "single traumatic experience of childhood"

17 Una Pope-Hennessy, Charles Dickens, 1812-1970 (19L45; rpt. London:

Chatto & Windus for the Reprint Society Ltd., 19L7), pp. 7-12.
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which Wilson thinks caused him to be obsessed with childhood and thus

18 Although it did not limit Dickens to the extent

limited his ideas,
Wilson suggests, the experience certainly was traumatic and did result
in a vital image of contrast between the “warm, happy, family fireside

15 He was

within and the desolate streets and wastelands outside,"
eventually returned to school by his father when the latter received a
small inheritance to pay off his debts. But Dickens's mother wanted the
boy to continue working, an attitude which made another deep impression
on him, Dickens returned to the normal schoolboy life and never men-
tioned his terrible experiences, not even to his wife or children.
"'I have never, until I now impart it to this paper, in any burst of
confidence with anyone, my own wife not excepted, raised the curtain I
then dropped, thank God,* 120 ye certainly used these experiences in his
novels, however, Not only the observations of London and its inhabitants,
but also the very vivid and specific feelings of childhood were burned
into his creative spirit.

Some of Dickens's habitual defense of the underdog is found in his
use of children. Gissing. and Orwell say nearly the same thing concerning

the position of children in the early Victorian period. In the words of

Orwell, "A sympathetic attitude towards children was a much rarer thing

18 Angus Wilson, World of Charles Dickens, p. 59.

19 mngus Wilson, World of Charles Dickens, p. 50.

20 pickens quoted in John Forster, The Life of Charles Dickens, 2

vols, (1872-Tl; New York: Dutton, 1966), I, 33.




25

in Dickens's day then it is now. The early nineteenth century was not a
good time to be a child.“21 Dickens was not only interested in the
meaning of his own childhood, but also in the social and industrial
position of children in general. The child as a gentilesse character
was in danger not just physically from industrial misuse, but also
morally from social perversions of humane values.,

Although Dickens continued using the child's point of view and
isolation, "the mechanism of the child's mind, its visualizing tendency,

22 he found

its sensitiveness to certain kinds of impression,"
children inadequate as centers for his novels.23 Only Oliver Twist and
Little Nell function completely as centers. From 1841 onward the child

as the gentilesse figure is no longer at the center. Paul Dombey is

brilliant but he is not the main concern in Dombey and Son; David Copper-

field and Pip do not remain children; and though Little Dorrit is little,
she is not ultimately a child. According to Wilson, "It is also perhaps
worth noticing as a mark of Dickens' rich genius that he could be prod-
igal with his giftd, making masterly child portraits of Paul, David, and
Pip serve merely as frac?ions of a large structure. Most post=Jdamesian
novelists would have exhausted their total energies in such portrayals

2L

of the childhood vision."

21 Orwell, "Charles Dickens," Discussions, p. 37; Gissing, pp. 12-13.
22 Orwell, "Charles Dickens," Discussions, p. 36..

23 Angus Wilson, "The Heroes and Heroines of Dickens," Dickens and
the Twentieth Century, ed. Jonn Gross and Gabriel Pearson, rpt. in
Dickens: A Collection of Critical Essays, ed. lMartin Price (Englewood
Cliffs, N,J.: Prentice-Hall, Inc., 1967), p. 16.

2L pngus Wilson, "Heroes and Heroines," p. 17.
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His children are very often gentilesse characters because Dickens
seems to have believed in the natural goodness of individual men, though
not in Rousseauistic prirdtivism, He believed, as was mentioned pre-
viously, in "original virtue."” Many of his gentilesse characters are
uneducated except for the "educated heart" and many are children.
Apparently, however, he came to understand that age or education were
not necessarily controlled variables; "virtue" was not ; prerogative of
any class or age.

At first, the gentilesse character, like Oliver in Oliver Twuist,

has a natural naivety, or perhaps a powerful good angel, which carries
‘him through temptation untainted. Evil in Dickens's first novels is
active in individuals but the more passive good triumphs. His children,
like Nell and Oliver, seem to have an invisible shield of righteousness;
yet a slight development can be seen from Oliver of 1837-38 to Nell of
1841. Though both walk through the most vivid, realistic evils, Oliver
lives happily ever after while Nell (like Mary Hogarth, Dickens's
idealized sister-in-law who died in his arms in 1837) dies. Nell is
assaulted by evil not only in outside individwal forces, like Quilp, but
also by misguided forces within her grandfather, Oliver goes through
hell unscathed; Nell passes through the valley of the shadow and receives
her rewvard.

There are some obvious problems with these two gentilesse child
centers, Oliver is, as Bayley says, "the child element in a nightmare."25

25 dJohn Bayley, "Oliver Twist: 'Things as They Really Are,'" Dickens
and the Twentieth Century, ed. John Gross and Gabriel Pearson, rpt. in

Digkens: A Collection of Critical Essays, ed, Martin Price (Englewood
Clifis, N.J.: Prentice-Hall, Inc., 1567), p. 9L.
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As an informal metaphor for innocence stalked by the "beast in the night"
he works; but with realistic characterization Dickens has problems.
Oliver acts at once as a child and an adult, a pauper and a well-educated
member of the genteel class.26 Dickens had come to know this evil from
his London experiences, but he evades the problem (perhaps especially
within his own mind) by saving Oliver through an odd innate gentility
passed down from his parents. Dickens himself was saved by willpqwer
and conscious insistence on his superiority, snobbish though that was,
but he cahnot yet admit this as a new author still striving for gentility
himself.27 He did, however, create a valuable paradox; he created the
'archetype of the situation which he was conscious of only in his later
novels, The first half of Oliver Twist dramatizes poverty, ignorance,
and the system supported by a faceless society; the second half (which
is almost a separate novel) places Oliver among the thieves and out of
the faceless society come the good, genteel characters who are opposed
to the gang which preys on society. The first half compassionately
dramatizes the seeds of crime; the second half idealizes the genteel
parts of the faceless society that allow this system to continue. The
contradiction which might be observed between Dickens's understanding of
the roots and his condemmation of the tree is really not a contradiction
but is part of his social convictions--"For it was Dickens's bitter

conviction that the cold-hearted cruelty that treated pauperism as a

26 Cockshut, pe. 30,

27 Angus Wilson, VWorld of Charles Dickens, p. Sh.
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crime brought forth its dreadful harvest of criminality and vice."28
Dickens was not a philosopher and he was a victim of his own contradic-
tory feelings in his first novels, but in the later novels the paradoxes
which he rather unconsciously produced concerning the relationships |
between the individual and his society will be consciously faced, and
Dickens will be a strong enough artist to see the ambiguity of the mind
and to accept it. At this time, however, Dickens has not yet effectively
separated gentility and gentilesse. In the meantime Oliver is saved by
a poetic justice which the reader wants.29 Though Dickens has philo-
sophic problems, he is saved by his powers of observation and the reader
mst finally agree with Edgar Johnson when he says that ultimately

Oliver Twist "is guilty of no underlyihg unreality in the conception of

its main characters and no falsification of its criminal world.“3o

In Little Nell Dickens takes a step forward in his understanding of
goodness, Whereas Oliver is saved from a fate which Dickens had even
feared for himself when he was a child by a belief in the positive
effects of his actuélly genteel background which work through the passive
boy, Little Nell embodies the belief that goodness can create goodness in
3

others by the power of its example. Therefore, as a gentilesse

28 Edgar Johnson, Charles Dickens: His Tragedy and Triumph, 2 vols.'
(New York: Simon & Schuster, 1952), I, 27L.

29 Blount, p. 17.
30 Edgar Johnson, I, 281.

A Blount, p. 17.
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character Nell is more active in doing good, and the minor gentilesse
characters reflect her good deeds back upon her,

Whenever Dickens was uneasy about some aspect of his characteriza-
tion of goodness he reverted to sentimentality. He was uneasy with
Little Nell because she was the female purity with which he had so much
trouble being honest; she dramatized the problem of death in a society
without strong religious faith; and she dramatized the cruelty that
Dickens's society was inflicting on its children. Cockshut defines
Dickens's sentimentality as a "falsification caused by an honest, be-
cause unconscious, evasion of some fact, desire or fear, which is too
shocking to be f'aced."32 In Little Nell the reader is especially con-
cerned with the sentimentality surrounding her decline and death.
Humphrey House maintains that this was a real problem with the entire
society of Victorian England because " , . . religion in a state of
transition from supernatural belief to humanism is very poorly equipped
to face death, and must dwell on it for that very reason."33 Consequently,
how Dickens handled Nell's death was important to his working out of the
gentilesse idea in his own mind. It is well known that the whole English
speaking world wept when Nell died; when the ship brought that last issue
to America the first question shouted from the dock to the skipper was

$1Is Little Nell dead?-'3h

32 cockshut, pe 95
33 House, p. 132.
34 Edgar Johnson, I, 30L.




30

Wilson notes that Dickens emphasized the survivors, not the dead
child. He compares the death of Nell to that of Clarissa Harlowe to
show the difference in attitudes. "Clarissa Harlowe, like a baroque
monument, is violently, almost frighteningly, alive," while Nell is

lifeless throughout, 3

Hardy believes that this lifeless quality is at
least partly due to Dickens‘'s assumption that the reader will make the
stock Victorian responses and thus he fails to particularize Nell as he
did Paul Dombey and David Copperfield. > Whatever may be the technical
cause of the present day readert's problem, Dickens is grappling here
with the problem of gentilesse without religion. Religion is a dead old

cathedral and has no vitality in The 0ld Curiosity Shop. It is useful

~ to compare Chaucer's specific Christian concept of gentilesse to Dickens's
rather generﬁized untheological attitude toward religion. If nothing
else this avoidance of specifics allowed him to appeal to almost everyone
in his audience. Thus the difference between Clarissa and Nell: to
Clarissa life began after death, to Dickens (since we cannot say that
Nell has any philosophy) life on earth is the more important and so the
reaction of the survivors to the death is valuable. Once Nell has died
Dickens switches the concern immediately to the living.

Nell is also a victim and in this she is like virtually all of
Dickens's children, both the gentilesse characters and the minor notices
on children in general. The parent-child relationship is particularly

important in Dickens's study of children as victims. In the case of

35 Angus Wilson, World of Charles Dickens, pp. 1LO-1lk,

36 Hardy, Moral Art, pp. 127-128,
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Little Nell, her grandfather, and their society, Edgar Johnson says that
Nell is a "symbol for all of the victims of a society that might éis-
cover too late, as Midas did, that it had killed its children, but not
even gained his gold."37 Dickens was afraid that his society was
sacrificing its gentilesse to attain gentility, as Nell's grandfather
ultimately sacrificed Nell because of his obsession with making her a
Mady."

Children as centers of the novel are abandoned by Dickens after

The 0ld Curiosity Shop of 1840-L1, But he continues to use the neglect

of children (and by extension neglect of natural goodness) as a sign of

the social disease he saw around him, In A Christmas Carol for Christ-

mas of 1843 Ignorance and Want appear in the form of starving, neglected
children to show Scrooge the failure of the economic system and to warm
him that violence and crime are the results of ignorance and want.
Dickens treats this theme more'fully and more symboli;ally through Jo

of Bleak House,

The child takes an important role in Dombey and Son of 1846-L8,

Although Paul Dombey and his sister Florence are not as central to the
novel as Little Nell or Oliver, they play important gentilesse roles as
characters who, juxtaposed against their father, can bring his gentility
into relief, Paul is the creation of a more mature Dickens and his
death is absolutely necessary in the thematic progression of the novel.

He is more complex than Oliver, but not yet as sophisticated a creation

37 Edgar Johnson, I, 327.
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as Pip will be;38 nevertheless, he shows Dickens's progress in dealing
with children more as human beings than as angels. Paul's famous death
scene has less of the morbid sentimentality than that of Little Nell.
Both Paul and Florence, as is the rule with Dickens's child gen-
tilesse characters, know good by instinct. By 1848, however, there are

some struggles within the characters. In Dombey and Son the development

of Susan Nipper and Walter Gay as additional child gentilesse figures is
noticeable., For the first time children are shown growing up aﬁd
struggling with what they see of the adult world and must reject., Paul
Dombey is not actually a "hero" of the book, even though he is the "Son"
of the title; he is primarily a catalyst for the action and the devel-
opment of the character study of Mr., Dombey. In Florence some of the
beginnings of a development in Dickens's realization of the complexity
of human relationships can be seen., She struggles with a love-hate
relationship with her father and what he stands for, .Ultimately love
wins, rather too stickily for the twentieth century taste, perhaps, but
in its triumph Dickens wants to show the human necessity of gentilesse
relationships,

Florence, as woﬁld'be remembered after some thought, was seventeen
at the end of the book, but she is remembered as about six and so can be
discussed primarily as a gentilesse child. She is pure love in order to

contrast with Mr. Dombey. Kathleen Tillotson in her excellent essay

MDombey and Son" notes the problems that Dickens has, as all writers

38 Angus Wilson, "Dickens on Children and Childhood," Dickens 1970,
ed, Michael Slater (New York: Stein & Day, 1970), pp. 200, 201,
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39 The gen-

have, with making passive virtue attractive to the reader.
tilesse character is hard to portray effectively and when a child is
used the temptation to fall back on passive innocence or naivety is too
great for many authors. Dickens is growing here, however, Unlike
Oliver's amazingly naive confrontation with obvious outside evil,
Florence'!s evil is within the family circle and her temptation to aban-
don her pure love role is very strong. Symbolically when she plays
Dombey!s "externalized conscience, a troublesome and even hated re-
minder of the whole world of feeling that his pride has foresworn, she
does so because something within him responds to her. wkO The crux of
.the novel is this relationship between gentilesse and gentility--the
inner conflict going on in both hearts: Florence'!s as she struggles to
maintain genﬁilesse and Dombey's as he hardens himself against it and
her, Tillotson compares Dickens's use of the father-daughter tragedy to
Shakespeare's Lear and Cordelia, Dickens does not evér come to the
depth of tragedy that Shakespeare is capable of, but he probably comes
closest to a tragic character in the person of Mr. Dombey, who hardens
his heart against the exa{nple of love provided by Florence.hl
Dickens feels freer to create what he observes in life now., In
Walter Gay Dickens does not allow himself much maneuvering room and the
reader never sees a distinct personality. Walter Gay will certainly
39 Kathleen Tillotson, "Dombey and Scn," Novels of the Eighteen-

Forties, rpt. in Dickens: A Collection of Critical Essays, ed. Martin
Price (Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1967), pPp. 1l24-125,

L0 1i130tson, p. 122,

al Tillotson, pp. 120, 123,
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grow up to be Mr, Tartar of Edwin Drood. In Susan Nipper Dickens allows

more personality to his gentilesse character and shows the natural
mixture of feelings of jealousy, love, embarrassment, and command. She
begins the idea that not even children are all black or white, that all
humans are mixtures of qualities., However, Dickens, it must be remem-
bered, is not Jjust a realist; he is a symbolist as well, and while his
understanding of people grows he still uses the characters themselves
as metaphors for the human condition., Paul and Florence arec attempts
to join the requirements for recognizable humanity with the require=-
ments for metaphor. One or the other side of the equation is likely
to cause imbalance, but Dickens continues to show his genius in the
artistic struggle,

Since David Copperfield is an autobiographical novel, Dickens uses

his recollections of his childhood experiences to create the child David
and his childhood friends Steerforth, Traddles, Emily; and Agnes. Here
is a much more varied collection of personalities than was found pre-
viously in children., However, as was mentioned by Wilson, the child

L2
portraits are only a fraction of the novel's structure,. It is in the

bildungsroman genre and extols the virtues of a disciplined and prudent

heart. As a result the children grow up and are neither innocent pro-
tagonists like Oliver or Nell nor are they symbols of the gentilesse
qualities of childhood as Florence is.

The Haunted Man (1848) is another foreshadowing of the child as

Society's victim in the person of the street arab cared for by lirs,

L2 Angus Wilson, "Heroes and Heroines," p, 17.
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William, Oliver survived, but Ignorance and Want, the street‘ arab, and
Jo are doomed unless society follows the leadership of its symbol
Scrooge and corrects its value system.

By 1852 and Bleak House Dickens has moved farther into the adult
protagonist and the symbolic novel. Esther Surmerson, even in the short
time she 1s seen as a child, is efficient, thoughtful, intelligent,
submissive to the proper authority, but strong and assertive when neces-
sary. But Maurice Engel thinks that, even though Esther is the narrative
center, a central character, perhaps even the central character, is Jo
'who connects with everyone. "Jo is an extreme example of a recurrent
type in Dickens! novels: the child already old with knowledge of the
ways and nﬁ.ser.lies of the world, uli3 Prefigured by Ignorance and Want and
by the street arab, as well as by_the neglected Oliver, Hugh of Barnaby
Rudge, and David Copperfield, Jo is the symbol of the victim unroman-
ticized, but showing some hint of the noble savageu" type of raw in-
stinctive gentilesse of the lowest animal order. He responds to good-
ness, knows his friends, and is grateful in a dog-like way. Dickens's
point of course was not that he was good by instinct, but that he was
there, a symbol of the problems that the gentility ideal of society
~ Creates by its neglect of its own gentilesse quzlities. Jo belongs to

the lower animals. He "don't know nothink."hs Dickens puts himseif

L3 Engel, p. 118.

Ll Angus Wilson, World of Charles Dickens, p. 233.

L5 Charles Dickens, Bleak House, ed. Edgar Johnson (3lew York: Dell
Publishing Inc., 1965), p. 250. Subsequent references appear in the text
as BH,
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in Jo's ragged shoes: "It must be a strange state, not merely to be told
that I am scarcely human , . ., but to feel it of my own knowledge all
my lifel To see the horses, dogs, and cattle, go by me, and know that
in ignorance I belong to them, and not to the superior beings in my
shape, whose delicacy I offend!" (BH, p. 258) Jo is certainly not a
gentilesse character of innocence like Oliver, nor does he radiate good-
ness like Nell, but he is a symbol like Florence--a symbol of what
society's rejection of gentilesse qualities in favor of gentility will
produce even in the child.

In 1854 Dickens wrote an uncharacteristic book., A book which F. R.
Leavis called in 1948 his only ma.sterp:i.eceh6 and which many Dickens
lovers find very unrewarding., It is a book attacking the industrial and
educational results of the Benthamite philosophy. Although the philos-
ophy itself is not important at this point in the discussion, Cecilia
Jupe should be mentioned here as a sort of gentilesse character. In the
scheme of Hard Times she represents the healing qualities of gentilesse
and imagination in a world wholly controlled by Bounderbys and Grad-
grinds, Tom and Louisa Gradgrind are not gentilesse characters and
Dickens's message is why they are not., Children reared in an unnatural
. Philosophy (extreme Utilitarianism) cannot be the naturally generous,
Sympathetic chara’cter that uneducated Sissy Jupe can be. Jo shows what
neglect, ignorance, and poverty can do to a child; Bitzer and Tom

Lé F, R. leavis, "Hard Times: An Analytic Note," The Great Tradi-
Yion, rpt. in Charles Ifickens 'Hard Times': An Authoritative Text: Back-

ground, Sources, and Contemporary Reactions: Criticism, ed. George Ford
and SylvEre Tonod (New York: Norton % CO., Inc., 1900), p. 339.
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Gradgrind show what another lci.nd of extreme can do to original virtue.
While one may be childhood gone astray, the other is childhood led
astray. Hard Times has been called Dickens's best and worst book.
What Leavis likes about it, its purposefulness and spareness, Engel |
calls "éxcess purposefulness" and a deficiency in density.m The
symbolism intended in Cecilia Jupe, as a gentilesse character, is ob-
vious, but it is doubtful if she succeeds well because Di’ckens did not
allow himself room for the ambiguous, the complicated, the controver-
sial as he does in his denser novels. Cecilia Jupe does not have the
quality of personality that Dickens's other child gentilesse characters
have, but she does play the gentilesse role symbolically in the novel,

In Little Dorrit three children grow up in Marshalsea Prison.

Dickens is more and more aware, especially since Bleak House, of the
pervasive evil of the idea of gentility and of its evil influence on
the institutions of society. As a true gentilesse character Little
Dorrit greatly resembles Little Nell. The nature of the evil against
the gentilesse character changes drastically, however. Quilp is a
Personification of evil], but Little Dorrit has no direct individual
evil opponent, except in Blandois. The vital evil influence is of
~ gentility within and outside of the characters. Lionel Trilling in a

well known essay on Little Dorrit thinks that she is "the Child of the

Parable, the negation of the social will." L8 Little Dorrit may be pure

47 Engel, p. 171.

. 8 Lionel Trilling, "Little Dorrit," The Opposing Self, rpt. in
Discussions of Charles Dickens, ed. William Ross Clark (Boston: Heath &
Co., 198I), p. 100,
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gentilesse in a more active role than Florence, but she is not really a
child, even though she is 1little. While discussing children it is worth
noting that Dickens has made progress in the psychological differences
among children when he relates the childhood feelings of the three

Dorrits, Pet Meagles, Tattycoram, and Miss Wade.

Like David Copperficld and Little Dorrit, Pip of Great Expectations
 is not seen primarily as a child. In Pip, Dickens shows even further
development of the psychological complexity of the child, Pip grows
from a natural gentilesse figure into one who embodies society!s search
-fbr gentility and who gradually discovers that the gentility he searched
for was a false value, that the true gentleman cannot be found among the
Finches of the Grove. This is Dickens's most straight forward state=-
ment directly on the problem of a single individual and on the power

and the falsity of society's definition of gentility. Pip goes through
a learning process which the reader is led to hope in the end will re-

sult in an educated heart. Pip and Great Expectations will be discussed

in detail as Dickens's most important example of the conversion char-
acter,

Great Expectations is Dickens's last strong statement containing

~a-child as the main gentilesse character. Our Mutual Friend and Edwin

Drood do not use children in important gentilesse roles. However,
Dickens does continue his examination of the complexity of children
and the influence of the environment and society on them.

The child is an important gentilesse figure in ﬁickens's writing.
With the child comes Dickens's emphasis on the child-parent relationship,

This relationship involves both moral and social criticism, as Dorothy
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Van Ghent suggests in her essay on Great Expectations.h9 The child-

parent relationship symbolizes and parallels the citizen-government
relationship; both are seen as corruptions of authority by the use of
people as things. Dickens examines the complexity of the child-parent,
gentilesse-gentility relationship in all its versions and perversions as
a metaphor for human relationships in general at all levels of society.
Van Ghent calls it the “theme of the Prodigal Father. w0

First the child-parent relationship is noticeable in the "long
sequence of rejected children, fatherless or motherless, neglected
or abandoned, who move through almost all Dickens's stories."5 . Just
to mention a few as the examples of the many, there are Oliver, Nell,
Barnaby, Nicholas Nickleby, Florence and Paul, David Copperfield, Martin
Chuzzlewit, Esther Summerson, Pip, Magwitch, and John Harmon as some
major characters and Fagin's gang, the boys of Dotheboy's Hall, Joe
Willet, Edward Chester, Hugh, Jonas Chuzzlewit, the Pecksniff girls,
Mary Graham, Tom and Ruth Pinch, the Jellyby children, Jo, Sissy Jupe,
Jenny Wren, Rosa Bud, Helena and Neville Landless, Edwin Drood-=-all of
these characters are missing one or both parents or have unsatisfactory
parents. More could be named of course, but this forces the obserwvation
' that although Dickens became known for his celebration of happy family

L9 Dorothy Van Ghent, The English Novel: Form and Function (New
York: Rinehart & Co., Inc., 1953), pp. 125-1308.,
: §e Dorothy Van Ghent, "The Dickens World: A View from Todgers's,"
Ihe Sewanee Review, 58 (1950), rpt. in Dickens: A Collection of Critical

.lissays, ed., Nartin Price (Englewood Cliffs, N.J.: Prentice-Hall Inc.,
7 3 p' 360

5L Edgar Johnson, II, 68k.
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life, his happy and complete families (Toodles, Cratchits, Perrybingles,
and Bagnets) ;;e extremely rare. Dickens certainly praises the warm
family group, but his actual portrayals of it are very i‘ew.52

Of the parent-child relationships which fail, Dickens uses two
main types: the parents who fail their children and the children who
fail their mother-sisters. Angus Wilson's essay "Dickens on Children
and Childhood" provides an excellent discussion of this problem,
Parents, even with good intentions, fail through selfishness and genteel
pretensions; consider Mr, Dombey, Mr. Dorrit, Mrs, Nickleby, Mrs,
Skewton, Good Mrs., Brown, Mrs. Jellyby, Mr, Gradgrind, and Nell's

grandfather as examples of a very common type of parent in the Dickens

world.53 Yet in David Copperfield (1849-50) Dickens could not face the
problems of Micawber's influence on his own children and carefully gives
all the pity to David while he ignores Wilkins, Jr, who is really an
autobiographical .character. Those child-parent relationships
that may actually be effective are kept "off stage“sh in Dickens's
world as objects to refer to but not as primary metaphors for the
gentilesse quality.

The place of the child-become-adult, the mother-sister, is impor=-
'tant to the gentilesse metaphor. The child's innocence and naive good=-

Ness is added to the important quality of responsibility. Little Nell

begins it but the culmination of this responsibility theme is found in

52 Edgar Johnson, I1I, 684-685,
53 Angus Wilson, “"Children," p., 208,

2 Angus Wilson, "Children," pp. 209-210.



L1

Bleak House in which children take the parental role: Charley Néckett,
Esther at Bleak House, Prince Turveydrop, Caddy» Jellyby, even the Small-
weed children who were born old., Parental responsibility, except in .the
Bagnets, is absent. The reader is perhaps inclined to forget that
Skimpole has a wife and children, because his child-act is so .convin'cing
and so repulsive, Of course, the ultimate symbol of neglect is Jo--
through whom Dickens asks who is responsible for the weak, helpless,

55

and poor. Tom Gradgrind, Fanny and Tip Dorrit, and Charley Hexam all
fail their mother-sisters. The only successful substitute parent is Joe

of Great Expectations., Wilson calls Joe the "divinely child-like adult®

whose "teaching to Pip implies a denial of those very ideas of the divine
wisdom of children, their intuitive and imaginative election."s 4 Al-
though Wilson dclaes not explain this satisfactorily, he is trying to get
at Dickens's increased understanding of the problems of childlikeness.
Joe, whose gentilesse qualities have continued and st-rengthened into
mature understanding under the rigors of Pumblechook and Mrs. Joe's
bmﬁ-ng, is in a much stronger position than Pip, or Oliver, or Nell,
who are tryi;xg to maintain a naive kind of gentilesse.

Dickens struggled with a philosophic problem concerning the child-
J.ike quality of gentilesse. He comes to reject simple childishness as a
Way to gentilesse. As he matured artistically and as he observed his
own exploitation by several John Dickens types (his father, his brothers,

his in-laus all felt that it was their right to be supported by him and

55 ﬁonOVan, pp. 214-217.

56 Angus VHlson, "Children," p. 208.



to be bailed out of any problem by him), he saw what Micawber, the
childish, irresponsible adult, could do to Wilkins, Jr. In Bleak House
there is a "whole mountain of irresponsible child-adults of whom Mr.
Sldmpole is the wonderful apex."57 Dickens gradually had found that he
must reject the '"be as little children" theory and Tony Weller and
Micawber with it. He discovered that gentilesse must include respon-
sibility,

It is true, as Williams notes, that "many of Dickens's examples of
positive goodness are related to this sense of a retained childlikeness
e o o .“58 This retained childlikeness leads to some characters that
may be placed in the traditional role of the divine idiot or fool., For
example, Wilson calls Pickwick a blessed fool or divine simpleton of the
Cervantes, Sterﬁe, or Dostoevsky type.59 In another essay he names
Pickwick, Mr. Toots, and Joe as the true divine fools and finds Barnaby
unconvincing when related to the riot.60 Blount also finds Barnaby a

failure, "merely a squiggle in the plot."61 Tillotson in her excellent

essay “Dombey and Son" notes that "Speech after speech of Toots could be

Selected for its ludicrous but unerring penetration to the heart of a

62

situation; !children and fools speak the truth.'® Barbara Hardy says

51 Angus Wilson, "Children," p. 211l.

58 Williams, "Social Ideas," p. 96.

59 Angus Wilson, World of Charles Dickens, p. 3.
6

. Angus Wilson, "Children," pp. 212, 220,

61 Blount, p. 23,

6
8 Tillotson, p, 128.



L3

that Toots works. "rather like the Nurse in Romeo and Juliet and reveal(s]

both the rareness of the intensity and the solid human habitation from
which it [intense emotional appeal] springs."63

Through all of these characters Dickens is struggling with the
gentilesse adult figure and how to show this necessary aspect of some

retained childlikeness. In Mr. Dick of David Copperfield Dickens ex-

amined the purely childlike adult whose obsessions and childishnéss

were harmless and who gave other characters a foil, But Dickens has
decided that while flydng kites is fun, the real help for the gentilesse-
gentility problem will come from Joe who takes on responsibility and
does his duty while keeping his humanity., Pickwick!s revels, Scrooge,'.s
games, and Mr, Dick's kite evolve through Dickens's attempt to under-
stand the necessity of childlike fancy and imagination in Sleary!'s
Horseriding to a more mature and complex combination of the childlike
and the adult in Joe. The famous Christmas effect of goodwill, gen-
erosity, love, and kindness found in the early novels is gradually
understood as a Saturnalian effect, The games and punch and presents do
not last all year in one.grand party, but are used as a moment of return
to the child, a release from responsibility, a purging of the soul to
replenish the childlike love and openness in the man so that he may dis-
Cover how to act out his gentilesse role all year round. In this Joe is
the ultimate "divine fool" who combines adult insight with childlike
l?Ve and giving, Before this time childlike gentilesse qualities com-

bined with adult responsibility had been indicated by the littleness and
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physical weakness of the gentilesse women in the main roles, but in Joe

Dickens creates his most successful childlike adult by combining strength

and goodness.,

THE ADULT GENTILESSE CHARACTER AND

THE CONVERSION CHARACTER

Dickens's understanding of the good man developed as he matured as
an artist; however, he always believed that nothing, especially not laws,
could supersede man's conscience.éh He believed in the individuality of
goodness., As he experienced more of the collective conscience of man in
the form of society and government and as he observed the increasing
miseries of the poor, he grei: more pessimistic about the possibility of
ever expecting the gentilesse qualities to triumph. He struggled within
himself and in his novels over this problem, He saw the gentilesse
Qualities in individuals but could not discover them in institutional or
social forms, so he was forced to conceive of gentilesse as a personal,
individual quality, Orwell says that in this Dickens was "able to ex-
Press in a comic, simplified and therefore memorable form the native
decency of the common Irxan.“é5

~ The tension between the individual gentilesse qualities and the
Social qualities of gentility is expressed well by Barbara Hardy: "The

knowledge of the inner life, I am arguing, is a source of Dickens's

complexity, or, to say it another way, has its roots in his complex

6L Engel, p. 67.

65 Orwell, "Charles Dickens," Discussions, p. LS.
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awareness of social nature as against what he sees as untarnished and un-
fallen nature."66 His moral vision contains this struggle between the
social nature (gentility) and the unfallen nature (gentilesse). His
child gentilesse characters usually embody a certain innocence and .
naivety but, as has been observed, Dickens found them inadequate as
centers for his novels as his understanding of the struggle in human
nature developed. As shall be seen he changed gradually in his use of
adult gentilesse figures also. In fact the innocence with which Mr.
Pickwick begins changes in the course of that novel,

67

Dickens saw the "capacity of art to affect people'!s lives," ' even

when he became less socially optimistic. He was concerned about his
audience and wanted to improve them and their ideas by the only method
he had, his novels and magazines, He realized that popularity was
necessary for effectiveness., "Dickens posits an order of responsibility
for the writer: to grasp his readers as he can, but then not let them
get away until they have been led to see the truth."68 He commented
in a letter to Macready in January of 1853 about the necessity of going
1o "the great ocean of humanity in which we are drops and not to bye-
ponds (very stagnant) here and there . . . 67
Angus Wilson calls Dickens's effort to keep his hope in the human

heart an error in realism.70 In the end the reader's philosophy must

66 Harcdy, "Complexity," p. U3.
67 Enge1, p. 31.

68 Engel, p. 29; see also p. 32,
69 Dickens quoted in Engel, p. 28.

%0 Angus Wilson, World of Charles Dickens, p. 27.
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answer that, but this hope in the gentilesse qualities of man (and the
hope that he could encourage them) was part of Dickens's moral vision
and as such was necessary as an antithesis to the gentility which be-
came more and more repulsive to him,

Dickens's early novels often have the conventional "happily ever
after" ending which strikes the reader as an evasion of the novels

themselves, Hard Times, Little Dorrit, A Tale of Two Cities, and Great

Expectations do not have these apparently superficial attempts at the

solution of whatlnickens came to see as a complex and ambiguogs problem,
Dickens had to show the paradox, the ambiguity, the complexity in life
before he was able to accept the ambiguous or subdued ending for his
novels, The problem with the resolution of, say, Bleak House is ob-
Vious primarily because Dickens has succeeded so well in showing the
ambiguities of the moral and social problems he faces there,

G. M. Young says in his book on Victorian England that "Dickens's
ideal England was not very far from Robert Owen's. But it was to be
built by some magic of goodwill overriding the egoism of progress."71
It was to be built by human goodwill and benevolence. In order to better
understand Dickens's "Christmasy" people, Hurphrey House's discussion of
Iﬁckensls attitude toward these benevolent rich, who are a large part of
his conception of gehtilesse in his early novels, must be reviewed.

Dickens's development must be followed from this benevolence which was at

first strong enough to defeat the evils which he perceived in society

Mg, oy Young, Victorian England: Portrait of an Age, 2nd ed.
(1936; London: Oxford University Press, 1953), P. 50,
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to his better understanding of social evils and his gradual fading into
private charity and self-sacrifice and perhaps even a "brooding melan-
choly"72 viien he began to feel that it was too late for society and that
only the individual could be saved from gentility.

Dickens's ideal was a rule of human benevolence in human relations.
Donovan says that Mr. Pickwick was anticipated by characters like Addison
and Steele's Sir Roger de Coverley and Smollett's Matthew Bramble of

73

Hurphrey Clinker, The gentilesse character is pictured differently in

different environments, In Victorian England activism, doing as well as
knowing, was the ideal. Thus in Dickens's early novels the gentilesse
qualities found their outlet in individual benevolence, which Engel con-
siders one of Diqkens's major themes at that time.711

According to Humphrey House there is a group of benevolence figures
in Dickens's world who base their lives on those principles of personal
affection and general philanthropy which the Benthamites disapproved of,
This Pickwick-Brownlow-Garland-Cheeryble type is good-natured and un-
tempted., Each does good apparently because he must and none has any
Philosophy about it. As Dickens saw them these characters filled an
important social niche and were representatives of an improved moral
O?der, even though, as House suggests, "there is often no satisfactory

link between the evil and the cure, Dotheboys Hall does not break up for

the last time because the Cheerybles are kind or because Nicholas is

72 Donovan, p. 203,
73 Donovan, pp. 138, 120, 252,

L Engel, pp. 96, 72.
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High Minded, but because it is discovered that Squeers has forged a
will."75 Nevertheless , these benevolent men are reflections of the good
to be found in human nature.

House lists four indications of benevolence as seen in Dickens's.
early work (1830's and 1840's): "(1) Generosity, in money, and in kind-
ness . « « « (2) An acute feeling for suffering in all forms . . . .
(3) Righteous, if ineffectual, indignation . . . . (L) An equable and
benign temper . . . ."76 House says that Dickens saw the benevolence
of the thirties and forties, which was partially caused by fear of the
masses and partially by the patronizing power of the newly rich, as a
possibility for real reform. But Dickens was skeptical of theories and
avoided all labeled group policies. "The only other course cpen to him
was to take the commonest and simplest sorts of human kindness and show
them :l.m“,ensii‘ied."77 House explains the present day reader's antipathy
to these members of the ancient "party of all good men" as a natural
result of their lack of reflection, their detachment from their time,
and their exaggerated moral qualities.78

Dickens used Christmas as a symbol of the benevolence79 of the gen-
tilesse quality, thus the label of this group as his "Christmasy" people,

His aim was the continuation of the Christmas spirit--his example was the

75 House, p. L4O.
76 House, p, L6.

mn House, pp., L7-51. ’
78

19

House, p. 51,

House’ po 520



Lu9

Christmasy characters., These characters are easily and often torn apart '
as unrealistic and monstrous, House explains: "But it is impossible to
understand what he was trying to do if we concentrate only on what the
Christmas attitude positively set out to teach: it is far more important
for what it was meant to counteract., . . . Mammonism, in general--the
money-greed, go-getting, and vulgar snobbery of the bourgeoisie which
Marx praised Dickens for portraying; there was the dim prudery which the
middle classes were beginning to use as their mark of social distinction
from the lower; jovial open-handedness was consciously set off against
-,these."80 |

Mr. Pickwick is Dickens's first adventure in a full-fledged char-

acterization and Stevenson is correct when he says that Dickens "found

himself (italics mine) developing characters that breathed the breath
of life and weaving them in a pattern that had depth and meaning."81
It is a commonplace in Dickens criticism to compare ﬁon Quixote and
Mr, Pickwick, but further, as Johnson notes, both Cervantes and Dickens
began with a comic slapstick puppet who began to grow and breathe.82
Although the young Dickens does not yet have the power of the much older

Cervantes vision as it develops in the second part of Don Quixote,

Dickens does end up with a creditable thesis on growth and moral devel=-

0 House, pp. 63-67; see also pp. 52-53.

81 Lionel Stevenson, The English Novel: A Panorama (Boston: Houghton
Mifflin Co., 1960), p. 227

a Edgar Johnson, I, 172,
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- finest flower of the quixotic tradition."
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opment, Hodgart in his book on satire says that Mr, Pickwick is '"the
83 Nevertheless, Dickens is
nowhere near the moral metaphor and sensitivity that he will attain in
his later novels; however, the gentilesse quality of good, innocent,
but naive Mr. Pickwick is unmistakable, Mr. Pickwick begins to under-
stand evil in the course of the novel, and his author begins at the same
time his struggle to understand the nature of good and evil and the
relationship between the individual gentilesse character and his society.
Barbara Hardy protests that it is taking Pickwick too seriously to
analyze it as Dostoevsky did with Pickwick as Don Quixote, as W. H. Auden
does when he shows it as the progress of the Fall of Adam from innocence
to knowledge, or as Steven Marcus does when he interprets it as a
Christian fable with Mr. Pickwick as Chr:'Lst.8h Hardy may be right in
part, but the fact that Pickwick provides these opportunities of analysis
shows that there is more in it than Dickens expected .to be there,
Dickens had not discovered his own artistic power but Pickwick shows the
roots that his mythopoeic imagination sprang from. W. H. Auden's essay
"Dingley Dell and the Fleét" says that the real theme of Pickwick is the
85

Fall of Man and that Dickens is probably unaware of it. He is correct

in believing that Dickens was probably not aware of the implications that

83 Hodgart, p. 218,

85 W. H. Auden, "Dingley Dell and the Fleet," The Dyer!'s Hend, rpt.
Dickens: A Collection of Critical Essays, ed. Martin Price (Englewood
Sy N.J.: Prentice-fall, Inc,, 1907), P. 09.
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Auden discovers, but Dickens did consciously consider the problem of
innocence bscoming conscious of evil, At the beginning of Pickwick
Papers Dickens was fishing for a story; gradually he worked it out with
the help of his audience, who recognized that Sam lkeller was the perfect
Sancho Panza figure that he needéd. Then as the novel progressed
Dickens worked out the trial and prison scenes as part of Mr. Pickwick's
disillusionment, Johnson séys that in doing this Dickens invented the

"'realist fairy tale," with a hero who cannot slay the powers of dark-

- ness even though he may escape them, and that this pattern recurs in

his work.86

As a gentilesse character, Mr, Pickwick changes in the course of
the novel, He begins as a conventional object of satire; he is primarily
interested in eating and having a good time, Then around the middle of
the book the reader is suddenly aware that he has been, as Johnson says,
"behaving like a man of heart and sense."87 In his p}eface to the
edition of 1847 Dickens had this to say in defense of the growing seri-
ousness: "It has been observed of Mr., Pickwick that there is a decided
change in his character as'these pages proceed, and that he becomes more
good and more sensible. I do not think this change will appear forced or
unnatural to my readers if they reflect that in real 1life, the pecul-
iarities and oddities of a man who has anything whimsical about him
generally impress us first, and that it is not until we are better ac=-

Quainted with him that we usually begin to look below these superficial

B Edgar Johnson, I, 17L.

87 Edgar Johnson, I, 171.
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traits and to know the better part of him."88 Dickens indeed gets to

know Mr, Pickwick, himself, and more about his idea of gentilesse grad-

ually in the course of the novel., In Pickwick Dickens shows an "ideal

vision of man and society“89 which gradually becomes more realistic,
From Mr, Pickwick, the fat retired businessman hero of innocence,

Dickens moves to Oliver Twist in which he concentrates on a little

illegitimate orphan boy as the innocent hero. The gentilesse adults
around Oliver are nullities. Angus Wilson, in "The Heroes and Heroines
of Dickens" says that he cannot even discuss Harry Maylie of Oliver

90
Twist or Edward Chester of Barnaby Rudge "for they are not there."

Mr., Brownlow and the Maylies strike the reader as a handy 'out' for

Oliver, The strength of Oliver Twist is its portrayal of social evil

and that evil's effect on the individual, not its demonstration of any
active good. House says that Dickens is trying to emphasize two con-
flicting ideas--""the immense damzge that such an environment and up-
bringing can do, and . . . the fundamental goodness of human nature

91 This leaves those who act as

[that] can survive almost anything."
adult gentilesse characters out of the important roles and hence
nowhere,

In Nicholas Nickleby Dickens tries to deal with the Cheerybles as

f 88 Charles Dickens, The Pickwick Papers (New York: New American
Library, Inc,, 196L), p. X.. Subsequent references appear in the text
as Fp,

89 am1en, p. 20.

¥ Angus Vilson, “"Heroes and Heroines," p. 19.

9 House, p, 220,
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gentilesse characters in general and with Nicholas as a gentilesse
character, especially in relation to Smike. The problem, both Stevenson
and Johnson agree, is that Nicholas and Kate and their lovers are color-
less because they are normal and never enlarge on the expected.92
Dickens is trying another kind of hero and plot--the conventional stereo-
type of the love novel.93 He does interesting things with his minor
characters, his villians, and his secondary plots at Dotheboys Hall and
with the Crummles! theatrical company, but the conventionality of the
novel defeats much effort at moral criticism, and indeed it came during
a time when the rising young author was concemed with getting his own
share of gentility. Thus the conventional structure prevents social
criticism, except in the secondary form of the Yorkshire school criti-
cism and in the conventional usurer villain where Dickens's power finds
an outlet in Ralph, Furthermore, Dickens's own situation has not
developed enough to give him the insight into gentility that he will

' need for his most powerful moral criticism.

In The 0ld Curiosity Shon Dickens returned to the child center who

this time dies as a "result of the deprivation and wear imposed on her
by poverty, injustice, and ill-usage."9h Dickens's eye for evil creates
his most fantastic devil, Quilp. To balance the individual evil he
Creates some adult gentilesse characters in the persons of lMrs. Jarley,

the forgeman, the school teacher, the Garlands, and Nell's granduncle--

% Edgar Johnson, I, 287; Stevenson, The English Novel, p. 2L5.

73 Stevenson, The English Novel, p. 2L5.

4 Enge1, p. 10L.



all of whom ultimately cannot save her. The Garlands, as Dickens's

‘usual benevolent type, are not connected with Nell at all; they are

pieces of the plot which hinge the victim and the would-be-rescuers
together, Although finally the gentilesse characters here are foiled
in their atterpts to help Nell, the Garland group are successful among
themselves, The forgeman is one of Dickens'!s haunting characters and
shows the beginnings of his strong belief in the dignity of the poor
and their ability to help each other which will finally overshadow

the easier benevolence personified by the Good Rich Man,

In Barnaby Rudge the only true gzntilesse character is Gabriel

Varden of the Golden Key. The other "good" characters, like Joe Willet
and Edward Chester, are too undeveloped to stand as examples. Varden

shows a motion dovnward in class, He is a locksmith and average citi=-
Zen who has what Edward Wagenknecht calls the "understanding heart."95

Varden is an actively good man of strength and purpose but little money.

Barnaby Rudge is a reflection of the conflicting emotions in Dickens.

Even though Varden in part of the citizens' militia, Dickens was not
happy about the law and order repression that would preserve the evils
as well as the property. Johnson notes that Dickens really did not
want to look at the victorious forces of law and order too closely,
because he did not actually like them, except in the form of individual

goodness like Gabriel Varden.% Dickens is showing, as in QOliver Tiwist

d Edward wWagenknecht, "Introduction," Great f%ctations,
Charles Dickens (New York: Washington Square Press, 1950), Pe X.

96 Edgar Johnson, I, 152,
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and A Tale of Two Cities, those miseries he sees which make the popula-

tion susceptible to the evil of violence that is itself equally appal-
ling, Varden is one of Dickens'!s few active, physically strong gen-

tilesse figures, When he grows into Joe of Great Expectations he will

have to deal with more complex psychological and social problems in Pip

than Gabriel confronts in the physical problem of the mob,

Barnaby Rudge was hard for Dickens to write and after it was fin-

‘ished he travelled to America with his wife to gather new ideas. At

first Dickens seems to have written from a great exuberant store., His
first four novels apparently took possession of him and grew of them-
selves, but it became harder for him to write as he grew older., Among
other things he was coming to see the ambiguity and complexity of both
the individual and social life around him.

In Martin Chuzzlewit he began for the first time with a specific

theme to develop--selfishness. According to Johnson, the result is

more angry and is not mellowed by the genial humanity or high spirits
that he had showm before.97 He has none of the previous benevolent

rich and uses instead what‘Engel calls the "strange, highly energetic,
Penniless benevolence" of Mark.98 He was so busy with selfishness and
its' manifestations in.almost every character that he left the gentilesse

99

Characters rather underdeveloped, As a result "what is most real in

human nature: its spontaneous feelings of affection or loving-kindness

9 Edgar Johnson, I, L70.
78 Engel, p, 104,

29 Blount, p, 25,
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for otheré,"loo which he is using as a contrast to selfishness and hy-
pocrisy, gets rather blurred at the end. Hardy says that Tom Pinch
Ustands in" for the child figure, and it does indeed seem so.101 Per-
haps Tom shows that goodness can be fooled into believing that dis-
guised evil is good; at any .rate although he is a throwback to the
innocent, naive child(like) figure, the new power of the social evil of

hypocrisy can be seen in the tainting of the goodness of Tom. In the

America that Dickens uses in Martin Chuzzlewit gentilesse cannot exist

| in the pushing, or perhaps we should say that Dickens chooses not to
remember it for the sake of his entertaining satire.

After Martin Chuzzlewit of 18L3-Ll Dickens travelled again and

there is another two year break in his novelistic career. He began
his Christmas tales at this time. His most famous tale, A Christmas
25521’ is a fable or allegorical tale. Although Scrooge literally be-
comes one of the "good, benevolent men, who can change society by

e he is, as a Christmas person, a

individual charity and generosity,"
myth. The reader does not take him as a real merchant, but as a ;e-
Presentation of the graspiﬁg, greedy English society, comfortable in its
thought of the workhouses and prisons which will take care of the in-

~ convenient poor. It is England speaking when Scrooge replies to the

gentleman collecting Christmas donations for the poors

100

Miller, "Search," p, 102,
101

Hardy’ I'ioral é_{t_, p. 120.
102

Angus Wilson, World of Charles Dickens, p. 182.
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WiAre there no prisons?! asked Scrooge.

'Plenty of prisons,! said the gentleman, laying dowvmn the pen again,

'And the Union workhouses?! demanded Scrooge. 'Are they still in
operation?!

'They are, Still,' returned the gentleman, 'I wish I could say
they were not.! |

'The Treadmill and the Poor Law are in full vigor, then?' said
Scrooge,

'Both very busy, sir?!

'O0h! I was afraid, from what you said at first, that something had
occurred to stop them in their useful course,' said Scrooge. 'I'm very
glad to hear it."':'LO3

Dickens shows in Scrooge "a redemption through the grace of the

ol

Spirit" which he sees as the only remedy.1 Blount calls it a wish

fulfillment by making the rich aware of the needs of the poor by way of

this fable,l0°

But Dickens puts himself in the fable too. As artist
he plays the roles of the ghosts, Perhaps by showing the happy home
and love, the falling away ihrough greed and self-centeredness, and the
Potential evil of Ignorance and Want, he can help his society toward
- its redemption by encouraging a reordering of values toward the gen-
tilesse qualities before it is too late, In The Chimes of the next

3 Charles Dickens, "A Christmas Carol in Prose: Being a Ghost

Story of Christmas," Christmas Books (New York: Charles Scribner's
Sons, n.d,), p. 13. Subsequent references appear in the text as Carol.

104 Angus Wilson, World of Charles Dickens, p. 183.
105

Blount, p. 27.
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year (18LL4) Dickens allows himself very direct social criticism and con-
verts Toby Veck to an appreciation of the gentilesse qualities all a-

round him by the use of fear and empathy, but in A Cricket on the Hearth

he returns to the altar of the hearth as the center of the family group
and the exarple of love converts Tackleton,

Dombey and Son is often considered as the beginning of a new period

for Dickens. His novels are divided into early and late periods and this
novel is often seen as a kind of pivot point. Dickens's early novels
were loved in his own time and after for their exuberant comedy, high
animal spirits, and sunny optimism. Although they have dark foresha-

dowings, they give this general impression. With Dombey and Son Dickens

began his darkening period, which really started in earnest with Bleak
House, during which he produced his most symbolic work and grew more
pessimistic. In the years from 1836 to 1846 he produced prodigiously
from a seemingly bottomless well of the genius of observation. In the

twenty-five years from Dombey and Son to his death in 1870 Dickens

wrote with increasing artistic skill and increasingly pessimistic re-
sults as he examined his society and fought with it to help it.
Mr., Dombey is definitely a new style of character for Dickens.
~ He and his environment are "modern." House says that England was money-
mad in the middle 'forties. The railroad mania and sudden investment
106 . £
opportunities climaxed in 18LL-48. Dickens was sensitive to the

abmosphere around him and he captured it in Dombey and Son which has its

last half set in the period contemporary with Dickens. The gentilesse

106 House, pp. 136, 138.
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characters come from both the old and new atmosphere, as for example in
the persons of Sol Gills and Ned Cuttle and the railroad worker, Mr,
Toodles, but they are all from the poor or the weak.lo7 The benevolent
rich are gone and the formerly admirable old businessmen have turned
into Dickens's new understanding of the commercial bourgeoisie in Mr,
Dombey. The plot is centered on the fall of the House of Dombey and

as such comes about as close as Dickens ever comes to tragedy. The

adult gentilesse characters do not have power, except as refuges for

Florence to depend upon, Dickens spends more time in this novel on the

social levels and draws a realistic relationship between the House it-

08
self, the clerks of the House, and the servants of the house.1

In Florence lir, Dombey discovers the love he has despised. 1In

Dickens's Christmas tale of 1848, The Haunted Man and the Chost's Bar-

gain, Dickens reemphasizes the generative power of good and Mrs, William
can generate love in those who are ruined by Redlaw's "gift" of for-
getfulness of the past.

David Copperfield shows Dickens's increased technical facility but

is not as artistically honest as Dombey and Son. It is an autobiograph-

ical novel and contains information in lightly disguised form that
Dickens had never told anyone, but it also contains a smugly middle-
class attitude toward'life that helps to conceal a degree of defensive-
ness about Dickens's desires to be genteel himself. The gentilesse

characters, like the Peggottys, Traddles, Betsy Trotwood, are those who

107 pngus wilson, World of Charles Dickens, p. 207.

108 Angus Wilson, World of Charles Dickens, Pp. 209,
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help the hero, Micawber is the product of Dickens's attitude toward his
father. But the theme of prudence that pervades all the relationships
is not conducive to moral insight. Dickens's insight into the relation-
ships of David and Steerforth, David and Dora, David and Uriah Heep are
what Hardy calls the strength of the novel, "intense and local shafts
which strike deep as human insights, honest revelations, and dramatic
commnications."lo9 The reader follows the emotional education of David
and gradually sees that below the comedy of Mrs. Micawber or Betsy
Trotwood there is much more that is dynamic and complex. He gradually
learns that love can lead to ruin, as with the spoiled Steerforth, and
that romantic love is not necessarily the kind to trust. Dickens has
his gentilesse characters emphasize what Anne Strong calls the dangers
of the "undisciplined heart"llo--unfortunately the result is too smugly
shown,

In Bleak House of 1652-53 Diclkens tried an exper;iment with point
of view by having an ormiscient author and a character alternate in
narrating the novel, by which device the reader is both inside and out=-
side the story. Esther Summerson provides the moral touchstone of the
book and her view is the lmown constant for the reader to identify with.

W. J. Harvey says that Esther is "static, consistent, passive . . . @.n&‘)

209 Hardy, Moral Art, p. 129.

110 Charles Dickens, The Personal History, Adventurqs ’ Exper?'.ence
and Observation of David Copverfield the Younger of Blunderstone Rookery
which He never meant to be Published on any Account) (llew York: New

Mmerican Libravy, 1962, p. 050, Subsequent refercnces appear in the

text as IC.
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good."111 He says that Esther is a brake to control Dickens's tendency
to "episodic instensification," the strong emphasis on episodes rather
than whole plot line. She is a window--we look through her at the
Dickens world--she is "lucid and neutral."112 No author has ever
created a great character out of passive, static goodness and Dickens
has added yet another strike against her by making her narrate others!
praise of her. Engel thinks that Esther is Dickens's alter ego because
she lacks the usual erotic wish-fulfillment with which Dickens mani-

pulates other women characters, She is definitely stronger than the

usual good-woman gentilesse character in Dickens and there is no doubt

that Esther stands for the forces of responsibility. As Wilson says,
she has "guts" and courage, in spite of Dickens's usual dwelling on
“grder, thrift and busyness."

The other gentilesse characters are good in relation to their
acceptance of responsibility, the theme of Bleak House. Esther is the
"sane and wholesome standard of morality in a topsy-turvey world.“115
John Jarndyce does not see as clearly as Esther, but he does take up
his responsibility for Ada and Richard. As Cockshut notices, Jarndyce

111 W. J. Harvey, "Chance and Design in Bleak House," Dickens and
the Twentieth Century, ed. John Gross and Gabriel Pearson, 1pt., in

ckens: A Gollection of Critical Essays, ed. Martin Price (Englewood

S, N.J.: Prentice-Hall, inc., 1967), p. 139; see also p. 1L2,

112 Harvey, pp. 137-139.

13 Engel, p. 12L.

11 Angus Wilson, World of Charles Dickens, p. 23L.

ns Donovan, p. 236.
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helps only those- who are pleasant to help--Ada, Richard, Esther--vhile
the people whom Dickens criticizes, like Mrs. Jellyby or more partic-
ularly Mrs., Pardiggle, are attempting to help those who are not so
comfortably nice to deal with., One has to agree with Cockshut that
Dickens's genius lay in his incomparable power of imaginative observa-
tion, not in his intellectual comment on what he describes.ll6 While
his personal biases or preferences and the prejudices of his age may
stand in the way of his philosophizing, nothing stands in the way of
his observation.

Dickens sees the problem of a brutalized proletariat in all its
stark reality., The brickmaker's speech to Mrs. Pardiggle is an ex-
cellent example,

Is my daughter a-washin? Yes, she is a-washin. Look at
the water. Smell it! That's wot we drinks. How do you
like it, and what do you think of gin, instead! An't my
place dirty? Yes, it is dirty--it's nat-rally dirty, and
it's nat'rally onwholesome; and we've had five dirty and
onwholesome children, as is all dead infants, and so much
the better for them, and for us besides. Have I read the
little book wot you left? No, I an't read the little book
wot you left. There an't nobody here as knows how to read
it; and if there was,.it wouldn't be suitable to me. It's
a book fit for a babby, and I'm not a babby, . . . How
have I been conducting of ryself? uhy, I've been drunk for
three days; and I'd a been drunk four, if I'd a had the
money., Don't I never mean for to go to church? No, I don't
never mean for to go to church. I shouldn't be expected
there, if I did; the beadle's too genteel for me. And how
did my wife get the black eye? ¥hy, I giv' it her; and if
she says I didn't, she's a Lie! (BH, p. 1L3)

Dickens does not alwvays succeed very well with his conscious attempts

at moralizing, but his genius of observation is unsurpassed. This

116 Cockshut, pp, 63-65,
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brickmaker's reaction to the questions he knows are coming at him from
ego-centric Mrs. Pardiggle and her barging into his hovel to help him
cannot be surpassed by any of the later realists or naturalists; but
Dickens does not put his gentilesse characters (except Alan and Esther)
into the situation of fa;:ing this kind of séemingly hopeless despair,
Dickens himself had no specific answer for all of the complex questions
his genius revealed.

Of the rinor characters, Alan Woodcourt is a pure gentilesse char-
acter, He faces Tom-All-Alone's as one man using his skill with humane
responsibility, Ada, George Rouncewell, the Bagnets, Boythorne, and
Charley Neckett are dealt with sympathetically, Dickens sees the com-
lexity of character more clearly now and is less likely to create an-
gels and devils; he is now more likely to create fallible but basically
good characters with gentilesse attributes. Even Sir Leicester Dedlock
becomes a real gentleman while he forgives and waits for Lady Dedlock.
His true nobility and manlinessn7 come to the surface and Dickens
allows the reader to sympathize where he once condemmed., In Richard
Carstone Dickens experiments with the "psychological and moral deteri-

118
oration" that he will study at length in Great Expectations.

- In Bleak House Dickens is trying to study the contradictory ener-
gies of virtue and injustice, of responsibility and irresponsibility.
The gentilesse character is more than untested or naive goodness; he is

the one who sees the evil and takes up his part of the responsibility

g7 Hardy, "Complexity," p. 3.

118 Eagar Johnson, II, 767.
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for that which is closest to him or most within his power.

In 1854 Dickens wrote Hard Times. He was beginning to understand
better the difficulties of being good. The only real gentilesse char-
acter, Cecilia Jupe, has been discussed. Rachael and Stephen Blac}qjc;ol
are not very effective because Dickens did not know enough about the
laborer.n9 His satire of the self-made man (Bounderby) is worth noting
here, however, because Dickens had believed in the virtue of hard work,
self-help, and self-denial and had risen that way himself. Bounderby
shows the ambiguity of that favorite Victorian virtue, The resolution
of evil for Louisa is a withdrawal. Angus Wilson explains the change
thus: '"Henceforth most ambition of a worldly kind will be sour grapes
in the mouth, the only answer to social despair will be a withdrawal, a
quietism, a Christian resignation, a very private life of limited good
120

works "

In Little Dorrit Dickens returns to his more characteristic style.

The complexity and ambiguity of the Dickens world increases. Meagles,
the old Dickens benevolent type, now does not have either the freedom or

121 He is tainted by the gentility of

the innocence to do good works.
the Barnacles, even though he wants to fight with Doyce against their
- Power at the Circumlocution Office. "Mr Meagles, however, thoroughly
enjoyed Young Barnacle. . . » IMr Meagles seemed to feel that this

Small spice of Barnacle irparted to his table the flavour of the whole

119 gqgar Johnson, II, 811-12,

120 Angus Wilson, World of Charles Dickens, P. 236.

121 House, p, 166.
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family-tree., In.its presence his frank, fine, genuine qualities paled;

he was not so easy, he was not so natural, he was striving after some-
thing that did not belong to him, he was not himself."122 Gentility
taints; it affects even the gentilesse characters. Furthermore, Meagles
is part of Dickens's better understanding of the complexity of love that
can stifle or spoil its objects, as can be seen in Pet and Tattycoram,
Dickens is concerned with the psychology of his characters--the
prison of the mind, Even his gentilesse characters like Arthur Clennam
and Little Dorrit are tainted. But Dickens continues making miracles
happen., Williams, in a valuable essay on Dickens's vision, says that
this indestructible goodness which is found in Little Dorrit for exarple
123 Realistically no one can
tell from where the good will come, The same environment that produced
Fanny and Tip also produced Little Dorrit, Dickens's ability to sce
and to dramatize the very real paradoxes and ambiguities of life make
his vision powerful, This seemingly magical appearance of virtue from
the same conditions that lead to vice, the unexplained flowering of love
or the energzy of goodness ihat grows up from the seed of original virtue
where it would have been expected to have died is part of Dickens's
vision of the truth of the human condition. Despite his disillusion-
422 Gharles Dickens, Little Dorrit, ed. John Holloway (Baltimore,
Md.: Penguin Books, Inc., 1967), P. 252. Subsequent references appear
in the text as LD. Special Note: those novels published by Penguin will

be quoted as in the text without the usual periods after abbreviations.

123 Raymond Williams, The English Novel from Dickens to Lawrence
(New York: Oxford Univ. Press, 1970), De 53s
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ments Dickens believed in humanity: "Without closing his eyes on evil and

unhappiness he believed that goodness could win a modest victory."lzh

At the end of Little Dorrit, she and Arthur go "quietly down into the

roaring streets." (LD, p. 895) Dickens sends them back into the urban
community to live and by living to demonstrate the modest victory.

A Tale of Two Cities is not about the gentilesse-gentility struggle.

It is about the results of heavy-handed gentility, as was Barnaby Rudge.

It is a warning to society at large. One feels that it is a catharsis
for Dickens, an opportunity to spew his frustration and anger and re-
.bellion onto society., Those who might be gentilesse characters, Lucie,
Lorry, Dr. Manette, and Darnay, are psychologically and morally un-
developed, Only Sidney Carton is developed as a gentilesse character--
this time one who has failed in his earlier life but who comes to find
his life by losing it. Edgar Johnson says that each main character is
an aspect of Dickens himself but that he most identifies with Carton
through whom he could show his longings and fears and the grandeur of
renunciation.12

In Great Expectations of 1860 Dickens came back to the theme of

gentility-gentilesse, The progress of Pip is followed as he moves from
gentilesse to gentility and back again., Pip's expectations will be
Studied below in detail during the discussion of Dickens's conversion
Characters, Here it should be noticed that there is a specific gen-

tilesse pole in Great Expectations. Through Joe, Biddy, the forge, and

124 Edgar Johnson, II, 903,

s Edgar Johnson, II, 973, 961.
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the country Dickens creates a moral standard from which Pip moves.
Dickens does not use the traditional image of the pure country, however,
Mrs, Joe, Orlick, Pumblechook, Miss Havisham, and Estella are all from
this same rural environment, but Dickens does use part of the traditional
rural-urban setting to show the division in Wemmick, who is what could
be called a gentilesse character at home and a gentility character at
the office. Paul Pickrel sees Mr., Jaggers as both a parallel and con-
trast to Joe. He argues that when compared to Mrs. Joe, Pumblechook,
and Miss Havisham and their "sharp trafficking in emotions Mr. Jaggers!
‘reliance on facts seems honest and dJ'.gn:i.f:’Led.“lz6 He thinks that
Dickens saw that in real life the analytical approach to problems is
much more successful than Joe's poetic approach--tthe feeling that
things somehow hang together and make sense, that we can somchow relate
ourselves as a whole to experience“127--but that he wishes to show the
human need for Joe's approach., Jaggers is an anomalf to most critics
and this suggestion which explains him as a good man who is using the
wrong approach to life is one of the few attempts to explain him at all.
It should be noted also tha£ the poetic view of life and the primary
gentilesse character this time is a man, Joe saves Dickens from his
usual problem with making good women good for readers of more than the

Victorian period, The gentilesse qualities of Joe are complicated

B2 Paul Pickrel, "Great Expectations," Essays in the Teaching of

English: Reports of the Yale Conference on the Teaching of Lnglish, ede
Edward J, Gordon and Ldward S. Noyes, rpte in Dickens: 4 Collecuion of
Critical Essays, ed., lMartin Price (Englewood CIiffs, N.J.: Prentice-

mc-, I967), Pe 16k,
127 pickrel, p. 16L.
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though, Joe is tainted with, not the love for, but the respect for
gentility and its trappings. Biddy sees more clearly than Joe through
the moral effect of Pip's expectations., Matthew Pocket, Pip's gen-

~ tilesse friend in London, is almost ruined by Pip's gentility and ex-
ample of free-spending irresponsibility. Great Expectations is Dickens's

most direct study of the moral question of gentilesse and gentility.128

The imagery of Dickens's last complete novel, Owr Mutual Friend, is

most striking., Dust--that conglomeration of garbage, sewage, and all
manner of refuse--stands for money and thus the false gentility of the
Podsnaps, Veneerings, and their group of the middle class, The gen-
tilesse characters, the Boffins, come from the lowest classes and are
raised up by a quirk of fate, Johnson says that Dickens here renounces
the dominant values of conventional and acquisitive respectability,
and sharply [repudiates] the faith he once had in the Cheerybles and

129 The new pillars of society, Podsnap, Boots, Brewer,

130

the Rouncewells,"
Veneering, have "no faith and no principles save those of power,"
The gentilesse values are found in the unsuccessful and in the misfit.

Although Orwell thinks that Dickens has come full circle again to rely

3

R . 1 . .
on individual kindness as the remedy, he is only partially correct,

128 pn interesting corparison of David Copperfield and Great Ex-
ﬁctations appears in Engel's Maturity of Dickens wnich shows the

ges in Dickens's attitudes and how they are reflected in the later
nov615 ppo nlé'h?-

o Edgar Johnson, II, 1042,

130 Edgar Johnson, II, 10L2.

131 Orwell, “Charles Dickens," Discussions, pP. 33.
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because there is no remedy of the Cheeryble type in Our Mutual Friend.

Boffin's money is useless to him;132 he cannot do good with it-=Betty
runs away from it, Bella is ruined by it, Johnny camnot be saved by it.
The remedy for gentility and the miseries it_causes is love and indi-
vidual control, Goodness comes from the foster-parents: Boffin, Betty,
Riah (to Jenny). The government of Podsnap and Veneering in its par-
ental role is hopeless, The aristocracy is feeble rather than evil,
Engel says that the terror of this feebleness is portrayed in Wrayburn
who is too careless to even protect himself.133 The combination of the
~lower and upper classes against the middle is considered at the end of
the novel, but it is obvious that the lower class, Lizzie, is the
stronger; and the fear that the upper class, Wrayburn, will raise one
up and leave the moral situation as it stands or worse yet will corrupt
the lower class as it corrupted the middle with false gentility is
never examined in this ncvel, All of the gentilesse Eharacters are
corplex; they all have faults and weaknesses, but Dickens wants to show
through the image of the river and of drovming, the symbol of death and
resurrection, that individuai rederption is possible. But in the end

Podsnap remains. Johnson says "Our Mutual Friend is The Wasteland of
X, u:|-3)-1

Dickens's wor

The Mystery of Edwin Drood is incomplete and cannot be analyzed

very well, Reverend Crisparkle and Mr. Tartar show more positive manly

132 House, p. 169,

133 Enge1, p. 137.

13) Edgar Johnson, II, 1OL3,
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good and Mr,., Grewgious is a good lawyer. Wilson notes that they are

135

private forces of good fighting evil, Dickens trusts in the "health

: b &
of human nature itself." % It would be easy to say that Dickens lost
his power to face the despair he had created in almost overwhelming

waves in Bleak House, Little Dorrit, Great Expectations, and Qur Mutual

Friend--in all he had believed in the cork-like power of individual
human goodness, In Edwin Drood he appears to have been beginning an-
other but longer study in abnormal psychology. Society, or gentility,
is much less important, though it is still attacked, but in this novel
_individual forces of good and evil vie in psychological warfare within
the novel as within the mind.

Dickens could not explain his vision intellectually; he knew that
human goodness was not limited by place, or time, or person but flowered
in unexpected places; he knew the power of gentility and the futility
of trying to change Podsnap, but his vision would not let itself be
drowned by despair, He dramatized the resilience of the unpredictable
grass of human goodness that was mowed down, trod under foot, tested
with fire, and still insisted on returning green in the cracks of the
sidewalk and at the top of the dust heap.

* In discussing the gentilesse characters in Dickens's work, the
modern reader invariably has trouble sympathizing with Dickens's good
women characters. Perhaps a short discussion here will clarify

Dickens's attitude toward this subject. Ycung in his discussion of

135 Angus Wilson, VWorld of Charles Dickens, P. 291.

136 Edgar Johnson, II, 1126.
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women's education in Victorian England says that the nineteenth century
man liked his women ignorant and good; from the goodness evolved chari-
table service and from woman's traditional domain came the care of child-
ren and the sick which, combined, led to the woman as teacher and nurse,

Ibsen took his title, The Doll's House, from Bella in Our Mutual Friend,

but Dickens never developed this idea at all--it was a Late Victorian
137

theme, Dickens was outwardly a man of his age in attitude toward
wedding bells, tiny feet, and purity. He does not deal directly with

love in a sexual way at all, even though he does not avoid sexual prob-

lems like prostitution, illegitimacy, incompatibility and divorce, and

sadism and lesbianism., Angus Wilson tries to examine the paradox of

Dickens's apparent emotional immaturity in dealing with the goodness of

- the love relationship which was at the same time so important to the

gentilesse concept by saying that "®., . . he was a strongly sensuval man,
he had a deep social and emotional need for family life and love, he
had a compensating claustrophobic dislike of the domestic scene, and he
woke up to these contradictions in his sexual make-up very la*te."l38
It seems generally agreed that Edmund Wilson was correct when he said

that Dickens's characters like Little Nell and Rose Maylie are patterned

after his idealization of his dead sister-in-law lMary Hogarth and his

Character type of the "devoted and self-effacing little mouse, who

hardly aspires to be loved'L3? comes from Georgina Hogarth his house-

137 Young, pp. 90-92.
138

Angus Wilson, "Heroes and Heroines," pp. 17-18.

139 Bdmuna Vilson, p. 58.
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keeper sister-in-law. These last characters, Ruth Pinch, Esther, and
Little Dorrit, conveniently take care of everything.lho Diclkens had a
Hdictatorial mania for orderl.iness“u‘l as a reaction to his Micawber-
like parents. This causes the well-known obsession with key-jingling,
busy, efficient little women whose goal in life is to clean cupboards
and watch after the idealized little feet of which Dickens himself would
rather have had fewer. Angus Wilson protests that no woman character
has a whole body and whole n'r'md.]‘h2

Ellen Ternan has been discussed at great length and more has been
sald about her than is probably substantiated.mB- A great deal of
critical analysis of the later women characters is based on her almost
entirely and most critics praise Estella and Bella and even Helena Land-
less as better women characters because of her presence in Dickens's
1life, This does not seem to be reflected so well in the characters
themselves though.

With good women characters Dickens does not seem to feel relaxed.
He seems unable to use his amazing imaginative powers of observation on
the life and person of Rase Maylie, Kate Nickleby, Little Nell, Mary
Graham, Mrs, Pérrybingle, or Agnes Vickfield as he can on Fanny Squeers,

the Marchioness, Dolly Varden, Mrs, Gamp, or Charity Pecksniff. 1In

U0 Eamung Wilson, ppe L5-L6, 58.

Ua Angus Vilson, Vorld 9_1_‘ Charles Dickens, p. 252.

2 Angus Wilson, World of Charles Dickens, p. 103.

3 See Ada Nisbet's book Idckens and Ellen Ternan and Edward
Wagenknecht 's replies and arguments, particularly Dickens and the
§_‘i8ndalmongers.
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Dickens's first novels he seems almost afraid of those gentilesse women,
Esther is much more clever and acid in her observations than any of
those first good women would have been allowed to be, It is almost as
though that waman of equal curiosity and intelligence that Dickens
wanted but was at the same time afraid to want and which resulted in

his deliberate marriage to a woman who could be "guided" was contimally
haunting him, He is afraid to touch his good women so his best devel=-
opment of women characters came in his problem women--Edith Dombey,
Louisa Gradgrind, and less so in Estella and Bella,

These four women characters demonstrate Dickens's attempt to show
inner action; they see themselves and dislike what they see, Hardy notes
"In their sensuality and their exposure to experiencg they are as dif-
ferent as they could be from the complacencies of Dickens's ideals, Agnes
or Esther Summerson, and have most in common with the prostitute with the
heart of gold, Nancy or Martha, as Edith clearly sees., drawing her
mother's attention to it in a fine ironic flight."lw" Edith exclaims
to her mother on the night before her wedding: "There is no slave in a

market, there is no horse in a fair, so shown and offered and examined

~ and paraded, Mother, as I have been, for ten shameful years . . . .

Have I been hawked and vended here and there, until the last grain of
8elf-respect is dead within me, and I loathe m:)rself?"lb5 Hardy

finds that Edith is Dickens's most successful analysis, though most

b Hardy, Moral ﬁ{t_, p. 59.

5 Charles Dickens, Dombey and Son (New York: New American Li-
brary, 1964), p. 415, Subsequent references appear in the text as IS.
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critics would find otherwise, and discusses her detachment, self-analy-
sis, and insight which shows Dickens'!s sensitivity to characters who
see the way but cannot follow it.l)"6 Dickens was finding that it was
harder to do good than he had thought before. Edith wears her bore-
dom as a mask for moral energy,lh7 which is her wvulnerable spot and
which can only be shown to Florence who will not attack her later.

Dickens shows inner action by silences, motions, and use of images, He

overdoes some scenes, such as the confrontations between Edith and

Carker, but he sees the duality of mind and the retreat from conver-

sion, Edith is a character who rejects the hypocrisy of gentility,

who wears a genteel mask to cover her gentilesse qualities, but who
when faced with the gentilesse action finds herself capable only of its
rejection and a retreat into revenge, "A. O. Cockshut remarks that
Dickens's good characters make goodness seem very easy. Characters like
Edith are important because they make goodness seem véry hard, %

Moral insight is dramatized in Edith, in Louisa it becomes more
incoherent, in Estella it is only implied,lh9 and Bella shows its last

Vestiges as a surface under which a gentilesse character is waiting to

come out, While Mrs, Skewton affects "feeling" which Edith rust react

against, Mr. Gradgrind affects pure rationality but Louisa's reaction is

W6 pardy, poral art, p. 60.

W7 Hardy, loral Art, p. 62,

8 Hardy, Moral Art, p. 67.

19 Hardy, Moral Art, p. 7h.
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not as coherent as Edith's. lLoulsa is led by misplaced feeling for Tom
into a loveless marriage and by lack of response to her groping emotions
almost into adultery. She has a "capacity for damnation."lso But
louisa as a character is not strong enough or well enough defined to iie
the novel together only on the basis of her response to the enforced
lack of feeling which is the novel's theme.. She is searching for the
gentilesse experience but without any guide to find it loses herself in
a perversion of love, Louisa's reserve masks the real feeling that she

was never allowed to show just as Edith's boredom masks the real feeling

that she must never allow herself to reveal,

Estella's moral insight is never shown--she is weaker than either
Edith or Louisa because she is not a fighter, Her divided character and
her problems with her lack of "heart" are not dramatized. She is not
shown struggling with the necessity of gentilesse and the grave diffi-
culties of taking the action of acceptance. Her refusal of Pip to avoid
hurting him must be read between the lines.151 The problem with the
ending is partially caused by this lack of insight into Estella--the
reader has seen no strugglé.

"Bella is a much less clear-sighted and intelligent character than

- the other three, needing her ‘glaring instance', as she calls it."152

Hardy says that although she talks about her evil qualities she never

actually does or even seriously considers doing anything worldly or

150
151

Hardy, Moral Art, p. 14; see also pp. 69-70.
Hardy, Moral Art, pp. 73-7L.

152 Hardy, Moral Art, p. 75+



T

76

1 A
sordid at all. 53 She has been taken in by the promises of gentility.

She has a mask too, but it covers the goodness behind it rather too
playfully to have anything near the power of Edith's or Louisa's divided
character,

Bella is a conversion character; she changes from gentility to

- gentilesse but her conversion is more like a struggle to be born as her-

self with the Boffins as midwives than a real change of character.
Dickens used conversions throughout his career as signs of the power of
love or innocence or goodness to affect the human heart. At first
Dickens's characters did not change; they were either good or evil
(with the exception of Jingle who was "converted" by Pickwick) or in

the supporting cast and that was it. In Martin Chuzzlewit and A Christ-

mas Carol, both written in 1843, there are conversions, Scrooge, as a
symbol of society, becomes aware of what really surrounds him and turnms
to benevolence and commnity from greed and isolation., Martin Chuzzlewit,

Jr., who is one of the examples of the selfishness theme, sees the error

of his ways through the outside example of Mark Tapley and his own ex-

.

Perience of '"the sickness unto death" in America. Dickens's conversions

depend upon the converted character's recognition of his own fault.

- Though Dickens may say that the change took months, as Hardy notes, it

154

happens in one page and the converted character does not lapse.

Dickens uses his imagination to provide the "glaring instance" for the

153 Hardy, Moral Art, p. 76.

15k Hardy, Moral Art, pp. 23-32.
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unimaginative man. In A Christmas Carol the arguments are acted out.

It is "the fantasy as a realistic suggestion of hypnotic therapy.“155
Martin is also jolted by an acting out of two parallel situations in his
and Mark's parallel sicknesses. In the Christmas tales the conversions
of Toby, Tackleton, Jeddlar, and Redlaw come about from misery, love,
and goodness dramatized, In Mr, Dombey Dickens shows the tragic hero
reduced by his own acts and thus forced to accept the love he had. re-
Jected. In Steerforth there is a hint of psychological understanding,
while David's heart is disciplined. The reader sees the psychological
problems of Richard Carstone and the Chancery dependents who do not see
the futility of their expectations until it is too late for them to act
out their renunciations of gentility on earth. In Hard Times Dickens
analyzes how people come to be what they arels6 and again a man, Grad-

grind, is reduced by his own actions. In A Tale of Two Cities the reader

watches from the outside as Carton is transformed by the regeneration of
his spirit.157 But until Pip the reader never gets inside to watch the
vital struggle between gentility and gentilesse going on in the char-
acter's thoughts and thus never before feels what the character himself

- feels before his conversion. Dickens's basic thematic struggle between
the good in individuals (gentilesse) and the evil in individuals and
finally in society (gentility) develops into its potential in his later

novels and most particularly in Great Expectations.

155 Hardy, Moral Art, pp. 36-37.
156 E4mnd wilson, p. 65.

157 Engel, p. 180,



78

In Great Expectations gentilesse, the inner moral and ethical con-

dition of the superior man, is opposed to gentility, or society's defi-
nition of the superior man as he is made known by the external accouter=-

ments of wealth and social rank. Caste, which Stevenson puts at the

158

heart of the English social system, and its partner, wealth, are at-

tacked for their tendency to corrupt human virtue. Pip's gentilesse is
destroyed by society, which transforms "instinct into calculation,
human love into manipulation, generosity into greed, spontaneity into

159

sharme and ambition," In Great Expectations Dickens's statement about

the falsity of society'!s definition of gentility is centered on Pip, who
moves through what Stange likens to a dialectic progression:léo natural
virtue, rejection of gentilesse in favor of gentility, and finally aban-
donment of his false values and a mature acceptance of his limitations,

Great Expectations is a highly structured presentation of the futility

of self-delusion and the destructive results of the victimization which
arises when individuals follow society's definition of superior be-

havior and, as Wilson says, when humans make either puppets or idols of

A 161"
their fellow creatures.

162

Sylvére Monod says the struggle is moral: between. faithfulness

158 Stevenson, The English Novel, p., 352.

159 Hardy, later Novels, p. 33.
160

161

Stange, p. 7h.
Angus Wilson, “Children," p. 226,

b2 Sylvere Monod, Dickens the Novelist (Norman, Ckla.: Univ. of
Oklahoma Press, 1967), p. LOL,
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to Joe and his gentilesse and the lure of gentility presented by Estella
and then by Pip's expectations which demand that Joe be rejected. Pip
at the time of his expectations is not spiritually strong enough to
fight off society's pretensions and so must reject gentilesse because it
is associated in his mind with Joe who is not socially acceptable., He
goes through his whole period of expectation passively and only regains
active will once his pretensions are stripped from him and he can see
that gentilesse, or inner goodness of spirit, has nothing to do with
rank or wealth, but is an internal condition of men which must be fought
-fbr and defended on any degree of the social scale,

Pip's initial condition is a gentilesse of innocence in which his
act of charity and mercy toward Magwitch becomes a crime against society.
Structurally Pip's scenes with Magwitch in the graveyard are an excep-
tionally concise introduction of the primary plot, although the reader
is unaware of it at the time. At the moment when Pip.is first aware of

himself and "the identity of things' >

he performs a good deed, iron-
ically by stealing, which brings a reward to him that appears to cause
his disintegration as an,ethical individual, but which ultimately leads
through a painftl disillusionment to reconciliation and acceptance in a
gentilesse of expericnce. Joe also has a gentilesse of innocence, but
Joe is not cowed by society into a guilt complex about helping a *'poor
Miserable fellow-creatur.!'(GE, p, 37) He has come to a mature under-
Standing and acceptance of himself and his situation, but he did not have

163 Charles Dickens, Great Expectations (New ¥ork= WashingtonﬂSquare
Press, 1956), p. 1. Subsequont roierences appear in the text as GE.
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to be taught by the pain and disillusionment which Pip must go through,

Archibald Coolidge says that Great Expectations is "a unified, care-

fully shaped novel on the dangers of having fairy godmothers.“l6h In-

deed many critics have called attention to the fact that the plot line is
the fairy tale turned upside down (beginning with Pip's upside down view
of the graveyard and Magwitch), that the moral is the folly of living in

fantasy--what Ford calls "an ironic exposé of the Cinderella theme."165

The magic fulfillment actually occurs in the form of Pip's expectations.
Suddenly he does not have to be coarse or common, He does not have to
win the princess since she will be given to him by the fairy godmother

(gg, P. 152), at least so he thinks until the ogre166

appears to smash
his fantasy, Pip ceases all activity and watches the wand wave over
him, presenting him with all material and educational requirements for
entrance into the status of gentleman,

Pip's expectations have made him both a victim aﬁd a victimizer,
both used by and a user of others. Dorothy Van Ghent has an interesting

Study of the relationships and inversions of the human and nonhuman in

Great Expectations in which she stresses the "thingness" of human beings

when they lose their inner life, when things are more important than

167

People and people are used as things by each other, Price points to

/7

16k, Archibald Coolidge, Jr., Charles Dickens as Serial Novelist
(Ames, Iowa: Iowa State Univ. Press, 1967), p. 170.

165 Ford, Beaders, po 37'

166 pickre1, p. 161.

167 Van Ghent, The English Novel, pp. 128-131.
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actions of the whole town to Pip during the three major stages of his
career."171
Although Pip looks down on his humble origins and on his former
country associates as "poor creatures" far below him (GE, p. 1), he
consistently feels guilty about his treatment of Joe and tries to ra-
tionalize it with socially acceptable reasoning almqst immediately.
Joe's learning and manners just will not do, he tells Biddy (gg; putadeyl,
But Pip is never consciously cruel or malicious toward Joe, only thought-
less and weak, He is passive in his delusion, and though Joe's world is
insufficient for Pip and though'he can never return, Pip is never either

172 Coolidge has formulated an

forcefully hurtful or helpful to Joe.
interesting analysis of Dickens's passive protagonists, who do not di-
rect events or arrange things around them but whose primary behavior is
reaction, sensitive reflection on stimuli which Dickens arranged. The
reader is made to worry about what will happen, to see events over var-
ious shoulders, to be involved in the hero's life, and to care partic-
Warly about how those dangerous or mysterious expericnces will stimu-
late a psychological rei‘orr;lation.l73 In Pip's case the reader hovers
-about worrying about Pip and his misconceptions, in suspense over how

Pip' can ever find his way back to the goodness of Joe when he has been

8uilty of such blindness and thoughtlessness.

171 Ruth H. Vande Kieft, "Patterns of Commnication in Great Ex-
Pectations," Nineteenth Century Fiction, 15 (March 1961), 330,

172 Robert Garis, "Dickens Criticism," Vlctorlan Studies, 7 (June

173 Coolidge, pp. 143, 155.
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When the revelation comes and the ogre turns out to be the fairy
godfather, Pip is snobbishly repulsed, Magwitch's expectaiion has been
. realized but the result is a creation who hates him, Johnson brings out
clearly that while Pip thought of his benefactor as a member of the ﬁpper
class, he did not mind his parasitic role, and in fact after the reve-
lation he still did not mind being a parasite, but he was loathe to feed

on such a low-class host as M’a.gwitch.l7h

He thinks in pain that it was
for the convict . . . that I deserted Joe" (GE, pe 311), as though if
it were for Miss Havisham and her social rewards he would have no qualm,
‘but a convict does not possess inherited, thus high-class, wealth,
Ultimately Pip's long forgotten gentilesse which requires charity,
forgiveness, and gratitude tells him that he must help Magwitch. Herbert
Pocket provides the necessary conscience reinforcement, but condescen-
sion sticks to Pip's manner until the loss of his genteel fantasy and
wealth gradually allows him to give and act rather than receiving pas-
sively as he has been doing. He escapes despair, lMiller says, by
sacrificial love in the Kierkegaardian dialectical sense., As a gentle-
man he had social freedom But was in ethical slavery--as a servant
of MaéWitCh he gains himself by losing himself, In isolation they turn

g
- to each other only."75

Pip's enlightenment comes through his recogni-
tion of his complicity in social guilt and he sees that money, rank, or

education give gentility but not gentilesse, or the spirit of humanity,

17k Edgar Johnson, II, 967.

175 J. Hillis Miller, Charles Dickens: The World of His Novels
(Cambridge, Mass,: Harvard Univ, Prass, 1950), po. 274=-270.
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without which a gentleman camnot be a man. Their fantasy has “dwindled
into humanity.s17°
Society's judgment of Magwitch in the legal form of his trial is
meaningless to his inner condition, which can be revealed only in inter-
action with other men., Dickens is using this case as a social symbol.
According to Collins, death was no longer the automatic penalty in cases
like Magwitch's,!! but by standing by Fagwitch Pip actively reaffirms
his gentilesse in the face of society. Dickens's prison-like world
trapped its victims by using familial, educational, legal, and monetary
'systems or institutions., He pictured the "wolves who stalked through
these institutional forests,® and then showed that safety from them lay
in sympathy and love for others.178

Dickens produced in Great Expectations a study of "a turning from
179

self-regard to love and social responsibility," from gentility to
gentilesse, Pip is shown his defect and is required to go through the
pain of re-evaluation in order to be brought to a higher level of inner
quality. Society's perversion of gentilesse into gentility has been

graphically defeated in the particular and concrete yet universal ar-

tistic vision of the human necessity of gentilesse.

176 Price, p. Lo

177 Philip Collins, Dickens and Crime (London: Macmillan & Co.,
Ltd., 1962), p. 281.

178 Coolidge, pp. 7-8.

179 Hardy, "Change of Heart," p. L9.



CHAPTER III

GENTILITY

This thesis concentrates on the opposition between the idea of éen-
3 tilesse, personal, humane virtue, and gentility, the socially accepted
virtues, Gentility comes originally from the word gentilesse but has
been perverted into meaning the virtues of style, money, birth, power,
and education rather than Chaucer's definition of the "gentil" man.

The accouterments of rank are worshipped by those below the aristocracy
and are yearned for as signs of gentility. In nineteenth-century England
the middle class was growing in number and power. A rather marked three
class system arose which was also seen by other observers, particularly

i ;ﬁ Matthew Arnold, who analyzed that society in Culture and Anarchy in

\ which he explained: "Thus we have got three distinct terms, Barbarians,

~ Philistines, Populace, to denote roughly the three great classes into

‘ “A‘Wﬁich our society is divided . . . .“l The middle class, Philistines,

g i’{ad Jjust enough money to be concerned with being genteel, With money
they could copy the stylel and education of the old nobility, Barbarians,
s well as exert a very considerable amount of power in government and
econorrics,

“Lv Perhaps by observing Dickens's family one can see the gentility
i ‘1I<iea in action, Dickens's paternal grandmother was a servant but his

.,-afb.ther becare a Navy Pay Clerk and gradually rose in that service. The

1 Matthew Arnold, Culture and Anarchy, The Portable Matthew Arnold,
e Lionel Trilling (New York: Viking Press,—I_h97, p. 53l.
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family attempted to live in a genteel style. John Dickens continually
over-spent his income in order to maintain this Mstyle" of living and
thus was gradually reduced to debtor's prison. Charles grew up reading
books and expecting to be better than the laborers and clerks around him,
so that his reduction to the Blacking Warehouse was a very great shock.
Forster includes Dickens's own account in his biography:

« + « [I] felt my early hopes of growing up to be a learned

and distinguished man crushed in my breast. The deep remem=-

brance of the sense I had of being utterly neglected and hope-

less; of the shame I felt in my position; of the misery it was

to my young heart to believe that, day by day, what I had

learmed, and thought, and delighted in, and raised my fancy

and my emulation up by, was passing away from me, never to

be brought back anymore; cannot be written. 1}y whole nature

was so penetrated with grief and humiliation . . . that even

now . . . [I] wander desolately back to that time of my life.
The idea that he should work as a common laborer appalled him; he feared
for his existence as a gentleman, but rigidly maintained his difference

S0 that he was called "the young gentleman" by his fellow workers.3

Dickens was poor until he published Pickwick Papers and constantly

drove himself to reach some kind of social status and freedom from
poverty. His poverty made him unsuitable for an alliance with Maria
Beadnell, though he courted her for four years. He taught himself

shorthand and became a reporter--his drive, skill, and energy made him

well-known in that profession. V%hen he published Sketches by Boz he
became suddenly successful and Pickwick was a triurph. He began earning

at a great rate but was never totally free of money worries because he

¢ Forster, I, 22-23,

3 Forster, I, 26,
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wanted the style that he considéred necessary. Yet Dickens as an author
belonged to no class. In his first books Pickwick, Cheeryble, Brownlow,
and Garland have money to do good with, and they can act. But money
ceases to be Dickens'!s answer for the miseries of the world when he |
gradually learns the terrible effects of the pursuit of gentility, which
not only misdirects the energies of the pursuers but causes the neglect
of the real social problens.

At first when Dickens cried out against social evils he thought of
them as individual instances of ineptitude in government or as the work
of individual villains. By the 1840's Dickens saw that the perversions

of personality were caused by the greed and hypocrisy of lartin Chuzzle-

EEE and by the pride of Dombey and Son. These themes reflected a deeper,

more general social wrong. He was finding that his society encouraged
a wrong value system and that this upside down economic and social value
system was perverting the individuals it touched. By the 1850's Dickens
was aggressively portraying this false value system in his novels. 1In
é letter to William Macready in October of 1855 he says that he has '"no
Present political faith or‘hope--not a grain,” and calls the middle
class '"nothing but a poor fringe on the mantle of the upper" which does
not even want to be saved from its bondage to gentility.ll He was pro-
Voked against that very group who had provided the saviors of his first
Lovels, He saw that the middle class was so busy connecting itself in
all possible ways with the upper that a dangerous breach was formed

4 Gharles Dickens, The Selected Letters of Charles Dickens, ed.

g. W. Dupee (New York: Farrar, Straus and cudahy, IncC., 1960), pp. 219,
20,
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between the poor. and the rest of society. The Two Nations that Disraeli
spoke of in 18L5 were becoming more and more separated: !'?'Two nations;
between whom there is no intercourse and no sympathy; who are as igno-
rant of each other's habits, thoughts, and feelings, as if they were
dwellers in different zones, or inhabitants of different planets; who
are formed by a different breeding, are fed by a different food, are
ordered by different manners, and are not governed by the same laws,

5

e ¢« « The RICH AND THE POOR, ! Dickens was afraid of the result cf

this breach and the possibility of revolution after the bad government

bungles at Sebastopol., *'Meanwhile, all our English tuft-hunting, toad-

eating, and other manifestations of accursed gentility . . . ARE ex-
pressing themselves every day. So, every day, the disgusted millions
are confirmed and hardened in the very worst of moods.''

From the beginning Dickens habitually sided with the underdog and
the outcast. He was considered a sentimental radical, according to
Humphrey House, because of this fact and because of his "reaction
against the worship of the English Constitution and the affection for
the English status quo, which were then the established creed and sent-

iment."7 In Oliver Twist Dickens sees both sides of the problem of

Fagin's Gang. He understands and conderms both sides. He identifies

with whoever happens to be the victim and changes quickly between char-

5 Benjamin Disraeli, Sybil or The Two Nations (New York: Alfred A,
Knopf, n.d.), p. 77.

6 Dickens, letter to Layard, April 10, 1855, quoted in Engel, p. L5.

7 House, p. 170.
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acters, as Monod. pointed out in a 1962 symposium on Dickens: when Nancy
is beaten to death he is with her, but when Sikes is fleeing from the
crime the author is with him.8 At first Dickens saw the possibilities
of help coming from the newly rich--the middle class that had not lost
touch with the lower classes--but as the industrial society grew during
the 1830's » 'LO's, and '50's Dickens grew alongside it and saw that his
hopes were not realized.,

The middle class got its pretensions from the new wealth of the
older merchant class turned industrialist and financier, According to
House, "Money is a main theme of nearly every book that Dickens wrote:
getting, keeping, spending, owing, bequeathing provide the intricacics
of his plots; character after character is constructed round an attitude
to money. Social status without it is subordinate."9 Money is the
means to arrive at gentility; with enough money the middle class be-
lieved that everything "important" about the nobility could be achieved--
style, power, education, The Chaucerian concept of the responsibility
of nobility was nonexistent. The mid-nineteenth century English society
was a society "on the make;“

Style was the most important outward sign of gentility. One could
buy' style lessons from Mrs. General or one could buy its representative,
Mrs, Merdle. One could live on one's appearance alone, like Sir John

8 Sylvére Monod quoted in Dickens Criticism, Past, Present, and
Puture Directions: A Symposium with George 4. rord, J. Hillis liller,

Edgar Jjohnson, Sylvere lonod, and Loel C. sz;ro’lton;—EOdOMtOI‘ (Cam-~
e, liass.: Charlcs Dickens lieference center, 1962); Pe 49

J House, p. 58.
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Chester or Blandois. The money requirement could be reduced consider-
ably if the appearance fooled enough people. A large shabby genteel
class hung on the edge of the old status and gave up the necessities in
order to keep up appearances,

The middle class that had the money to buy the style got it partial-
ly by education, The result of Pip's education is style cnly; there is
no sign of intellect but many signs of improved dress and manner. But
“Uy imitation of the "Barbarian" class, the Philistines did not lose

‘ their distinctive faults. In fact it seems that in Podsnap and Veneer-
'ing there is a culmination of all of the bad traits of both the upper
and middle classes, Arnold specifically mentions the external quality
 of all of the gifts of the aristocracy and their consequent lack of

| :rrféul and the "incomparable self-satisfaction® of the riddle class which
4 ,‘r'.”éjszludes it from the progress of understanding and leami.ng.lo Gen-
tility combines these two qualities particularly to 1;he exclusion of all
| the inward and growing gentilesse qualities.

Dickens was also concsamed with power., The aristocracy and the
nevly rich had a considerable amount of power in the government. Bad
officials are obvious throughout Dickens's work, but in the later novels
- the whole structure is rotten, Parasites, like Vholes and the Barmacles,
are eating away at the structure with no thought about the eventual

. collapse of the whole upon them all, Dickens's picture of Parliament

:?d elections is cynical from Pickwick onward, Govemxent does not help

hose who need it when they need it. Gradually the results of this

10 Arnold, pp. 519, 532.
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neglect grow worse in the madness and victimization of Bleak House, the

mental and physical prisons of Little Dorrit, the revolution of A Tale

of Two Cities, and the despair of Our Mutual Friend. In Great Expecta=-

_t_:if_r_xs; govei'mnent is not of interest. Power over society is replaced by
- concern with the struggles of the individual within himself.

. Part of the theme of gentility can be observed in Dickens's re=-
action to the industrial revolution and the new urban culture which was
1.7‘ ‘developing as he wrote, Morton Zabel calls him a "phenomenon, a pro-

Q digious comprehensive sensibility, a witness of history in the great
crisis at which it arrived in mid-Nineteenth Century Europe."ll David
9 ‘Daiches traces the novel's development from Austen, who took the "stable
and hierarchic society" for granted, through the social changes of the
mfn.rst half of the century, during which time the author vas confronted

£ with the question of the "real relationship between public esteem and
‘true moral worth."12 This relationship between public esteem and moral ‘
‘worth is what the opposition of gentilesse and gentility is all about
in Dickens's novels, Daiches says that " . . . the commonest theme of

Victorian novel is the disparity between gentility and morality,

1 Morton Dauwen Zabel, Craft and Character 1n Modern Fiction (New
York- Viking Press, 1957), p. 10C.

- 12 pavid Daiches , The Novel and the Modern .Jorld, rev. ed, (Chicago:
Univ, of Chicago Press, 1960), p. 3.

13 Daiches, p. 25.
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as the Victorian middle class was better understood, the commitment to
surface conformity and decency became obvious, Dickens's realization of

this resulted in his attack in Martin Chuzzlewit and changed his attitude

toward the middle class.

Another result of the social and economic changes was the creation
of an urban qu.ture. By setting his characters into this culture Dickens
.dra.matized the social and economic, as well as purely personal, perver-
sions of humanity. An understanding of Dickens's use of the city is
g very important for a complete understanding of how Dickens dramatizes
'his gentility-gentilesse theme, Zabel calls Dickens a “d-ramatist of
4 history and of the moral life;" he is not a philosopher or theorist.

leslie Fiedler in Love and Death _J_._n_ the American Novel notes that

~ the "urbanization of violence," which took place in America in the

 1930's, was descended from Dante, Baudelaire, and Dickens who had used
15

. Florence, Paris, and London as places of terror. D-ickens used his

. peculiar brand of animism, his demonic vision, to create this city and
in it he placed isolated, confused, lonely people struggling to find
themselves, As Miller says; "The nonhuman world seems menacing and ap=
parently has a secret life of its own, unfriendly to man, while the

~ social world is an inexplicable game or ritual, in which people solemnly

. enact their parts in an absurd drama governed by rysterious conventions, "0

L Zabel, Craft and Character, p. 21,

k. 15 Leslie Fiedler, love and Death in the American Novel, rev, ed.
- (New York: Dell Publishifg Go., 1909), b« LTJ.

16 Miller, "Search," p. 101,
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Williams calls this the "crisis of the knowable commnity."l7 Dickens
is an urban writer in a society in which the former class commnity has
disintegrated for the writer because the Victorians discovered "that'
there was no necessary correspondence between class and moralit‘,y.“:"8
When the recognizable community of England was discovered to contain
more than Jane Austen's single class there was a new burst of creative
energy. Dickens emerged as the new urban author; George Eliot and Hardy
primarily re-examined the old rural culture, Dickens sees a new reality
é.ﬁd _cneatés a new novel in which "his method is his experience."l9

- solation in the crowd, complication, rush, noise, mystery, coinci-
dence, indifference--his way of seeing things is his form, This new
%*-’fom does not come to America until after Henry James has examined his
‘lf»“éingle class as Austen did; then the American novel comes to the urban
crisis that England had faced in Dickens's work and sees her rural poor
and her new urban centers. Ford says that the relationship between

- Shakespeare and Dryden is repeated in Dickens and James and that while
;the gain came in areas of technical skill in each case, strength was
".'st in prOporbion.zo

Dickens's way of seeing people and society is dramatized in his

; vels, The individual moral problem of, say, lir. Dombey becomes in his

‘Vision a social question, a reflection of and reflected in the social

17 williams, The English Novel, p. 16.

18 Williams, The English Novel, p. 23.

15 Williams, The English Novel, p. 32.

i Ford, Readers, p. 212,
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conditions of the time.zl Thus Dickens's moral criticism becomes neces-
sarily social criticism and both are embodied in his method of writing;
the human and social condition is portrayed in art rather than th;ough
journélistic facts. Social condition is always seen at the level of
human condition: the workhouse becomes Oliver, the Yorkshire school
becomes Smike, the curse of the slums becomes Jo, the lure of gentility
becomes Pip., At the same time the human condition is reflected in the
way of seeing the world, such as the claustrophobia, the street laby-

;} rinths, the fear of falling and suffocating which fill the first half

of Oliver Twist and reflect the condition of Oliver's humanity to the

:ﬁ reader. According.to Williams, the vision in literature is not a matter
ff of policy or factual report but "a whole way of seeing that is corrmni-
n.“22

. cable to others, and a dramatization of values that becomes an actio

This aspect of Dickens's vision must be recognized before the force.

b rnalize, that he moves in the delineation of character and atmosphere
';f'm the outside in, not vice versa, that his phantasy and imagination,

ause of their terrible literal quality, take on a larger-than-life

21 Williams, The English Novel, p. L8.

22 Williams, The English Novel, Dp. 59.
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to Dickens--he is larger than life, more ambiguous, more complex; he
laughs louder and cries longer; he fears and dreams and sees previously
"lﬂ_ unrecognized reality with greater insight; he is more alone, more outcast,
~ more rebel and yet more sociable, more loving, more jolly; Dickens is
larger than life while paradoxically giving the reader more reality at
more levels than any other English novelist. .

This chapter on gentility will trace the progress and changes in

Dickens's moral criticism. Gentility is a false god which lures even

STAGE ONE:

PICKWIGK PAPERS TO BARNABY RUDGE




but saw them as manifestations of evil in some sense separated from

people themselves.,

Dickens began immediately with specific symbols which the reader
'*i}'_can relate not only to all of the characters in Dickens's novels, but
also to his own experience. The two important embodiments which drama-
tize the gentilesse-gentility opposition throughout Dickens's career are

b m

the fire or the hearth and hospitality or eating and drinking.2
3 nineteenth-century England the hearth was the center of family activity
and thus was an automatic symbol for unity, warmth, and brotherhood.
Whenever Dickens wants to show gentilesse or human commnication the
hearth fire is in the setting; when he specifically wants to show a lack

of humanity or communication the hearth is cold or is removed from the

scene, as in Dombey and Son which shivers with cold images and in Oliver

- Twist in which the only fire of companionship in the gang's world is
Fagin's to which the outcasts‘of society draw for protection. Fire un-

controlled also is an irportant image for violence and man's passionate

i;, nature run wild, as can be seen in the burnings of Barnaby Rudge and A

- Tale of Two Cities. The other important image is hospitality. Pickwick

~ mers, 10 luncheons, 10 teas and 8 suppers, while drink is mentioned 249

%5 'Let us break bread together' is a universal symbol of broth-

times,u
. erhood and good will, but Dickens makes it contingent on hospitality.

;5iThe amount or kind of food is not as important as the manners of the

2l Lane, pp. 163, 16k, 16.
25 Lane, p. 146,
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host and guest. - Oliver has some bread but no care; Dombey's guests at
Paul's christep:i.ng have food but no human commmnication; Pip is indig-
nantly attacked for his very existence by Mrs. Gargery's guests at
Christmas dinner. On the other hand right before this scene Pip has
fed Magwitch less food, at a much worse table, but with carev.about
whether the convict enjoyed it., This becomes particularly obvious when
contrasted to Pip's later genteel inhospitality to Magwitch when the
- criminal returns.26 In these two broad symbols, the hearth and hos-
pitality, is the introduction to Dickens's use of the intrinsic and
natural as symbols reflecting the human condition. He will make much
inore detailed use of symbols as he matures artistically.

Cockshut notes that Dickens approaches the problem of an indus-
trial society slowly.27 Dickens is careful to say that all of his good
rich men worked, though he never shows them doing so or even explains
" how they solved the discrepancy between benevolence and money grubbing.
House says that at this stage capitalism was on a small firm or profes-
sional basis and that after 1850 there was an increase in investment and

in the power of money.28 Actually Dickens simply grew up with the

Changes themselves, In this first stage of his development Dickens's

real interest is not in the money itself, but rather in what it can do

26 Hardy, Moral Art, p. 151.
27 Cockshut, pp. 87-88.

28 House, pp. 16L-165.
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But, as House says, he never shows money as a patron of the arts or a
creator of beauty or even as a possibility for long term good in public
endowment, Money has a power over those who do not have it and Dickens
is concerned with that power for good or ill.2
Dickens's other attitudes changed and developed, too. In this
first stage he attacks evils in the.system of law, prisons, workhouses,
~ charity, religion, and education, But his vision is still optimistic
about change; when the law becomes the Chancery and the prison is a
:nental one and charity drives the good poor to their deaths, he is no
longer so hopeful about the overall power of the genteel characters.
Dickens uses details as often as possible, but in all his novels he
Qi:insists on judging all intellectual theories and social results in terms
" of human welfare alone, This, Johnson thinks, keeps his vision bal-
.? anced rather than extreme,Bo and in his later novels leads him into
*} paradoxes and ambiguities which he does not force hiﬁself to0 resolve,
F At first, however, he allows himself to appear to be a know=-it-all be=-

~ cause he is using his expericnce from about 1827 to 1837-31 e has not

??‘become conscious of the evil in his conception of gentility, as it not

29 House, p. 61,

BO,Edgar Johnson, II, 1130,

a Angus Wilson, World of Charles Dickens, p. 82.
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 all who left things alone, and on the grounds of liberty all who tried to
make them better. n32 This is why Edmund Wilson says that Dickens is
stupid‘about politics; 33 Dickens sees only the result and judges it,
rather than giving any thought to the theory., Perhaps this is a .
strength in actual fact, however, because it keeps Dickens away from all
parties and axe grinders; he may be naive about politics at first but

~ this gives him the strength to be on no side but that of humanity.

Blount says that Sketches by Boz already shows Dickens's charac-

teristics and his. revulsion from the world's "hypocrisy, hardness, and

,J “lack of charity."3h Pickwick Papers shows the progress of the innocent

Mr. Pickwick toward experience. In his progress there must be a villain
or two to help dramatize the problems he must face. The interpolated
stories show the presence of evil in the storyteller's eye but also
show that Pickwick does not recognize these evils, hatred, poverty,

._‘1 disease, and revenge, as reality for him to deal with. He meets the

i "villain® in the person of Mr. Jingle, who is all appearance and vir-

3 tually no reality and who changes at will from one pose to another. He
studies petty-minded politics, but they have no evil result in the end
_;vexcept in keeping small minds busy. He meets gentility in the form of
Mrs. leo Hunter and her exclusive party, and lo, there is evil (Jingle)

3.'masquerading as nobility. He is tested by the evil lawyers, Dodson and

32 Young, p. 50.
33 Barmind Wilson, pp. 26-28.

34 Blount, pp. 11-12,
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S
and ev:i.l,"3 as Johnson says., But Pickwick finds that he can survive,

, ""game." Auden observes that the lawyers are not so rmch evil, as they

> just playing the legal game, unfortunately with clients who are not
' The result is that Pickwick, who has the power to stop
Playing, forms a "little heavenly city" around himself, as l}iller says,
iﬁere he is the center of a circle of goodness which therefore depends

':::‘tirely on h'l.m.37 Donovan says that the Pickwick Club has been super-
2 38

‘seded by Pickwick's new allegiance to society at large. It is true

~ is really not one "at large."

This analysis makes Pickwick Papers sound like a very dark book--

.

is not that. Comedy is ‘a catharsis in all of Dickens's work. The
omedy gradually becomes more bitingly satiric and reflects the dehu-
1izing of humans in Dickens's later vision, but Dickens never gives

up the power of laughter as a civilizing force which gives balance to

3% Edgar Johnson, I, 173.
: _36 Auden, pp, 75, 78.

3 Miller, World of nis Novels, pp. 32, 3L.
38

Donovan, p. 251,
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T

A

"fal vision and "fights egoism and inhumanity."” He understands the use-

‘ ess of comedy as a contrast and as a reality in human life. Johnson

i

f;;“ ys that without this healing power Dickens would have been "a fellow
W nderer with Edgar Allen Poe through regioné of haunted and phantasmal

4O
ead,"  but with it Dickens can keep his balance and sanity in spite

a world vision that grew darker and darker as the years passed.

o Oliver Twist is a much darker novel than Pickwick and it does in-

!; 2ed seem as though Dickens right have become a Poe., Dickens always ex=-
ented with form and subject and usually avoided conventional heroes
‘ |"," heroines. In his first novel he used a fat old man and in the sec‘:ond

an illegitimate charity boy. Gentility does not enter his work as a

problem until Dombey and Son, but from the first novels onward it

3 a problem of morals. The gentilesse qualities must be defended by

& liver's innocence against the social evils that plague him and the vil-

L

- who work against him, Johnson notes that in Oliver Twist, as in

Barnab; Rudge, Dickens sces and dramatizes the social evil, but is real-

. e 1
‘ interested primarily in his individual v:.llalns.h What the reader

e
i
1

ce thought was just fantasy and melodrama becomes to the post=Freudian
er an amazing labyrinth of dreams and hallucination, both here with

and Sikes and later in Jonas and Montague Tigg of Martin Chuzzle~

3% William Ross Clark, ed., "Introduction," Discussions of Charles
Dickens (Boston: Heath & Co., 1961), p. viii.
.“g‘ Y

Lo Edgar Johnson, I, 163.

L1 Edgar Johnson, I, 535.
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w.i.t.,"2 Dickens has the power to make the reader follow his changing

:--‘s:,mpathies--the reader hates both authoz'j.ty. and criminals; he is with
4 ',.-the gang and then suddenly with the mob that hunts them.l‘3 As Bayley

in his essay "Oliver Twist," the reader cannot stand back from
. hh

: his novel, He becomes involved with opposite, contradicting sides;
%Ickens moves him with or without his consent. This novel shows Dickens's
rious intent but without the symbolism he uses later. Here he uses

at Bayley calls natural J'.magination}45 and relies on his powers of

ally seeing., He has two kinds of villain here: Monks and Bumble are
k; "t devices, especially Monks; Sikes, Nancy, and even Fagin are shown to
‘ e inward seclves besides their outward characteristics, This forces

S
ey

“he reader to look into the outcasts of society whether he will or no,
v GO£hic becomes here and ﬁow, rather than far away and long ago."16

he nightmare is the Victorians' contemporary city and is caused by the
cial problems that surround them., Bayley says that. for the reader

\ kens's villains are more frightening than the classic and knowing evil
I Tago because 'we cannot expel them for what they do; they have the
b7

unexpungable nature of our own nightmares and our owm consc:l.ousness i

the dream-like world of the novel Oliver passes through the day-

L2 Stevenson, The English Novel, p. L57.
L3

Angus Vilson, World of Charles Dickens, pe. 132.

Ll Bayley, p. 90.
bs Bayley, p. 95. -
b Bayley, p. 9.

b7 Bayley, p. 8L,
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dreams and wishes, guilty and iﬁnocent, of man's inherently double
! ~ nature, 48 |

Oliver's resistance to evil is passive, He rust not allow himself
to be taken in by the comradship of the gang as Fagin has arranged. .The.
conventional plot of the lost and disinherited orphan is made real by

L9

1 D.tckens's, and therefore the reader's, empathy ~ and by Dickens's use
bf the dream-like atmosphere and the spider web imagery with Fagin at
ihe center den drawing the outcasts to him, Miller sees this as a battle

i inside Oliver between the "fear of exclusion® from love, home, friends,

 and community against the "fear of enclosure' seen in the workhouse,

v

The individual evil effect was for Dickens the dramatization of the

cial evil, In Oliver Twist Dickens attacked the Poor law and work-

Use as a system of relief for the poor, But, as House notes, this

48 payley, pp. 85-36.
L9 Miller, "Search," p. 102.

50 Miller, World of His liovels, pp. 68-59.

51 Miller, World of His Novels, p. 8L,
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: 2
- state continued unaltered5 so that by Our Mutual Friend almost thirty

»

~ years later it was still there to be attacked through Betty Higden.

g cizing of criminals. To Diclens this *charity" was without love and
53

) ﬁms did no good for the receiver and damned the giver, Trevelyan in

8

N . 5L

. trial Revolution." In Oliver Twist Dickens showed the poor and pov-
Ey's corollary, the criminal, as victims and as whole human beings,
. with both good and bad attributes, with recognizable human needs and

.

: {ﬁaracteristics. He avoided many of the purcly physical horrors so that

,~ scused on the false social and moral values that were causing and per-

J House, p, 94,
53 Engel, PPe h9-580

| George Macaulay Trevelyan, British History in the Nineteenth
tury (1782-1901) (London: Longmans, Green & GO., 1927)s Pe Tl

W 55 Edgar Johnson, I, 280,
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petuating these evils against the struggling gentilesse qualities which
~ were being regularly crushed by genteel Victorians,

After the retired businessman and the illegitimate child, Dickens

»

« and in Arthur Gride, Dickens tries his hand at aristocrats in Sir

Iy

al

1;:{ middle class and the poor of the London streets. The main plot is
f'aﬁ'story of the progress of Nicholas and Kate toward finding a place
themselves, The most memorable sections , however, are the inter-
des at the Yorkshire school and with the Crummles, It is in this part
at the moral effect of gentility is seen. DLickens is still trying to
ke money work for good with the Cheerybles but he has added Nicholas's
20d deed in saving Smike as another form of benevolence without wealth.
2 primary theme of the social criticism is greed and its effect on the

evil characters and those who surround them or may be in their power.

The gentility problem in Nicholas Nickleby is a moral one, not a

365 problem as such., S5vil is still individual and follows outward

the evil center in radiating influence, rather than the later en-
bire atmosphere of gentility that suffocates goodness. The first to
cumb is Nicholas's father, victim of his wife's advice on speculation.
1s death he is surrounded, as Blount says, by "re~actions simplified

56

to choric attitudes" which epitomize each social pose or opinion.

56 Blount, p. 37.
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His son, Nicholas, turns out to be some vague kind of gentleman, This
is probably a rcflection of Dickens's own wish to be a "gentleman," but
T:: neither of them have the background to support the claim.” Angus Wilson
l' thinks that "the young, socially unsure Dickens had need not only of a
.“ false gentility and of hatred of the aristocracy, he needed also a suf-
57

'.“ fused and vague love of the past--a mark of the genteel," Dickens

"i!, this bulky work was The Virtues of Our Ancestors, a'single volume
| 59

so narrow that the title had to be printed sideways." Nevertheless,

:NDickens was taken in by the vague gentcel tradition himself at this

,“!a.rly stage of his ecarcer., Wilson maintains that still in 1839 the

57 Angus VHlson, "Herocs and Heroines," p. 19,
= Angus Wilson, "Heroes and Heroines," p. 19.

59 Edgar Johnson, II, 750.

- 60 Angus Wilson, World of Charles Dickens, pp. 16-17.
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AKEhnd the opposition is between the good man and the bad one, who can be
iﬁ{iither the old style aristocrat or the new style upper-middle class
vﬁhgaurer.

B« The social satire of the Yorkshire schools is objectified by Squeers
fggnd by Dotheboys Hall and ﬁore specifically yet by the history of Smike.
%%;hese scenes are really an addition to the plot to explain the absence of
‘Eilinholas while Ralph works on Kate, but they are often assumed to be the
m Plot of the book., Although they are not, these adventures cer-

ﬁj*ainly are the most memorable episodes., Squeers is one of the greedy

s

ﬂ"iﬂllains but is obviously below the epitome of greed and cunning por-
ayed in Ralph. Arthur Gride while more of an ogre is less of a master
1lain than Ralph, These three--Squeers, Ralph, and Gride--are the
lh;'-lains who move the action and are responsible for the efil in the

3 eby world. They are all motivated by greed because money is power
* because of the miser's sense of possession, not because mcney leads
any particular status, After all Dickens was concerned with that
tatus himself, They live at very different material levels: Ralph in
ury, Gride in poverty, ;nd Squeers between., They use the greed of
ach other and of other characters, like Nr, Bray, Mantolini, Iir. Snaw-
and Sir Mulberry, to advance their evil designs.

. Set against this evil is the "man-to-man," though rather patron-
Lng, goodness of the Cheerybles,61 the young knight type reactions of

olas, and the typical innocent maidens in Kate and Madeline. Ford

S that these ordinary or conventional characters when corpared to the

61 House, p, 67,
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‘?f?highly stylized, strongly-colofed individuals, [Ralph, Squeers, Gride,
_};ﬁor examplé] o o o are pale and insignificant, and, paradoxically, im-
_iﬁPTObable.“éz Strangely, in Dickens the fantastic larger-than-life char-
Q?anters become the norm and the ordinary nomal characters shrink to él-
:ﬁjnost nothing. Dickens is delighted here, and in the second and third
;;s;ages of his career to a lesser and lesser extent, with the badness of
lihds villains, Like Twain, he has the power to create and enjoys his
g;ﬂeffects," one of which is the fantastic villain.

‘ J».» In this first stage of his development Dickens sces the defects of

;;ﬂah clearly but does not have any far reaching vision of the nature of

égkﬁ‘iety itself., According to Miller in Charles Dickens: The World of

s Novels, which deals primarily with the theme of identity and the
nfrontation between the individual and the world, Pickwick escapes the
‘ ier of evil by creating a little good world, Oliver escapes by looking
>jg'*kwards to his past, but the Nickleby world escapes by retreating into
iﬁ;bnvention. The theater subplot parodies the conventional style of the
'£§Iln Plot. Dickens can see the painful solitude of each individual but
“w‘?cannOt deal with it yet without coming back to a maudlin kind of
ntiment.63 is descriptions of Madeline Bray and her plight drug the
ader's sensitivity and keep the problem conveniently away from the

Teality which the reader and Dickens both recognize. Dickens's senti-
- Mental descriptions of Little Nell are better because they have a rela-
Bk

Sy ) .

onship to the reader and his experience., Dickens gains by each ex-

g 62 Ford, Readers, p. 137.

63 Miller, World of His Novels, pp. 89-93.
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about the people and the society he can see all around him.

In Nicholas Nickleby Dickens begins in a small way the idea of

~ gentility as a class problem. By observing two different classes of

I':’,people--the lower class Kenwigs and the middle class Wititterlys--

dmportance, The power of money, in even so small an amount as the es-
:: ff»a‘te of a water-rate collector, is obvious, Lillyvick is "the great

ﬁm--the rich relation--the unmarried uncle® (Il, p. 180) and his gen-

rm of gentility which Dickens later saw as such an enervating influ-
) e in Victorian society., Nr. and Mrs. Wititterly live at Cadogan
o.ée, "the connecting link between the aristocratic pavements of Bel-
Street, and the barbarism of Chelsea" (_lglll_, p. 268), and affect
they believe to be the mannerisms of fashion while looking down

6L Charles Dickens, Nicholas Nickleby (Hew Yorks Dutton, 1907), P.
Subsequent references appear in the text as NN.
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,%Nppon as many others as possible. They live in a shabby gentecel home and

~ do their best to act out the proper pretensions, For this reason lrs.

- Dedlock,
‘ Gentility becomes an even more important thematic function in The

:ﬂi&g Curiosity Shop as the background cause for the entire problem of the

.QL her wants to make her a M"lady." llis desire to achieve that genteel

d economic status, leads him to destruction by way of gambling.

e. Without doubt this is Dickens's greatest villain pitted against his
i'_ﬁt helpless innocent without the mediation of the strong good savior,
' .puts Nell through every horror.

. . 65
Blount says that the novel is "modified picaresque"

in form. The

ventures of Little Nell lead her all over England and get her ac-
ainted with a wide variety of people, Usually the good or helpful

aracters are unconventional types like Mrs, Jarley, the bargeman, the

5 Blount, p. 21,
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““
v

;ftfhrnaceman, and the schoolmaster, while the genteel, respectable society

J

- in the person of Miss Monflathers is bitterly satirized. Only the poor

3 and lowly can help the travellers--both the good fairy and the evil
i ; 66
7 fairy miss them until it is too late, Miller notes again with respect

?ito his discussion of escape from the world's evils that Dickens is try-

i
i

ng yet another answer--the retreat to a rural past--but this also fails.,

ﬁkiickens has no romantic illusions; the escape to the idyllic past which
ff;an no longer exist means death.67

1

- Besides the attack on gentility that can be seen as the cause of
.Iell}s disaster and which is observed in the character of }iss Mon-

[llathers, Dickens attacks some social abuses, though they are less ob=-

ﬂ% -ﬁs in The 0l1d Curiosity Shop than they are in other novels. In the

verend Mr. Stiggins of Pickirick Papers Dickens started on a life-long

mpaign against hypocrites in minister's clothing. He hated the Cal-

vinist gloom that wanted to rcfuse the people the he#ling balm of enter-

f#iinment and laughter. In The 0ld Curiosity Shop Kit Nubbles's mother
b ‘

' is tempted toward this gloom by Little Bethel, the local nonconformist

i

.

“ fPel. Here Dickens concentrates on the effect of the religion, not on
I.:‘ 3 .
Personifying it in some preacher., Later he uses Melchisedech Howler in
mbey and Son, Reverend Chadband in Bleak House, the Murdstones in David

vﬁﬁ:rfield, and Mrs. Clennam in Little Dorrit. He had been exposed to

TN

'é*h=pel Christianity" as a boy by his nurse, who often took him with her

66 Edgar Johnson, I, 326,

67 Miller, World of His Novels, p. 95.

.
)
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s
M
'.'..; to church and on visits to her friends.68 In The 0ld Curiosity Shop Kit

4

saves his mother by getting her away from the gloomy, guilt-ridden

‘.Iilace. In particular he tries to convince her that cheerfulness, en-

Can you suppose there's any harm in looking as cheerful and
being as cheerful as our poor circumstances will permit? Do
I see anything in the way I'm made, which calls upon me to be
a snivelling, solemn, whispering chap, sneaking about as if I
couldn't help it, and expressing myself in a most unpleasant
snuffle? on the contrairy, don't I see every reason uhy I .

- shouldn't? Just hear this! Ha ha ha! An't that as nat'ral
as walking, and as good for the health? Ha ha ha! An't that
as nat'ral as a sheep's bleating, or a pig's grunting, or a
horse's neighing, or a bird's singing? Ha ha ha! Isn't it
mother?

' S pro-natural humanism is Dickens's answer to the genteel philos-
ohical attitude of the new and patronizing wealthy middle class to-
rd the poor. This pious form of gentility was particularly hateful
b ‘Dickens who believed in human dignity at all levels of society.
ﬁouse says that the popularizing of the theories of lalthus was
::- in the Victorian period primarily by Harriet Martineau, whose em-

asls on "llecessity and Blessedness!" was the kernel of this attitude

ckens hated so, "In the linking of those two words is seen the grim
liance between }Malthusianism and Nonconformity, against which so rmch
L Dickens's social benevolence was a protest. Malthus hung over Eng=-

d like a cloud. . . . Let the poor live hard lives, sober, celibate,

68 Edgar Jomnson, I, 30-32.

69 Charles Dickens, The 0ld Curiosity Shop (New Ygrkz Dutton, 1907),
. 163, Subsequent references appear in the text as Qb__S_.
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j ~and unamused; let them eat the plainest food, pinch to save, and save to
ﬁ? lower the rates--then 'civilization' might win through. And how aptly
ti_it fitted the gloomier Christian virtues!"7o Dickens cures Toby Veck in
‘éé The Chimes from believing that he and all his poor friends are useless
:i-and should be dead. This attitude is what Dickens feared most--that the
ﬂf;poor would lose a sense of their own humanity and dignity. For this

. same reason Kit must save his mother from the bondage of gloom.

Dickens was a popular moralist and reformer, however, because he

- made clear because Little Nell's death was made meaningful to the reader

ffbﬂrtially by this inoffensively vague Christian feeling that Dickens

‘children's deaths.73

The attacks on religious and moral hypocrisy continue throughout

%"'ckeﬂs's career., "Original virtue" was mentioned in the discussion of

g 70 House, pp. 74=T75.
R 71
72
r3

House, p. 110.
House, p. 111,

Angus Wilson, World of Charles Dickens, p. 30.
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. gentilesse and should be re-emphasized in all of Dickens's religious
ﬂi criticism, Dickens believed in a religion of works whose reward was
Ff,seeing good and happiness here on earth., He never mentions sin and he
Cz rejected the concept of original sin completely;7h Man is good, he

ﬁ{ believed, but is corrupted by society and environment. Some are just
ﬁ; created with greater strength to resist the temptation to evil than

~ others are. Oliver and Nell are inexplicably uncorrupted by the evils
~ around them, though the Artful Dodger and Nancy have fallen,

What is Quilp then? Quilp strikes the feader as the devil himself--

. Psychological studies could be done on him and his creator, but in this

Z“ihesis he represents a personal evil which is gradually being superseded

I

;g‘*~the social evils. In.The Old Curiosity Shop the social evil of

tility as seen in Nell's grandfather is beginning to replace the

™ pouse, pp. 111-112.

75 pamela Hansford Johnson, "The Sexual Life in Dickens's Novels,"
Dickens 1970, ed. Michael Slater (New York: Stein & Day, 1970), pp.

3 1780 )

76 Edmund Wilson, p. 63.
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P The villain of Barnaby Rudge is Gashford, the manipulator of the

. mob and of Lord Gordon for his owm gain, against whom is set the good-

.ff_'.ness of John Grueby. But the real interest in the book is the impact

victims of their environment. One of the central plots is that of Sir

Gohn Chester and his bastard son Hugh., This, with the story and sym-

Barnaby Rudge was designed in 1836 but was continually put off

til Dickens was finally forced by his publishers to write it in 1811,

0 tyrant fathers, Willet and Chester, who are holding down their sons,
ﬁ'ﬁi‘e representative of eighteenth-century authority. The sons revolt by
England, Contrasted to these fathers is Gabriel Varden, a good.

‘,‘QAther and master beset by a shrewish wifec and a 'reactionary revolu=-
.;‘

~ tionist' apprentice in Simon Tappertit, who wants to return to the

W ‘ 77
- 8ood o0ld age of his version of the guilds.

3 il

In the setting of 1775

‘Vrevolution t0 wvhich the mob is driven by its genteel masters,
Johnson is correct when he asserts that “the social forces repre-
nted by Sir John Chester, and the social consequences represented by

lgh and Dennis and Stagg, not religious hatred of the Catholics, are

7 Angus Vilson, Vorld of Charles Dickens, op. 1,7-149.
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78

the true cause of the riots," Stevenson says that Barnaby Rudge is a

it -

- transition for Dickens "from impulsive assaults on individual abuses to
' gmd.ous assessment of his political philosophy."79 The personal devils
" like Quilp or Ralph or Monks and Fagin are no longer to have control of
b the situation., Control of evil is passing from the individual to the

society that influences him, Gashford is not in control of his riot

The central image of the book is the hanging of Hugh's mother,
arving and abandoned by her “gentleman" lover. The relationship be-
"'j, 3 ween the gentility of Sir John and his responsibilities is vital to the
| leme and structure, Johnson says "No more cogent symbol could be found
8

B’ ]
- of brotherhood between the prosperous and the impoverished, that ignored

h

'-gmr a society that denied its own children--denied even the relationship_

' them unless they were in the last stages of destitution, and then,
if they fell into vice and crime, let the law take its brutal course to
t e last measurc of severity.“eo Hugh's curse is Dickens's curse:

- "'Upon these human shambles, I, who never raised his hand in prayer till

78 Edgar Johnson, I, 33L.

19 Stevenson, The English Novel, p. 2L8.

8o Edgar Johnson, I, 333-33L.
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now, call down the wrath of God! On that black tree, of which I am the
ripened fruit, I do invoke the curse of all its victims, past, and
present, and to come,' '81 Hugh dies cursing his genteel father and

| remembering only to think of his dog--!'You wonder that I think about

- a dog just now, . . . If any man deserved it of me half as well, I'd
".;chink of him.'* (BR, p. 5i1)

I Sir John Chester is the “gentleman" personified, who lives off

Y |

his appearance and who would take advantage of anyone to keep up his

kstyle s including his son Edward whom he desires to marry to a rich

4-,f hieress for the sake of his own future support in the manner to which he
is accustomed., Contrasted to him the beast-like Hugh has the possi-
;_ﬁilities of true hobility. This riot for revenge against society is
i"ased on this very discrepancy between the present gentility and the

':possible gentilesse; according to Engel the problem here is "that
‘Dennis, the hangman, is orie of Dickens's most interesting psycho-
'f;'logical studies, Dickens is on no one's side, as is often true, and

83

tor, the clash of law and violence," > Dickens saw the causes of vio-
‘lence and sympathized but could not condone either the violence or the
use of authority, He saw too many sides of the question to force him-

3 81 Gharies Dickens, Barnaby Rudge (London: Collins, 1953), p. 5ul.
S bsequent references avpear in the text as BR.

82 Bnge1, p. 102.

83 Cockshut, p. 75,
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self into a set answer. In Barnaby Rudge, as in A Tale of Two Cities,

1& he is examining his reactions both to the injustice and to the violent

STAGE TVO:

MARTIN CHUZZLRWIT TO DAVID COPPERFIELD

Actually there are né.sudden breaks in Dickens's development of the
:;;&Cept of gentility, or false social values, as the cause of the evils
- tiing Victorian England. During the first stage Dickens developed
?ihxsonally to the point of sceing that being good was not as easy as he
Eé;' thought, that monetary benevolence was not the practical social

"l Wer that he had hoped, and that the reasons for the social struggle

‘ﬂ;{ward“ that had gripped the Victorian age might not only be false, but
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~ actually might be leading farther and farther away from the gentilesse

. qualities that all men needed to survive in their communities.
The second stage of the development of the idea of gentility lasts

',

'-"v” from 1843 when Dickens wrote Martin Chuzzlewit to 1852 and David Copper-

field. Betueen these two novels are Dickens's most famous Christmas

tales and the novel Dombey and Son. In these novels Dickens begins by

being interested as an artist in specific theme development. Martin
i i

j‘ uzzlewit is built around the therme of selfishness and hypocrisy;

- Dombey and Son is based on the ramifications of pride; and David Copper=-

e

!&_e_lﬂ, although it is basically an autobiographical novel, uses the

- consequences of the undisciplined heart as its theme and contains sub-
b

i

. emes on the effect of religion (Murdstone) and the effect of charity

[ -
o

(Heep) which Dickens had dwelt on before. David Copperfield is, in a

aYs an interruption in Dickens's developrment, a stopping off for trying

‘ 0 study himself before he goeé on to his greatest social and moral

iticism and his darkest novels of the last stage of his career.
Orwell says that Dickens's criticism of society was "almost ex-
sively moral," because what he was after was the most basic value

stem., His cures were not superficial; "In every page of his work one

By
5 f

’ p 2 3 (] [
- €an see a consciousness that society is wrong somevhere at the root."

iS root was the false value system that humanity had duped itself into.
' e gentilesse qualities were forgotten in the rush toward style, status,

‘ d power. Engel says that Dickens did his best to point out "to the
glish on every possible occasion the 'social evils and vices' which
.q' .

g i iscuss? 31, 32
0 Orwell, "Charles Dickens," Discussions, pP. Ji, J<e
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" they did their best not to recognize, and [to undermine] the false
- values and prides by which they lived and destroyed l:i.i‘e."86 In this

{jg&age of his career Dickens examines these "social evils" and reflects

ﬁ-ln the perversions of personality caused by them, but it is still pos-

18
.
A

- sible for some of the society to ward off the perversion. In his third
stage no one can escape the taint of gentility.

In Martin Chuzzlewit there is what Edmund ¥Wilson describes as a

W ind of evil-~the accomplishment of evil by pretending to do good,

pocrisy, 87 This will continue in the other two novels of this period,

sniff to the ego-centric self-service of Dombey and the sinister genteel

piety of Mirdstone. In lMartin Chuzzlewit, also, Dickens begins trying
s plan his unified theme and structure. He is more careful in Dombey
:'a,-, S;on88 and his last novels are very completely unified,

Edmund Wilson notes that Dickens had lost his fz;ith in the middle
ass once he saw them in action--""the self-irmportant and moralizing
lddle class who had been malking such rapid progress in England and
ing down like a damper on the bright fires of English life--that is,
{‘ the spontaneity and gaity, the frankness and independence, the in-
inctive human virtues, which Dickens admired and trusted."89 Daiches

yS that there was a general concern over "the relation between public

86 Engel, p. 72,

87 Edrmund Wilson, pp. 31-32,
88 Tillotson, p. 117.

89 Edmund Wilson, p. 30,
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~ esteem and real worth" and that Victorian fiction examined hypocrisy as
a product of this society and studied the impersonation of virtue by vice
;',: which was encouraged by the social reliance on external appearances.9o

Gentility impersonating gentilesse is exarined in Pecksniff. This

"Ii that there are examples of every possible variety., In fact Dickens be-

Ny
3

came so engrossed in the creation of the various villains that he. rather

designed by his students, as an example and mentor he uses Tom

LY

" Pinch as slave labor and as a built-in glorifier, as a helpful friend he .

¥

f'iusts after the possible inheritance that old Martin's companion Mary

W bring, Pecksniff is what Allen calls a "moral monster of self-

- Houghton in his book on the Victorian period, The Victorian

re gard, "
 Frame of Mind, uses Pecksniff as a sign of the definite strain of hypo-

. erisy fostered in the Victorian culture.’> Tillotson says that Dickens

al Daiches, pp. 2, L.

House, p. 57.
92

1 93 Walter E, Houghton, The Victorian Frame of Mind, (1820-1870) S
(New Haven, Conn.: Yale Univ. Press for Wellesley College, 1557), p. 39L.

Allen, p, 16,
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exposed this as "a peculiarly English and contemporary vice, as distinct
from remediable and specific abuses."9h In Forster!s discussion of the

’:? novel he found that the American criticism at least did not have a Peck-

Bred in a more poisonous swamp than their Eden, of greatly
older standing and much harder to be drained, Pecksniff was
all our own. The confession is not encouraging to national
pride, but this character is so far English, that though our
countrymen as a rule are by no means Pecksniffs the ruling
weakness is to countenance and encourage the race. When
people call the character exaggerated, and protest that the
g lines are too broad to deceive anyone, they only refuse,
. naturally enough, to sanction in a book what half their
lives is passed in tolerating if not in worshipping. . . .
A greater danger he has exposed more usefully in showing
the larger numbers, who, desiring to be thought better than
they are, support eagerly pretensions that keep their own
in countenance, and without being Pecksniffs, render Peck-
sniffs possible,95

“;§4 Martin Chuzzlewit was not a popular book. Ford gives several

'17"‘ Pecksniff seems to be entirely genteel appearance. Jonas Chuzzle-

oL Tillotson, p. 118,

9S_Fbrster, I, 293-294.

% Ford, Readers, p. 48.
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- social villain, such as Pecksniff, He represents a further extension of

constant, single-minded greed. Like these earlier villains he is not

~ interested in status or style but only in the feeling and power of money.
. In Jonas's marriage to Mercy, Dickens expresses a theme that he returned
_ to often=-"punishment by marriage."’ T But Jonas provides primarily a
gothic nightmare of a murderer and his mental deterioration. He is a
Poe e::cerc:i.se.98 In Jonas the psychology of guilt and fear and self-

;:“ exposure is explored., The central study in the character of Jonas is
~ the psychology of crime and punishment.99 This kind of villain and the
‘relationship between the murderer and his victim fascinated Dickens.
r examines it by showing the development of the idea in Jonas's mind
:-‘Q'nd the murder of Montague Tigg. Murder is done to hide a murder that
'ﬁs not committed, Jonas was guilty of the death of his father only in
b.- intent, but the murder of Tigg condemns him. The division of the self
by evil is important throughout the gentility theme. In this novel
EJ‘ecksnii‘f is a completely public self and Jonas is a stong analysis of

’i & man who has divided hinself so deoply that he is afraid of the ghost

97 Pamela Johnson, p. 176.

N - Hardy says that Poe's "Telltale Heart! (January 1841) is related
%0 an earlier Dickens story The Clockcase.

97 Hardy, Moral Art, pp. 113-11k,
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R self-centeredness, Martin is converted by the example of Mark, but when
he comes home to England his "great expectations" (MC, p. 128) are

._.‘Mdily fulfilled. Miller objects to this and says that Dickens is

“ When Dickens went to America he expected to be impressed. Angus
. Wilson describes him as a "genuine enemy of gentility, and a violent

;;'Ppponent of all class patronage, . . . [who] had only just emancipated

",J"MJBelf from a narrow, innately vulgar, petty bourgeois background . .

B v 102 Dickens obviously saw the moral problems in America with the

in find all the "Pecksniffery and Chuzzlewittery," all the greed,

100 ghardes Dickens, Martin Chuzzlewit, ed. Edgar Johnson (New
g’!’ork: Dell Publishing Co., 19357 ""’"‘7'p. 78. Subsequent references appear
~ in the text as MC.

101 Midler, vorld of His Novels, pp. W2, 1.

102

Angus Vilson, World of Charles Dickens, pe 163.
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cant, and hypocrisy they can si.:and.l03

In American society Dickens
creates an analogue for his social criticism at home. Dickens has been
greatly criticized by many critics for the lack of  we LLrord st RS

¢ realism in his American scenes, in spite of the fact that he uses th;e
same vein of criticism he had used on England and that his criticism

| :. is probably more clear-sighted than Americans would care to admit.

| The result of the influence of gentility is a kind of general "mys-
‘tery of identity, w20l as Stevenson calls it, pervading the novel. Hardy

3
notes that during his whole career Dickens is "interested in the assump-
: tion of a social clothing, mask, habit, role, which may stifle the inner
life entirely, or still allow it a little inner breathing space."105
:lrbcksniff, Mrs. Gamp, Jonas, old Martin, Tigg, and Nadgett are all
':ﬂ)imow. Pecksniff is all surface; Jonas is mostly hidden depths; old
Martin has disguised his real personality; Mrs, Gamp has an alter ego in
v.‘Pel‘ creation of Mrs, Harris; HMontague Tigg becomes Tigg Montague and
ereates a company of pure appearance; Nadgett is so isolated that he
:.'vlﬁ'ites letters to himself; young Bailey changes names and thus selves at
whim of Todgers's boarders; Chevy Slyme is afraid to do anything at

for fear his genteel surface will not hold up. As a result of this

3 103 jonn Holloway, "Dickens and the Symbol," Dickens 1970, ed.
.FiChael Slater (New York: Stein & Day, 1970), p. 69.

e Stevenson, The English Novel, p. 2L9.

b
o5 Hardy, "Complexity," p. 39.
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reality from the data of sensa.tion,“lo6 on the basis that hypocrisy can

ity by the lower classes, which drains so much useful energy from soci-
__-"ety, are both challenged as useless masquerades. As Forster says, the

- English were allowing and even worshipping the Pecksniffs.

Among the minor characters in Martin Chuzzlewit is one of Dickens's

comes a myth before the reader's eyes. Cockshut says she becomes a
praeternatural reality" to the reader. 107 Miller who is concerned with
j't'he self and 1solation as themes in Dickens, notes that Mrs. Gamp is
"sepa.rate from everything around her, including her own clothes and her
'.‘,«".Patients.loe For instance, her umbrella, not Sarah, i)eats up Tom Pinch
’"at-. the wharf.

This tremendous instrument had a hooked handle; and its viginity
was first made known to him by a painful pressure on the wind-
pipe, consequent upon its having caught him round the throat.
Soon after disengaging himself with perfect good humour, he l}ad
a sensation of the ferrule in his back; immediately afterwards,

. of the hook entangling his ankles; then of the mnk_>rella general-
1y, wandering about his hat, and flapping at it like a great
bird; and lastly, of a poke or thrust below the ribs, which gave
him such exceeding anguish, that he could not refrain from
turning round to offer a mild remonstrance. (MC, pp. 671-672)

106 Miller, World of His Novels, pp. 131-136.

pot Cockshut, pp. 20-21,

b e Miller, World of His Novels, pp. 118-119.
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~ people alike, so that moral contagion, from its breeding center in the

| ‘human, transforms also the non-human and gives it the aptitude of the

- Everything is alive and has a will of its own, especially buildings,
. personal property, and even parts of the human body. Nature is not in
ﬁ

'Uane with the individual soul, but reflects a general influence beyond

W this general influence. As Jonas rides in the coach with Tigg nature
‘*bea.ks to him from the depth of his own soul and frightens them both
‘th its ferocity. In Bleak House the fog lies on England like the
P“il influence of gentility, obscuring all connections between people
leaving each one isolated and the classes separate, obscuring the

. Teality of Tom-All-Alone's which would stand exposed in the sun.

Dickens's first formal Christmas publication, A Christmas Carol

'4n 1843, was done while he was at work on Martin Chuzzlewit. It was

109 yan Ghent, ®A View from Todgers's," pp. 31, 28.
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,v;a his best Christmas tale but his other tales were also very popular with

. his public. A Christmas Carol is a fable about the conversion of

Ebenezer Scrooge, who stands for the economic man and Victorian society.
~ Johnson calls it "a plea for society itself to undergo a change of

?}' ; rhea.rt."llo Through Scrooge and the three ghosts Dickens challenges the
Victorian cash-box oriented society to examine where it bas been, where
4 it is, and where it is going. According to Hardy, he makes no effort
Oo examine "the difficulties and subtleties of leading the good life,"
as fables usuvally do not.nl The money-centered inhumanity of a society
which depends on the operation of workhouses and prisons, as Scrooge
does, is faced with the shivering figures of Ignorance and Want.

The happy home of the Cratchits contains all the usual details of
ckens's famous "happy home," which he shows so rarely: "Cleanliness,
iomstic order and efficiency, the little woman, a troop of happy and
untroublesome children--one, perhaps, a particularly .sa.intly one, al-

lowed to be ailing or a cripple for greater effect--these are the es=-

he crisp fire,' 'the brisk sea-coal fire', the hearth in symbol and

i} 112
fact); comfort and security are represented by food and drink."

*}i?lbOd life., Through Scrooge, Dickens admonishes England to cut off the

y Edgar Johnson, I, L87; see also p. L85.

m Hardy, Moral Art, p. 81.

12 Lane, p, 160,
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- chains of the cash-boxes and purses and reassert the gentilesse qual-

: j,:_.'- ities: love, concern, and natural humanity.

| For Christmas of 18LL Dickens wrote The Chimes. Rather than the

f fable approach to England's problems, he attacks several current ques-
tions and tells the story from the angle of the poor themselves. John-
.':-gm says that "The Chimes is evidence of Dickens's growing preoccupation
vf with soci,al problems and of his growing knowledge that they could not be

Imlalned in terms of individual vil]ai.mr."l]'3

Michael Slater's essay
!ERi.okens 8 Tract for the Times" is very useful in explaining all of the
zl‘l'oontexrporary issues; according to Slater Dickens was very moved by the
ieeond Report of the Children's Employment Cormission which he got from
‘. Dr. Southwood Smith in 1843 (the same report that led to Elizabeth
»ﬁrmett's "Cry of the Children") and decided to shock the comfortable
:mciety into awareness, This story was an overt entry into the polit-
“bal arena. He refers in The Chimes to the suicide problems, particu-
a;hl‘ly the case of a mother and child in 18Lk; to the agricultural labor
lﬁ‘oblem in Dorsetshire (which also led to Hood's "The Lay of the Labor-
4 ); to the great landowners and their attitudes in the person of Bow-

s and to the Malthusians, utilitarians, and political economists

't

surrounded the solutions offered appalled many. Jowett later said,
I have always felt a certain horror of political economists since I

ard one of them say that he feared the famine of 18)?18 in Ireland would

13 Edgar Jotmson, I, 534.
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i

t not }d11 more than a million people, and that would scarcely be enough

jf,.f.o do much good." Hi Unfortunately this was merely good Malthusian

ol

 philosophy. Although the passage was later deleted, Malthus's Essay on

.

%he Principle of Population (1803) originally said that a man without

_‘!abor and who could not live off his parents has ''no claim or right to
.'gﬁhe smallest portion of food, and, in fact, has no business to be where
4 ﬁe BB M5 56 this in mind Trotty Veck declapes  thatihe' hilssnb
ﬂsiness being alive because he is poor. Dickens must cure him of this
‘el‘f—defeating notion and must expose the brutality of the current gen-
%el theories. He chooses the device of a death-dream in which Trotty
;_;ees all of the worst predictions of Alderman Cute (Sir Richard Laurie)
Mr, Filer coniing true. This self-defeating attitude was encouraged
the genteel to keep down the lower classes, These theories were

; cceptable because the genteel rich and the shabby genteel, who had

"?‘-* eir pretensions, had the right to continue living on the basis of
,'mir material "success." In spite of the "theory," however, when Toby
& transported back to life he knows the value of a human heart as a
“1" ntilesse quality and of a loving, happy home, however poor.

Other Christmas tales, The Cricket on the Hearth and The Battle of

i’e, are about family love and trust. The Haunted Man is of the most

erest, Written in 1848 The Haunted Man and the Ghost's Bargain came

9 1:IJ"J he Great Hunger, quoted in
B owett quoted in C. Woodham-Smith, The Grea ger, q

lichael Slater, "Dickens's Tract for the Times," Dickens 1970, ed.
ehael Slater (New York: Stein & Day, 1970), pp. 1L, 99-11L.

05

Malthus quoted in Slater, "Tract," p. 115,
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Just after Dombey and Son. It was concerned with the value of the mem-

5 ory. The most important character in it is a small boy, a street arab,

because he is as near to an animal as a human can get. Dickens comes to
no conclusion about him and his place in society, but the problem preys
M‘. on him until he examines it through Jo in Bleak House. The goodness in
?:the story is perpetuated by Mrs. William Swidgers through whom Dickens
ibramatizes his belief that goodness can generate goodness and can with-

'.jita,nd and even overcome the evil surrounding it. This, of course,

Dickens's hope in Dombey and Son in which Florence struggles
ﬁ.th her father throughout the entire novel until finally when gentility
destroyed love wins,

1 Dombey and Son was, according to Cockshut, the first important Eng-

sh novel on the industrial society. Its dominant symbol for that

D6 It vas published at the same time as

Society is the railroad.
Tha keray's Vanity Fair and shows a great artistic improvement in
'Rckens's work and a further change in his attitude toward society. He

ted two years after Martm Chuzzlewit ended before he began Dombey

and Son in 1846, In it Dickens shows a new attitude toward business and
Tillotson calls it the new "gloom of wealth" which is capable
'L poisoning all relationships: "Wealth is an evil, corrupting the

: 2art; prosperity a house built on sand. w117

u6 COCkShut, Pe 97.

nw Tillotson, p. 131.
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Here Dickens puts gentility, the false social values, in a position

;‘, ; of importance. The individual villain does not control the action;

el
-

- society is the pervasive influence. Miller says that ", . . one of the

- central purposes of Dombey and Son is to confront the pride, falsity,

- and isolation of the upper class, immred in its riches, living in a

tral person of Mr. Dombey.
¥ Mr. Dombey is certainly a different image from the Pickwick-Cheery-
ble businessman and even the Chuzzlewit type. Here Dickens attacks the

/eel style. The new pseudo-aristocrat of the new commercial-indus-

';-“rld's evils," o His analysis led him straight to gentility, or false

‘social values , rather than to the idea of an evil power in the person of

villain like Quilp or Ralph. In Dombey and Son Dickens creates an

ire society from Good Mrs. Brown through Cuttle and Toodles and Perch,

stocrat and Cousin Feenix the old aristocrat. Edmund Wilson calls it

120
anatomy of society.

s Miller, World of HLis Novels, p. 1lk.

19 Edgar Johnson, I1I, 626.

120 Edmnd Wilson, p. 3.
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Mr, Dombey's gentility allows him to. be preyed upon by Mrs, Skewton,
Major Bagstock, and Mr. Carker and eventually to be unsuccessful at the
business that made him an “aristocrat." ;qutaposed to Dombey and his
parasites is the warm, happy absurdity of the lower classes. Captain
Cuttle and Solomon Gills, the Toodles family, and Mr. Toots £ill chap-
ters contrasting with the cold, hard seriousness of Mr. Dombey, Paral-
leled to the upper-class prostitution of Mrs. Skewton and Edith are Mrs,
| Brown and Alice. The entire society has the corrupting temptation of
A the buying and selling of humanity itself. The parent-child relation-
ship in the Toodles family and between Solomon and Walter contrasts
;-‘ with Dombey's utilitarian view of Paul's childhood as a stage to be left
“f behind as quickly as possible, so that Dombey and son can become Dombey
and Son121 which to him is of ultimate importance, and Dombey's utter
indifference to his other child, Florence.
| Dombey is a symbol of the economic and moral syt;tem. According to
Johnson, everywhere "competitive greed and indifference to the welfare
of others create a cynical economic system that spawns all the vices and
cruelties of society. "12-2‘ Dickens uses other symbols for this new soci-
C ety. The railroad is both a symbol of the progress of industry and a
| Symbol of the disruption of the entire society by a powerful and un-

stoppable force. It comes to Stagg's Gardens, destroys the commnity,

‘:‘;‘ but gives it new life at the same time. Of the gentilesse characters

Solamon and Cap'n Cuttle live in a past age, but Tood_les is of the

121 yarshall, p. 213.

3 e Edgar Johnson, II, 635.
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future and the railroad., This ﬁew industrial order can bring death
(Ccarker) and destruction, but it can also bring new jobs and new impor-
tance to the worker. In the economics dominated world of Dombey and
~ Son, the main symbol shows both the hope and despair of the Industrial
Revolution. Dombey himself is a representative of the merchant and
individualist of the past economic society who when he arrives at gen-

tility lets the control of his business fall to the less genteel and

B thus ruins himself.

As a representative of the pseudo-aristocrat of power and wealth
rather than birth, Dombey symbolizes "the arrogance of the ruthless
acquisitive ambition which had become a new godhead of middle-class
England and Europ'e.“l23 Zabel says that, aside from the interruption of
David Copperfield, Dombey and Son and Dickens's last six novels are

12l

‘novels of "realistic social analysis and revolutionary implications.!
In'them Dickens embodies a profound distrust of society's values and a
deep fear of the results of mass striving after vanity while both the |
old and new problems of mankind and his environment go unsolved.

Instead of villains Dombey and Son contains individualizations of

social evils: Carker who represents the new classless group which preys
on the foolish pride ‘and egoism of the genteel; Mrs. Skewton and Good

“'f- Mrs, Brown who represent the unprincipled buying and selling of body and
soul; Mrs. Skewton and Major Bagstock who represent the falsity of the

~ fashionable world and the grasping after that new version of power and

23 Zabel, Craft and Character, p. 2l.

2l Zabel, Craft and Character, p. 23.
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influence which the desire for style exerts over wealth. Humphrey House
says that the “snob problem" was not really important until after the
Reform Bill of 1832 forced the upper and middle classes into closer con-
tact, both culturally and socially. In the !forties there arose "those

125 and Dickens

interminable controversies about what a gentleman is,"
saw that the human nature he had been studying was turning inexorably
toward gentility, the social evaluation of wealth, style, manners,
education, and influence that resulted in proper social appearance and
position, rather than toward the gentilesse qualities and virtues of

. 4 unspoiled humanity. Those virtues he found more and more in the lower
classes who could resist the genteel temptations because they were
closer to the na.tural, unperverted gentilesse qualities, closer to
nature, and closer to each other., Of course Dickens saw the ambiguity
always--Mrs, Skewton and Mrs. Brown represent opposite poles of society
8 but similar evils--the child Florence and most of the Toodles children
' can remain good as long as genteel social pressures pass them by, but

;:; Biler, Toodle's son, is destroyed by Dombey's "charity" and the Chari-
i table Grinders.

E . Williams sees the central theme of Dickens's novels as the meaning
an‘d. substance of commity,lzé The "social" power of the community had
not been felt in such force in England before this, Dickens feels the
Change and tries to express his ideal of gentilesse and human commnity;

he examines relationships between people and between ‘the individual and

125 House, p, 153.

126 Williams, The English Novel, p. 10,
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- individual private judgment and action was growing less, while the

‘ power of society's group authority was growing greater.lz7 In England

personally known but then again suddenly distant, complex, incompre-

‘f;_" hensible, overwhélnﬁng. #2128

~ In Dombey and Son Dickens directly faced the gentility problem in

~ his new industrial society, but he was unsure about his own place in

- that society. In 1847 he had begun an autobiographical statement for

127 Alexis de Tocqueville, “"Concerning the Pr?'.ncipal Source of Be-
_5Ue.ts Among Democratic Peoples," Democracy in America, ed. J. P. Mayer
- and Max Lemer, trans, George Lawrence (New York: Harper & Row, Pub.,

06), pp. 399-L400,
128 wi1liams, The English Novel, p. 13.

129 Forster, I, 19.
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acters and scenes that come out of every Dickens novel, but as a whole
it is flawed by Dickens's concern for his public image. This makes
especially the end of the novel seem like an apology for the smg,
comfortable middle-class genteel life that Dickens later castigated.

In Great Expectations Dickens studies his mental progress ‘more honestly.

But when he tells his public those things about his life that he wants

- to disclose in David Copperfield, he is careful to be guilty of nothing

more than a lack of prudence and discipline himself, It is interesting
that, as Miller says, the novel is built around the problem of romantic

130
love and marriage. 3 Dickens struggles with his own unhappy marriage,

; - analyzes it, then unfortunately takes the simple escape of killing off

the unsuitable wife, Dora, and showing the ideal life center in Agnes,
a center which he felt as a void in his own life,

In a study of the gentility theme in David Copperfield it would be

more logical to observe the unconscious, rather than the conscious,
results of his efforts. Dickens may have been less than honest about
any of his own faults, but his powers of observation could unconsciously

examine his characters. -As Engel notes, "Though the scheme of David

e c_omrﬁeld points to the desirability of social status, the sanctity

and authority of status are often under attack, w13l In the persons of

'\ Uriah Heep, the Murdstones, and Steerforth he attacks respectively the

effects of poverty and charity, of religious perversion, and of upper-

. class gentility and lack of moral discipline.

130 Miller, World of His Novels, p. 150,

131 Engel, pp. 153-15L.
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In Uriah Heep, according to Cockshut, “Physical repulsion, moral

disapproval and class superiority are mingled, are boiled up together

132

into a kind of broth where they become indistinguishable." Even

though this emphasis on physical repulsion is an unfair method which
was used very rarely if ever again by Dickens to make the reader hate
the villain and despite Dickens's rather genteel sort of class superi-

ority which is represented in David, Dickens cannot ignore the real root

of Uriah Heep's moral faults.

'But how little you think of the rightful umbleness of a person
in my station, Master Copperfield! Father and me was both
brought up at a foundation schocl for boys, and Mother, she
was likewise brought up at a public, sort of charitable,
establishment, They taught us all a deal of umbleness-=not
mach else that I know of, from morning to night. We was to

be umble to this person, and umble to that, and to pull off
our caps here, and to make bows there, and always to know our
Place, and abase ourselves before our tetters. An we had such
a lot of betters! . . .! It was the first time it had ever
occurred to me that this detestable cant of false humility
might have originated out of the Heep family., I had seen the
harvest, but had never thought of the seed. . . . I had never
doubted his meanness, his craft and malice, but I fully com-
prehended now, for the first time, what a base, unrelenting,
and revengeful spirit, must have been engendered by this
early, and this long, suppression. (DC, pp. 574-575)

Hardy notes that even though David speaks very priggishly, Uriah en-
forces the social and moral insight. The reader can see that Dickens
as author and David are not identical., "It certainly marks Dickens's
imaginative recognition of the social significance of Heep and the
8ocially determined nature of the ethics of industry."133 In this kind
of moral criticism Dickens moves beyond his historical limits, limits

132 cockshut, p. 119.
133 Hardy, Moral Art, pp. 15-126.
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which seem to operate more strongly in David Copperfield than in any of

his later novels, into the universal critical observation of human
nature that underlies all of his best moral criticism,

Another kind of villain is shown in the Murdstones. In fairytale
style Mr., Murdstone is the ogre. He is another representation in
Dickens's battle against the religious gloom which was previously
. discussed, House says about Murdstone that ", . . the bullying and
avaricious character comes first, and the religion follows as subsequent
Justification of i1'..“:|'3!4 Consequently, Murdstone comes on stage as both
the local Calvinist gloom spreader and the Utilitarian bully who sends
David off to labor as is useful after making his young life miserable
with mathematical problems on cheeses. This kind of moral criticism is
found again and again in all of Dickens's no{rels.

Yet another kind of moral criticism is found in the character of
Steerforth. Dickens's psychological description of f)avid's admiration
and the mental juggling he must do to keep that admiration when he sees
that Steerforth often acts out a gentilesse manner, as with the Peggote~
tys, for example, when he‘ obviously feels only contempt for their low-
-;v_-” ness, is very perceptive. Marshall feels that this is an important part
| of the theme. Steerforth is the childish first stage of David's prog- _
‘  ress toward understanding himself, and when David reaches maturity he
mist have found a way to reject Steerforth's value system while still

keeping the memory of his purely emotional impact on himself at ome

134 House, p, 121,
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stage in his 1.'1.i‘e.135 Angus Wilson says that Dickens is beginning to
understand that even love may distort the pca:c-sona]_i.ty.l36 Steerforth
is worshipped by his mother and has all the money and authority over
others that he could want, but has no self-discipline or responsibility.
In this novel on the "undisé¢iplined heart," Dickens shows that too

mch of what society values can ruin the possible noble man, just as

irrevocably as too little ruined him in Hugh of Barnaby Rudge., Of

course to Emily, Steerforth represents that gentility she aspires to
have and ruins herself to get. She entrusts herself to a man who is
spoiled, undisciplined, and insensitive for the sake of gentility.
These three characters, Uriah, Murdstone, and Steerforth, are the
most important major characters who are objects of Dickens's moral
criticism, but that most memorable product of Dickens's genius, Wilkins
Micawber, should be mentioned here, Micawber is a complex character.
He is both a manipulator and a victim of the shabby éenteel tradition.
He and his family survive by means of his amazing use of language; they

13 Socially Dickens

live their lives on a stage, as Bush puts it,
created Micawber to fly in the face of the Malthusians and the Utilitar-
ians, He has children he cannot support, he lives off others, and
through most of the novel he is quite useless, an unthrifty and im-
Prudent man, Dickens shows his human ambiguity--Micawber is lovable

but dangerous, as David points out to Traddles, even though Traddles

135 Marshall, pp. 169-17L.
oo Angus Wilson, World of Charles Dickens, p. 21,

137 Bush, p. 20.



has no money to lend Micawber, "!You have got a name, you know , . . .'"
(DC, p. U426) As was mentioned before, Micawber is a father figure to
David, but Dickens would not face this problem from his own real auto-
biographical place in Willdns, Jr, Dickens's parents were Micawber-
style people, although nis father was actually a hard worker, and the
disorganized mess that he describes in the Micawber household repre-
sents that which caused Dickens to be obsessed with order and cleanli-
ness in his own household. Orwell complains that the Micawbers are
inconsistent, 138 but perhaps the Micawbers themselves in their ambigu-
ities and the reactions to them by Dickens and his other characters
would be better described as simply human nature.

The desire for the genteel style and manner led Dickens's father
to observe on going into prison (in the words of Micawber): "!Annual
income twenty pounds, annual expenditure nineteen nineteen six, result
happiness. Annual income twenty pounds, annual expex-lditure twenty
pounds ought and six, result misery.'"'(DC, p. 182) 1In Dickens's later
darker novels he doubts that this pervasive influence of gentility can
be escaped., His vision g;‘adually gave up on the new powerful middle
class, and the strength that he knew he had used to pull himself up in
the world loses its value when the only goal is gentility.

The power of David Copperfield, says Engel, comes from the poign-

ancy of caution, limitation, and defeat rather than from the surface

theme of prudence.139 This power is the forewarning of his future dark

138 Orwell, "Charles Dickens," Discussions, pp. Lo-42,

139 gnge1, p. 152.
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novels, But unfortunately Cockshut is correct about David Copperfield

when he says that Dickens was "moved successively or even simultaneously
by a desire to be admired for his extraordinary triumph over circum-
stances, a desire to be pitied as a childish outcast, and a desire to
appear as a gentleman to whom education and literary culture came as a

140 ,
birthright.® In David Copperfield Dickens cherishes his own genteel

- pretensions, but the four novels that come between the end of David

Copperfield in 1850 and 1860 when he wrote Great Expectations give him

more insight into the insidious quality of those false social values

that the social half of his personality wanted but from whose ugly

personal and social results his artistic vision recoiled in fear and

indignation.

STAGE THREE:

BLEAK HOUSE TO OUR MUTUAL FRIEND -

Dickens's last group of novels from Bleak House begun in 1852 until

his last complete novel Our Mutual Friend finished in 1865 are commonly

referred to as his dark novels. His contemporaries and those many
readers who valued his bubbling humor above all else rejected these
novels as inferior works because of their dark quality. Actually they
contain the important work of Dickens's maturity as an artist and in the
Dickens revival of the last twenty years these novels have been ac-
claimed, while, unfortunately, the earlier novels ha.\(e been ignored.

Dickens's work taken as a whole shows his growth in understanding human

140 Cockshut, p. 116,
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nature and society. It shows the thematic unity of the conflict between
gentilesse and gentility. The later novels are darker as gentility's
power increases and Dickens's optimism decreases. In these later novels
Dickens shows the pervasion of the entire society by gentility and the
ugly consequences these false social values produce for humanity.

In the later 'forties, according to House, Dickens's vision grew
from the merely personal and domestic towards an understanding qf the
Ul

complicated interaction of countless social forces," Because the
power to change society was sapped from the single individuval Dickens
was forced to conclude that the extent of gentilesse would be found in
isolated individuals doing good as ‘mch as they could in their owm
small worlds. And even these individuals would not find it so easy to
be good as it appeared in the earlier Dickens vision., Even these gen-
tilesse characters were not immmne from the moral disease of gentility
and its social symptoms. In the later novels Dickens sees what Engel
calls a "pervasive and blighting spiritual disorder, wlli2 Ford says that
the closer Dickens got to the "Dark Tower itself" the stronger and more
pervasive he saw the forces of society that his novels were exposing.nd
George Bernard Shaw particularly admired Dickens's work and his
statement about what Dickens discovered in his society is very pene-
trating. Shaw said that Dickens had found " that it is not our dis-

order but our order that is horrible; that it is not our criminals but

U2 Engel, p. 189.

L3 Ford, Readers, p. 85.
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our magnates that are robbing and murdering us."mh In spite of the
specific criticisms that Dickens includes in every novel, the result is
universality., Orwell said that because Dickens did not see the answer
as a mere change of shape, the very '*vagueness of his discontent is ttlxe
mark of its pemanence."u‘s Dickens was not a philosopher. He depended
on his intuition and insight; the result, says Johnson, is "a sharp in-
telligence which pierced through the complexities of the social scene to
a comprehension of its shocking realities that was essentially 1;1'1.1e."]'h‘5
?'.':_ This essential truth can be found in Dickens's most grotesque characters,
in his simplifications and his ambiguities, in his personifications

of values, and in his demonstration of the necessity of the gentilesse
qualities in a world bent upon suppressing them,

| Dickens's social criticism was usually a moral admonition to in-
dividuals to see what was around them, to feel with their fellow men,

';“ to touch and taste and listen to the mass of humanity that made up their
community and then to act--to act with their natural human goodness
v‘f_rather than with the cruelly indifferent "surface" that society de=-

{ii:; manded., Dickens admonished by demonstration. He demonstrated the mud-

dle of the courts, the barrenness of the extremely utilitarian philos=-

by Shaw quoted in Ford, Readers, p. 235.

15 Orwell, "Charles Dickens," Discussions, p. Lk.

Lo Edgar Johnson, II, 1128,
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Dickens better than that an evil was an old evil, that Parliament had
tinkered with it and failed to cure it, that there had been a Committee
of Lords about it, that a Board or a set of Honourable Cormmissioners
had been appointed to inquire into it and report on it, that papers
about it had been through and through the Circumlocution Office, ac-
cwmlating Barnacle instructions How Not To Do It."lh?
The first old evil that Dickens set upon in his dark period was
the Chancery Court and with it the responsibility and interconnection of
humanity, 1In Bleak House the entire nbvel's vast and complicated struc-
ture is in itself a demonstration of the inevitability of interconnec-
tion between all levels of the society., When Stevenson objects that
"real life is never so tidy,"lb8 he is showing insensitivity to the
theme, which he wants to take the form of a story plot. Donovan is much
closer to the "plot" when he describes it as a progressive discovery of
patterns and relationships uniting the characters.lh9 Edmund Wilson
says that it represents a new literary genre, "the novel of the social

group."lso (Stevenson says that it is the "first detective novel,"
3130.151) The social group contains representatives of all social
levels, from the aristocrat, Sir Leicester Dedlock, to the animal-like

crossing sweeper Jo. Dhickens's theme is the brotherhood of man and the

L7 House, p., U5.

118 Stevenson, The English Novel, p. 298.
L9

Donovan, pp. 223, 227.
150 E4mind Wilson, p. 3k.
151 Stevenson, The English Novel, p. 298.
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necessary responsibility connected with it. His warning is, "If people
are not related morally, they will be related amorally in a vast des-
tructive process."

Some of the symbolism is based on the theme of isolation and dis-
integration that is opposed to connection and groﬁth. In Bleak House
no one can see; the atmosphere is opaque and all eyes are turned in-
ward. Everything and everyone are falling apart, disintegrating, de-

composing., The government and its system of "justice" is cheating its

‘f' supplicants or ignoring its responsibilities. As far as the govern-

ment is concerned Jo does not exist and the Chancery Court seems to be
.deliberately driving its dependents mad. Taken down to the individual
level Dickens shows individuals ignoring their responsibilities, usually
for very genteel reasons: Lady Dedlock abandons Esther, Mrs. Jellyby
ignores her household, Mr. Turveydrop selfishly consumes his child's
existence. Set against this isolation and alienatiog are the gentilesse
connections of responsibility and love, As usual Dickens brings his
social criticism down to the individual moral level. He dramatizes the
theme. .

The parent-child relationship is important as it always is in
Dickens, especially here because it shows the natural human need for the
gentilesse qualities of love and responsibility in parent figures, pub-

lic and private. The largest social parent role is taken by the govern-

ment and its representative, the Lord Chancellor's Cqurt, which was

152 Miller, World of His Novels, p. 209.
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originally designed to protect widows and orphams.ls3 The court is
literally the father-guardian of Richard Carstone and Ada Glare and
holds the lives of many other suitors in its hand, "This is the Court
of Chancery; which has its decaying houses and its blighted lands in.
every shire; which has its worn-out lunatic in every madhouse, and its
dead in every churchyard; which has its ruined suitor, with his slip-
- shod heels and threadbare dress, borrowing and begging through the
round of every man's acquaintance . . . ." (BH, p. 37) The court is
the largest dramatization of this abnegation of responsibility and its
: results. Justice is forgotten; people are forgotten. Here again, as

in Pickwick, the law is playing its game, but here no one goes to jail

' 1
. which stands, according to Van Ghent, as the father of Jo. Sk "As, on the

- ruined human wretch, vermin parasites appear, so these ruined shelters
]

~ walls and boards; and coils itself to sleep, in maggot numbers, where

';:trhe-rain drips in; and comes and goes, fetching and carrying fever, and

4
i

- down to Zoodle, shall set right in five hundred years-~though born ex-

153 Donovan, p. 213,

Al Van Ghent, "View from Todgers's," p. 33.
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Gentilesse responsibility is the individual, personal, moral
responsibility. Van Ghent says that the theme and structure are unified
when "the woman who has denied her child [Lady Dedlock] and the diseased
boy (Jo] to whom society has been an umnatural father are laid side by
side in the same churchyard to be consumed by the same worms, physical
- asserting the organicity which moral nature had revoked,"l>”

The personal responsibility theme underlies the entire book: personal

f,: ‘responsibility, interconnection, brotherhood, the unity of all of soci-

. ety.

Angus Wilson says that Dickens shows society on all levels as made
up of "little knots of self-regarding and therefore trivial-minded in-
dividuals, each neglecting the family or persons dependent upon him,
aa the ruling classes do the people of England. w15 Dickens is especrial-v
"IA" ly angered by middle-class genteel ignorance and neglect, because that
ciass is simply creating an artificial barrier betwee.n itself and its
origins, Mr. Snagsby did not know that Tom-All-Alone's existed until he
was led there by Bucket and Tulkinghorn. "Between his two conductors,
'~I(r Snagsby passes along the middle of a villainous street, undrained,
_'{imventilated, deep in black mud and corrupt water . . . and reeking with
B Such sme1ls and sights that he, who has lived in London all his life,
Can scarce believe his senses." (BH, p. 349) Mrs. Jellybsr does not know
that her husband and children exist because her eyes have "a curious

 habit of seeming to look a long way off. As if . . . they could see

155 Van Ghent, "View from Todgers's," p. 3l.

ap6 Angus Wilson, VWorld of Charles Dickens, p. 233.
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nothing nearer than Africa!" (BH, p. 71) This genteel, and also im-
perial, habit of bearing one's burden as far away from home as possible
aggravated Dickens very much. Jo could sit on the very doorstep of
this genteel form of charity and be ignored.

He (Jo] is not one of Mrs Paradiggle's Tockahoopo Indians;
he is not one of Mrs Jellyby's lambs; being wholly uncon-
nected with Borrioboola-Gha; he is not softened by dis-
tance and unfamiliarity; he is not a genuine foreign-
grown savage; he is the ordinary home-made article. Dirty,
ugly, disagreeable to all the senses, in body a common
creature of the common streets, only in soul a heathen.
Homely filth begrimes him, homely rags are on him: native
ignorance, the growth of English soil and climate, sinks
his immortal nature lower than the beasts that perish.
Stand forth, Jo, in uncompromising colors! From the sole
of thy foot to the crown of thy head, there is nothing
interesting about thee. (BH, p. 685)

In spite of this at least Mrs. Jellyby neglects her responsibilities for

5; something, however remote. Mr, Turveydrop is perhaps even worse because

he is the parasite, the "genteelly impoverished and hypocritical wor-

° 157
shipper of the upper classes, a gentlemen's gentleman . « « o" He

~ drains off the labor and energy of his son to maintain himself in a gen-
r i teel style, And worst of all is the carefully planned hypocrisy of

ﬂj Harold Skimpole. He telis Esther: '?You know I don't intend to be re=-
Ei‘sponsible. I never could do it. Responsibility is a thing that has

Fi ‘dﬂays been above me--or below me . . . o' (BH, p. 876) All of these

~ characters are variations on the theme of irresponsibility and neglect--
;{ a negation of the gentilesse qualities.

| These characters are also integrated into the tpeme of decay. The

l‘fhrther away from gentilesse a society gets the more it decomposes. The

157 Engel, p. 123.
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b Bleak House world is in an advanced stage of decay on several levels,
}f',For instance observe Mrs. Jellyby's closets: "bits of mouldy pie, sour
bottles, Mrs Jellyby's caps, letters, tea, forks, odd boots and shoes
of children, firewood, wafers, saucepan-lids, damp sugar in odds and
ends of paper bags, foot-stools, blacklead brushes, bread, Mrs Jellyby's
bonnets, books with butter sticking to the binding, guttered candle-

; ends put out by being turned upside down in broken candlesticks, nut-
_?? shells, heads and tails of shrimps, dinner-mats, gloves, coffee-grounds,
éf—umbrellas.“ (BH, p. L62) Turveydrop himself is held together only with
5 bands and stays. Also Johnson says that "all these people exemplify

X‘ the decay of the lofty principles and noble ideas that they profess,
qf'into irrelevance; flippancy, indifference, selfishness, and ha.tred.”158
?; Mrs. Jellyby and Mrs. Pardiggle represent charity, Chadband religion,
Turveydrop courtesy, Skimpole culture. All have decayed from a gentiles-
:‘ se origin into uselessness and self-serving gentility. Ford makes this
§  comment on the reaction to Dickens's criticism: "Cne of the mysteries of
his reputation is that it was sustained in spite of his biting satire of
T;vVictorian puritanism, and that readers who were under the influence of
fiuthe real-life equivalents of Chadband and Mrs. Jellyby apparently ad-

m . . o 4159
. Mmired the author who made these figures ridiculous.
In 1851 England held the Great Exhibition. In 1852 Dickens wrote

’ﬁ-glgék House in reaction against that genteel self-satisfaction that he

158 Edgar Johnson, II, 768.

159 Ford, Readers, p. 3l.
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- by Lady Dedlock with "natural 'nobility.'"
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middle of government at the level of the individual in the Chancery.léo

Young reports in Victorian England: "'There have been at work among us, !
a Nonconformist preacher told his ﬁeople, 'three great social agencies:
the London City Mission; the novels of Mr. Dickens; the cholera.! Ié “
had never been forgotten: it was always due to return. It came in L8/

161

49 and again in S4.! Dickens looked around at the slums and disease,

remembered the revolutions and cholera of 1843, saw the glass dome of

l_ the Great Exhibition, and exploded over the self-centered, self-satis-

fied, gentility-oriented English people and their ignorance and neglect

“"of the unseen poor and the invisible pestilence.

All of society is shown to be pervaded by this blindness that gen-

- tility requires and the consequent isolation. The only relationships
:; are parasitic. Skimpole, Turveydrop, Smallweed, and Vholes are all

bloodsuckers. Charity is blind; religion is blind; and justice sees all

t00 well that the "law's" side of the balance shall receive all of the

weight. The governments of Coodle, Doodle, Foodle, and Goodle alter-

. nate with Buffy, Cuffy, Fuffy, and Huffy (BH, pp. 197-198) all to no
&f effect,

Dickens seems to be making a special effort in Bleak House to

fj'drématize the ambiguities of life. As Hardy notes, Sir leicester stands

162 lest he sneer too easily

160 John Butt and Kathleen Tillotson, "The Topicality of Bleak

;ﬁ House," Dickens at Work, rpt. in Discussions of Charles Dickens, ed.
 — oadbud,
. William Ross Clark (Boston: Heath & Co., 1561), pp. 60-66.

pol Young, p. 55.

162 Hardy, “Complexity," p. LS.
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at routine and order Dickens presents the reader with Skimpole, who
sometimes talks so well with what Cockshut calls "bogus, informal good

1, «163

that the reader finds himself tempted as Jarndyce was, un-
willing to believe Esther's penetrating analysis because he wants to
believe in Skimpole's childishness as an alternative to the horror
around him, The reader wants to believe that Prince and Caddy will be
happy but their baby is weak: "She is not such a mite now; but she is
deaf and dumb." (BH, p. 925)

The only hope that Dickens shows is found in Esther, Liberated
:' by her illegitimacy from false expectations and forced into full respon-
sibility for her life, she brings order and responsibility and regenera-
Zi<tion into the chaos of the decomposing world, Dickens's vision of the
ﬁ;power of gentilesse against gentility is much darker--only in each per-
i sonal sphere can.any good be done. Dickens's concern is to impress on

9 his readers through the characters that they have other people in their

- spheres; they are not isolated; there are relationships to be acknow-
1 ledged. For Nemo, Coavinses, Jo, Lady Dedlock, as Donovan says, the
ﬁﬁamareness came too late; they were discovered as fellow humzns only
Q;éfter they were dead.léh

Krook, surely one of Dickens's most bizarre characters, dies by

163 Cockshut, p. 129.

164 Donovan, pp. 228-229,
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structure; full of "self-engendered diseases, it will annihilate it-

self by its own corx'uption.“:l'65

Hard Times departs from the panoramic novel style of Bleak House

before it and Little Dorrit after. Johnson calls Hard Times a "morality

drama, stark, formalized, allegorical, dominated by the mood of pierc-
- ing through to the underlying meaning of the industrial scene rather
~ than describing it in minute detail."166 Ironically Dickens uses, the

“1 rural symbolism of sowing, reaping, and garnering to show that even in

His attack on Utilitarianism is an attack on the calculated, statistical
view of life that results from the theory. The philosophy of hard

" : 2 "167
- inhumane spirit of Victorian materialism.

F. R. leavis in The Great Tradition proposes that Hard Times is

Dickens's only serious work of art; 168 his analysis of the novel is use=-
‘ 169

165 Edgar Johnson, II, 781.
166 gagar Johnson, II, 803-80k.

167 Edgar Johnson, II, 809.
168

169

leavis, p. 227.

Engel, p. 175.
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but not of the northern industrial centers and their commnity life,
Consequently his view of the worker as Stephen Blackpool and of the
labor organizer as Slackbridge, ané especially his understanding éf how
the workers and new unions were related was very weak. Dickens does
his best when he lets his observation of human nature take ovef.
Dickens was a self-made man, a Victorian success story and an ex-
ample of self-reliance, but even so he could see the inherent problems
in this virtue of extreme individualism. Mr. Bounderby is derided for
being a self-made man who wishes to be thought more self-made than he
really is., He and Mrs, Sparsit represent, according to Wilson, the
"alliance between wealth and birth"17o and their relationship shows the
patronizing powef of money, this time not even to imdtate the outward
cultural and physical assets, which Arnold recognized as the strengths
of the "Barbarians," but to emphasize the self-made man's rejection of
what might be "fanciful" or useless and to emphasize the power of money
to control everyone, even though it was made by the man from the gutter.
Bounderby even tells Stephen, an ordinary worker, "You are not to sup-
! pose because she keeps my house for me, that she hasn't been very high
Ei Up the tree--ah, up at the top of the tree!" 17 ppig pride in brute
! inﬁumanity coupled with Bounderby's gloating attitude toward traditional
cultural refinements reflects a vulgar self-satisfied attitude which

Dickens disliked in the middle class. Even though Dickens obviously

L9 Angus Wilson, World of Charles Dickens, pp. 239.

DL Giarles Dickens, Hard Times (Greenwich, Connecticut: Fawcett

=t

- Publications, Inc., 1966), Ds 90, Subsequent references appear in the
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feared the effect of the union, as shown in Slackbridge, whom George
Bernard Shaw calls "a figment of the middle-class imagination, w172
Bounderby clearly shows the common calloused industrialist's laisgsez-
faire attitude toward his "'Hands'e-a race who would have found more.
favour with some people, if Providence had seen fit to make them only
hands . . . ." (HT, p. 83) This dehumanization and the self-satisfac-
tion of the dehumanizers is to Dickens just another example of the
greed and inhumanity which was rationalized and justified by the Ben-
thamite theories.

These Utilitarian theories are shown to have corrupted Mr, Grad-
grind, who is basically a good man as shown by his taking Sissy into
his home, But he has allowed himself to believe in all of the theories
without further examination of what happens in practice. As Hardy says,
in the case of Gradgrind and Bounderby ". . . the caricature is what the

173 Gradgrind, like

Character, in the fullest sense, has made itself."
Dombey, is changed by his own acts; he sees what he is through his
doubles in Bitzer and Tom and through his opposite in S:i.ss:)r.:!"nl Dickens
favored those aspects of Utilitarianism which produced reforms in law,
sanitation, and housing, which were impatient with muddle and neglect,
and which had only contempt for social pretension, but he saw the con-
i1z George Bernard Shaw, "Introduction to Hard Times," rpt. in
Charles Dickens ‘Hard Times': An Authoritative Text: Backgrmmds,

SOurces, and Contemporary Reactions: oriticism, ed., George Ford and
Sylvere Monod (New York: Norton & Co., 1960), p. 337.

173 Hardy, "Complexity," pp. 4,9-50,
17k Hardy, Moral Art, pp. L2, L3, sk,
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~tradiction in Utilitarianism--"a compound of rationalism and laissez-
faire economics, in spite of the substantial contradiction between an
appeal to general utility and a recommendation of non-interference."175
Although Dickens perceived the contradiction in Utilitarianism, Zabei
notes that he was never a philosopher or theorist of any kind: "He
was a man of imagination, a dramatic novelist."176 He asserted personal
experience and human connection--the necessity of seeing as well as
thinking, of empathetic gentilesse feeling as a prerequisite to philos-
ophizing,

Again in Hard Times Dickens shows the child as victim--the natural
human goodness corrupted by the false social values., Young writes that
'England was becdming aware of the meager tradition found in her power-
ful middle class, Schools were turning out what "could fairly be
described as the worst educated middle class in Europe.u177 The Utili-
tarians had eliminated all non-factual material as not useful, 'tFacts
alone are wanted in life,ft' (4T, p. 25) says Mr. Gradgrind to his school-
master., The result is dr?matized by Dickens in several varied char-
acters, Bitzer rationally explains to Mr, Gradgrind when he is going to

turn Tom over to the authorities, 't. . . the whole social system is a
QﬁestiOn of self-interest. . . . I was brought up in that catechism

when I was very young, Sir, as you are aware.'! (HT, p. 292) Gentility

175 Williams, "Social Ideas," pp. 89-90,

176 Zabel, Craft and Character, p. 55.

177 Young, pp. 87-69.
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is always based upon what the genteel person supposes is his self-
interest; it is gentilesse that considers others. The result of the
lack of all humane gentilesse relationships is shown in Louisa and her
relationships to her father, her brother, and her husband. She feels
the need for love but does not kmow how to love » except in the masoch-
istic relationship with her brother., She can only use and be used, and
Tom Gradgrind is a user who gladly takes advantage of her confusion for
his gain. An important part of the gentilesse concept for Dickens is
the natural, spontaneous kindnesses and good humor of his gentilesse
characters. Gentility which concerns itself only with egocentric and
self-serving actions is abhorrent in all its variations.

As examples of the gentilesse "wisdom of the Heart" (HT, p. 232),
Sissy and the Horseriding are not as subtle as they could be and the
theme is bluntly expressed by Sleary: !'People mutht be amthed.'! {HT,
Pe 297) Dickens does not give himself room to be amt;iguous in this
novel, but he does see the Horseriders for what they are realistically:

They all assumed to be mighty rakish and knowing, they were

not very tidy in their private dresses, they were not:, at all

orderly in their domestic arrangements, and the combined

literature of the whole company would have produced but a

poor letter on any subject. Yet there was a remark?.ble gen-

tleness and childishness about these people, a speclai!. in-

aptitude for any kind of sharp practice, and an untiring

readiness to help and pity one another, deserving often of

truction
as much respect, and always of as much generous cons >
as the ever?-das,r virtues of any class of people in the world.,

: (El:s P. 57)
':: In spite of their faults they represent a good commnity of people who
: are involved with each other, of people who care for each other, who

5
i

~ have a common goal in their "act," and who each have a place and a role

Ti{f in their society, The use of art as simply amisement is a weak spot in
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Dickens's dramatization, but he is trying to show that the intuitive
quality of the gentilesse life is necessary and must be used as a
fertilizer to "make a deadened, materialistic world flower é.gain.“lw
Laughter is healthy., Johnson considers the position of the circus
folk and Sissy as a symbol of art, "and their position in the eyes of
Mr, Gradgrind and Mr., Bounderby implies the position of art in Vic-
torian England, just as Gradgrind and Bounderby themselves symbolize
the orthodox respectability of that society. For them, art is r;educed
to the status of mere entertainment, and the artist is a useless

. Bohemian of dubious respectability, whose work they frowvm on as frivo-
lous and wasteful, utterly valueless for the utilitarian calculus.“l79
Perhaps Dickens is showing most of all that even at the lowest level of
art, as simply entertainment, it is a valuable and necessary, though
non=-factual, ingredient in a complete wisdom of both .head and heart.,

As Mr, Gradgrind confesses to Louisa after her life has been wrecked
before his eyes, '!Some persons hold . . . that there is a wisdom of the
Head, and that there is a wisdom of the Heart. I have not supposed so

e ¢« o o I have supposed the head to be all-sufficient. It may not be
all-sufficient; how can I venture this morning to say it is!'' (HT, p.
232) The false social values in this utilitarian society kill gen-
tilesse by requiring proof of its usefulness and then rejecting the only

evidence it can offer--wisdom of the Heart,

e Angus Wilson, World of Charles Dickens, p. 15.

179 Edgar Johnson, II, 813.
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Hard Ziggg is an un-Dickensian book. It has the necessary char-
acters and message, but Dickens did not give himself room to explore
all of the nooks and crannies. The blow was not for the worker as much
as against the oppressing, suffocating, polluted climate of Victorian
greed--the inhumanity of man, The aristocrat Harthouse supports this
climate with his bored indifference, and the cinder piles of Parliament
where Gradgrind labors are worse than useless to the humanity of Coke-
town., The humanity disappeared into the 'hands" and the factory has
come alive into the "painted face of a savage," "interminable serpents
of smoke," and "an elephant in a state of melancholy madness." (HT,

P. LL4) The current socially acceptable theory has created a monster
and Dickens lashes out at it., Raymond Williams in his Introduction to
Hard Times says that Dickens then leaves this negative reaction for the

creative exploration of the human problem in Little Dorrit. Neverthe-

less, Hard Times does show in his simplest terms that Dickens is more

than an ente;tainer. It helps the reader see '"the impassioned and
original artist who was tpe first and is still in many ways the greatest
novelist of our urban and industrial civilization and crisis."180

The prison of the mind and the city, the labyrinths, the confusion,

the hugged pain, the hypocrisy, the self-serving of the mind permeated

by the poisons of false social values are central to Little Dorrit. The

city, the government, the society, and the individual mind are prisons

180 Raymond Williams, "Introduction," Hard Times, Charles Dickens
(Greenwich, Corn.: Fawcett Publications, Inc., 1966), p. 2l.
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and the key is only found in that natural human goodness, the gentilesse
that Little Dorrit is able to retain even though she is an adult, Her
littleness is probably an extra sign of her childlike retention of
natural gentilesse. Around her Dickens arranges labyrinths of inpri;
soning values and attitudes toward the self. Edmund Wilson says, "The
implication is that, prison for prison, a simple incarceration is an
excellent school of character compared to the dungeons of Puritan the-
ology, of modern business, of money-ruled Society, or of the poor peo-
ple of Bleeding Heart Yard who are swindled and bled by all of these."lel
The Marshalsea was not a debtor's prison when Dickens wrote Little
Dorrit, (the laws which imprisoned people for debt were repealed finally

182,

in the 1860s™°°) because for all practical purposes imprisonment for

debt had ceased, Little Dorrit is not a reform novel. The problem is

exactly that merely doing away with the prison building can never end
imprisonment, Imprisonment is worse for those not in the prison build-
ing. The prison of the mind will hold Mr. Dorrit no matter how far he
travels or how much money he has. Just as it controls Mrs. Clennam in
her religion, Miss Wade in her hatred and self-pity, Mr. Gowan in his
‘genteel "superiority,” it will control virtually all of the characters
of the novel in one way or another. The mental bonds of the upper
classes are even worse than those of the lower whose bonds are often

only physical, Trilling thinks that this novel says more about the es-

sence of society than any other novel of Dickens's. "It is about society

181 gymund Wilson, p. 55.

362 Collins, p. 139.
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in relation to the individuwal human will, “183

Engel says that the reality-illusion ambiguity fills the book. i

Genteel society is concerned with the maintenance of illusion. Mrs.
General is the Dorrits' answer to society's demands. Her job is to pro-
- mote the "formation of a surface." (LD, p. 530) It is her theory, as
well as that of genteel society which she represents, that !!'Nothing
disagreeable should ever be looked at . . . . A truly refined mird will
seem to be ignorant of the existence of anything that is not perfectly

proper, placid, and pleasant.f' (LD, p. 530) Little Dorrit is about the

"11lusions of gentility, and the self-protecting illusions cultivated by
gentility. w185 Mr. Dorrit is the plot's central victim and victimizer
in this pretense; The Father of Marshalsea is simply a parasite, who
takes what he can get from whoever will be tricked by his own respect
for the illusion of gentility into depriving himself for Mr. Dorrit's
sake, Dorrit allows himself to look upon the charity of others as his
right as a genteel person, The same attitude toward the rights of the
upper class is seen in Henry Gowan, Blandois, and the Barnacles. The

real rub is that those oppressed are taken in and themselves assume that

 this is a reverence they owe to their betters.

Johnson says that what Dickens is trying for in Little Dorrit is a
symbol of the condition of England. Dickens was more and more skeptical

of this system that was so resistant to useful change. "England was in

183 Trilling, p. 93.
18L Engel, p. 126.

185 Bngel, p. 129.
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the hands of Sir Leicester Dedlock, Boodle and Coodle, Mr. Dombey, the
Tite Barnacles; worse still, of Mr. Gradgrind, Mr. Bounderby, and Mr.
Merdle; and worst of all, England abased itself beneath their i‘ee'l;."186
Worst of all was that the prisoners allowed Mr. Dorrit his pretension;s ¥
that Meagles admired the Barnacle family, that Blandois could exist on

his illusion of gentility alone. In Little Dorrit Dickens examines the

condition of England and offers a solution only to the individual who
is willing to love and be loved as his "best self, «187 the gentilesse
self, |

Fanny is her father's girl. Gentility and the proper appearance
govern her manner and any affront to that necessary illusion earns her
undying revenge. She marries Sparkler to revenge herself on his mother,
Mrs, Merdle who is the very embodiment of proper society. But this same
social maladjustment can be seen on all levels; it i:elongs to no class.
Society worships itself, as Mrs. Merdle makes clear to Little Dorrit
coﬁceming t¢the impossibility of the Society in which we [the Merdles]
moved recognizing the Society in which she [Fanny] moved . . . we should
find ourselves compelled to look down with contempt . . . to recoil with
abhorrence. ' (LD, pp. 287-288) uCompelled"—=Society compels us. Mr.
Merdle, speculator and gentleman (as long as he is rich), bought this
bosom to hang jewels on. "The bosom [Mrs. Merdle] moving in ‘Society with
the jewels displayed upon it, attracted general admiration. Society ap-

proving Mr Merdle was satisfied., He was the most disinterested of men,e-

186 Edgar Johnson, II, 858,

187 Arnold, p. 52k.
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did everything for Society . . . ." (LD, p. 293) Mr. Merdle is frighten-
ing in this respect because he shows the passiveneés and almost inno-
cence of a man controlled by Society. He lives in the society of Bar,
Bishop, Treasury, Horse Guards, Physician--no one is human; the only
value is Society itself. At Merdle's dinners "Society had everything it
could want « . . . It had everything to look at, and everything to eat,
and everything to drink. It is to be hoped it enjoyed itself . .., ."
(LD, p. 295) Merdle quailed before his butler, but Society demanded him.
He hated his parties and ate almost nothing, but they were required.
Meanvhile he continually appeared to be taking himself into custody and
finally had to borrow a penknife to kill himself. His butler did not
approve=--115ir, ﬁr Merdle never was the gentleman, and no ungentlemanly
act on Mr Merdle's part would surprise me.'' (LD, p, 774) Suicide was
not gentlemanly; robbery and forgery were nothing if unobserved on the
surface, but suicide was bound to be observed and so was unforgivable,
Government is a haven for the gentility attitude. One of the small
events in Londoﬁ is the ipjury'of Cavalletto--a reinforcement of the
"terrible, destructive blamelessngss of-Government."l88 Representing

government in lLittle Dorrit is the famous Circumlocution Office--*gen-

tidity institutionalized.“189 In every book, as Zabel notes, Dickens
has attacked legalized incompetence, inertia, hypocrisy, and do-nothing-

ism..l90 The Circumlocution Office is his masterpiece of governmental

188 Cockshut, p. 145.

i Engel, p. 130,

150 zapel, Craft and Character, p. L6.
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satire, C. P, Snow in his essa:,; “Dickens and the Public Service" goes
about carefully showing that Dickens exaggerated and in some cases per-
haps did not realize that it was as bad as it was,191 but this is not
the point after all. Dickens has created in the Circumlocution Office
a universal dramatization of a bureaucracy, and Dickens's criticism of
the Barnacles as the aristocracy and the controlling class is as impor-
tant as his criticism of the Barnacles as expert bureaucrats. The
Barnacles have a right to these offices. Mr. Gowan as a relative has a
right to a position and cannot understand why he should not be given
one, As Trilling says, "From his mother . . . he [Gowan] has learned
to base his attack on society upon the unquestionable rightness of
wronged gentilit&.“l92

Dickens's attitude toward Meagles is important. The Meagleses have
many gentilesse qualities but, as Edmund Wilson sees, '"the smugness and
insularity, even the vulgarity; of the Meagleses is felt by Dickens as
he has never felt it in connection with such people bei‘ore."193 In Mr.
Meagles's condescension toward Daniel Doyce and in his admiration for
the genteel connections of the Barnacle family, Dickens sees a perplex-
ing problem--"whether there might be in the breast of this honest, af-
‘ féctionate, and cordial Mr Meagles, any microscopic portion of the mus-

tard-seed that had sprung up into the great tree of the Circumlocution

2} C. P. Snow, "Dickens and the Public Service," Dickens 1970, ed.
Michael Slater (New York: Stein & Day, 1970), pp. 127-140.

193 Edmund Wilson, pe 7.
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Office,." (E), P..238) This is a serious sign of the tainting power of
gentility and in Dickens's last complete novel Mr. Meagles will be
boiled down to Mr. Podsnap.

Gowan and the many other status seekers "are confirmed in their
lives by self-pity, they rely on the great modern strategy of being the
insulted and injuned."]'9h Mr. Dorrit is injured by lLittle Dorrit's
failure to form a suitable surface; Fanny is insulted by her sister's
lack of "self-respect . . . and becoming pride." (LD, p. 289) Char-
acters are shown to prefer their prisons, As the doctor said when
Little Dorrit was born, the prison is freedom from care and debts; it is
peace from the hurry and anxiety of the responsible life. (LD, p. 103)
The mental prisoh can be chosen, too, Mrs, Clennam chooses her prison
voluntarily. The prison of her room is a kind of perverted payment for
nisdeeds that only she knows about. Her religion is the religion of the
Murdstones, a religion of the 0Old Testament used for self-justification
and "to indulge in all the arrogance and self-righteousness in the iden-
tification of personal desires with the will of God."lg5 During most
of the novel Arthur Clennam has a weak will because his mother drove
his will out of him. But even that mild, weak will is stubbornly sure
Of some evil somewhere and refuses to be drawn back into the family

business. Trilling says that by using characters like Mrs. Clennam,

Mr. Dorrit, Henry Gowan, and Miss Wade in Little Dorrit Dickens antici-

194 1ri114ng, p. 97.
195 House, p. 122.
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pates Freud's theory of neuroses.196 These neurotic characters and the
insight Dickens shows in his observation of each special set of char-
acteristics is amazing to the post-Freudian reader. He examines through
them how gentility, social approval, and individual moral approval of
oneself work on the minds of the characters. Even Little Dorrit herself
is tainted with Mrs, Clennam's disease when she confesses that she can-
not see why her father should repay his debts on the basis that he has
"paid" them by being in prison,

In the character of Blandois, Dickens adds the final complication
.of the prison theme, The prison, which Trilling describes as "the
practical instrument for the negation of man's will which the will of
society has contr;ived,"l97 is shown to be necessary for the protection
of the community from Blandois. But Blandois is also shown to be a
personification of the self-justification of society itself: ttSociety
sells itself and sells me: and I sell Society.'' (LD, p. 818) Blandois

is a gentleman, a word which recurs continually in Little Dox'r'n'.t.l98

He is the embodiment of Society's defense of itself. Trilling says,
", . . the devilish nature of Blandois is confirmed by his maniac in-
sistence upon his gentility, his mad reiteration that it is the right
| ana necessity of his existence to be served by'others."199 Service by

others is the code of gentility; service of others is the code of

196 Dri11ing, p. 95.

197 pri11ing, p. k.

198 Miller, World of His Novels, p. 229,

19 rrilling, p. 9.
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gentileése.

Marseilles, the Marshalsea, the Monastery, the Circumlocution Of=-
fice, the mind--each is a prison. George Bernard Shaw called Little
Dorrit more seditious than Das ga_xgital.goo Dickens had lost faith m
his entire social and governmental structure. Nothing worked anymore.
Humans themselves had chosen to alienate themselves from what Miller
calls the '"kernel of authenticity" represented bjr the gentilesse of
Little Dorrit and had chosen "to live as pure self-seeking, illusion,
201

surface, convention, what Dickens calls 'varnish,'"

One of the original titles for this novel was Nobody's Fault s which

was Dickens's ironic comment on a society in which it is Everybody's
Fault. The only answer to this genteel society can be found in love and
giving, not withdrawal. In the end Dickens makes no other comment but
that Little Dorrit and Clennam go into a life of usefulness to others
who cannot acknowledge the giving in any proportion to what they receive.
"They [Little Dorrit and Arthur] went quietly down into the roaring
streets, inseparable and blessed; and as they passed along in sunshine
and shade, the noisy and ;;he eager, and the arrogant and the froward and
the vain, fretted and chafed, and made their usual uproar." (LD, p. 895)

The theme of rebirth or resurrection is an important one in both

A Tale of Two Cities (1859) and Our Mutual Friend (1864-65). In the

200 Goorge Bernard Shaw, "Foreword to the Edinburgh Limited Edition
of Great Expectations,” rpt. in Charles Dickens: A Critical Anthology,
ed. Stephen Wall (Baltimore, Md.: Penguin Books, Inc., 1970), p. 290,

201 i33er, World of His Novels, p. 239.
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first the theme has clearly divided the social implications of rebirth
by revolution and the personal implications in the spiritual rebirth of

Carton and to a lesser extent of Doctor Manette. Unlike % Mutual

Friend, A Tale of Two Cities concentrates on gentility as a rather im-

personal cause of the revolution. The major characters do not find it

in themselves as they do in Little Dorrit or Great Expectations. Car-

ton's problem is a lack of purpose and an assumed cynicism tc¢ hide his
discomfort with himself. In the minor English characters Dickens does
get in some of his usual criticism of the peculiarly English patronizing
hypocrite in the character of Mr. Stryver, the lawyer who rises to be a
rich man by picking Carton's brains, In Miss Pross and Jerry Cruncher,
the "resurrection man," Dickens shows the peculiarities of the English
personality with a gentle humorously satiric voice. But the real moral
criticism is aimed at the reasons for the French revolution and their
counterparts in England. Before Dickens goes to the .French society, he
makes a few observations on the English., He describes 0ld Ba'iley and
its pillory, its whipping post, and blood-money, "another fragment of
ancestral wisdom," and then says "Altogether, the Old Bailey . . . was
a choice illustration of the precept that ‘whatever is, is right'; an
a.phorism that would be as final as it is lazy, did it not include the
troublesome consequence, that nothing that ever was, was wrong. "

Then he proceeds to dramatize the grievances of the French poor against
the genteel aristocracy in France, But though Dickens could understand

202 Gy arles Dickens, A Tale of Two Cities (New York: Dell Publishing
Co., Inc., 1963), p. 83. Subsequent references appear in the text as

TIC.
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and dramatize vividly the indigﬁities and cruelties suffered by the
starving poor, he could not see any final social redemption in the
revolution, Both the gentility and the peasants, as Wilson notes,
exalt class; no one shows a sign of the religious or philosophic ethic
needed to recreate a coxurrmm’.tz,'.zo3
The moral commentary for the individual is based on the division
of one man into two--Darnay and Carton, Carton, Stevenson says, is a
realistic portrayal of a drunk and a cynic.zoh But the real theme of
the book and, as Wilson puts it, in the middle of the '"great public
event of his era" is the theme of "private remunciation and private
lcve"zus-o-Carton’s love and renunciation of it to save Darnay for the

woman they both ioved. A Tale of Two Cities was written soon after

Dickens separated from his wife in 1858, His personal life was in some
disorder. No doubt he dramatized some of his conflicting emotions and
ways of looking at himself in his Darnay-Carton combination. In Carton,

. 2
Miller says, is seen "the act of self-sacrifice from the inside,"

later in Our Mutual .h'ienq Dickens was able to put the resurrection
theme into single individuals by using the river in all its symbolic
possibilities for water, rebirth, and drowning.

Zabel describes Dickens as a restless man in a restless age, trying

to mediate "between tyranny and anarchy, the dead past and the violent

203 Angus Wilson, World of Charles Dickens, p. 262,
204

Stevenson, The English Novel, p. 33k.

205 Angus ¥ilson, World of Charles Dickens, p. 268.

206 Miller, World of His Novels, p. 2L8.
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future," whose images were an alteration "of stagnation and ferment, of
captivity and violence, of the Dead Hand and the Incendiary Torch."207

In A Tale of Two Cities Dickens combines a personal study of the piace

of love and sacrifice in a private world and a social study of the re-
sults of the complete loss of love and commmnity in the social world.

In Little Dorrit he dramatized how gentility works on the mind; in A

Tale of Two Cities he dramatizes the result of this genteel division--

the vengeance of that part of humanity upon whose backs the other half
rose and who have only received the genteel boot for their miseries.

Then in Great Expectations Dickens produces one of his most fruitful

studies of the temptations of gentility. In a book that parallels

David Copperfiel& in many ways, Dickens tries to anmalyzc the mental

and spiritual education of Philip Pirrup. Dickens tries to discover
how he and Pip had been lured by gentility only to find that the hollow
appearance had cruel and inhuman consequences,

Great Expectations is bound together by a large scale, insistent

analysis of Dickens's soc.’!.ety. Barbara Hardy writes of Great Expecta-
tions that: ". . . we have to feel that workhouses, slums, filthy
graveyards, poverty and servitude are all related to each other, and are
pehnitted and created by stately homes, comfortable living, ceremony,

wealth and privilege, which are also all related to each other."zo8

207 2abel, Craft and Character, pp. 20-21.
208

Hardy, later Novels, p. 12.
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Dickens shows the immorality and crime in the nineteenth century's
favorite dream2o9 of comfort and even ostentation at the expense of the
lowest c.'!.a.sses,zlo by taking the reader down from the rarified atmos-
phere of abstract institutions to what Van Ghent calls the reactions of
Everyman in Pip;2u to the individual as he goes in and out of the soci-
ety Dickens created for him; to "an England rotten with greed, hypocrisy,
status-seeking, inhumanity, red tape, and garbage;"2]'2 to the exposure
of the criminal overtones of wealth and position; 215 to the concrete
example of the abstract truth.

Dickens carefully prepares Pip for his later reaction to his ex-
pectations by providing him, as Engel notes, with Mrs, Joe who sancti-
fies property, MIechook who is even more idolatrous, and Miss Havi-
sham who is a "nightmare of property. “2lh Then Pip is exposed to
Estella who infects him with the disease of shame and contempt. (GE,

P. 57) These characters bring out dispositions in Pip which are trans-
formed into reality by his expectations. Pip is first formed by this

class-consciousness which begins his deterioration, He had believed in

209 Julian Moynahan, "The Hero's Guilt: The Case of Great Expecta-
tions," Essays in Criticism, 10 (January 1960), rpt. in Discussions of

Charles Tickens, ed. William Ross Clark (Boston: Heath & Co., 1961),
p. 1.

210 Edgar Johnson, II, 989.
e Van Ghent, The English Novel, p. 133.

212 (1ark, "Intoduction,” p. vii. B
213

21,

Moynahan, p. 87.
Engel, pp. 159-160,
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his home because-“Joe had sanctified it., . . . Within a single year all
this was changed. HNow it was coarse and cormon, and I would not have
had Miss Havisham and Estella see it on any account, . . . The change
was made in me. . . . Well or 111 done, excusably or inexcusably, it was
done." (GE, p. 102)

Since the images and themes of Great Expectations revolve around

Dickens's artistic conception of society's perversion of gentilesse in
human experience, this perversion has created a society in which the
important images are those of decay, ‘rot, and death, of parasitism, and
of victimization and repression, It is a society which forces gen-
tilesse out of any member who wishes to succeed by its standards.

The marshes; the hulks, Satis House and its contents are the main
symbols of the first section of the book. This physical decay turns
into moral and spiritual decay during Pip's journey toward gentility in
London, Cockshut emphasizes that Pip is a parasite who thinks he is
feeding on the socially acceptable rot of Satis House but who is actual-
ly dependent upon the convict-related images of the marshes and the
hulks, Conversely, Miss Havisham feeds on Estella and Magwitch feeds on
Pip for the vicarious satisfaction of revenge on men and on society. 215

| Pip's expectations of gentility are the most obvious, of course,
but there are other expectations: Magwitch expects to and does create a
gentleman who will represent him in society and Miss Havisham expects to

wreak revenge on mankind through Estella. Both are examples of ex-

ploitation by reducing Pip and Estella to mere objects to be used as

215 Gockshut, ppe 159, 163.
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instruments to fulfill their masters' needs. These great expectations
end in disillusionment ultimately because the results are exposgd as
worthless and painful to both master and slave,
Thematically, Stange says, Pip's moral deterioration in inverse
216

proportion to his improving social graces is central to the novel.

As a gentleman Pip is "idle, extravagant, ungrateful, servile to

conventional judgments, and mortified by his own origins . . . ." a7

In Pip's seduction by the socially accepted view of gentility, Dickens
provides a dramatization of the destruction of the innocent and the
erection of a selfish snob. Pip's London experiences descend into the
depths of the Finches of the Grove--bored, useless, thoughtless, cul-
tureless but com'rention ridden "gentlemen."

This parasitism and idleness into which Pip rises socially was
objectionable to the Victorian gospel of work.218 Significantly the
only character who works is Joe (Magwitch's work in A.ustralia is too
far away to be dramatically positive, though it is symbolically posi=-
tive). Fire and iron at Joe's forge are, Cockshut says, the only signs
of labor in a soft, misty world in which even Joe is tainted by "ser-
vility towards rank and wealth."219 This genteel blight touches even

the best fruit. Bven Pip flinches at being a "Sir" to the man who was

216 Stange, p. TL.
a1 Edgar Johnson, II, 985.

218 ; p G. Harrison, "The Victorian Gospel of Success," Victorian
Studies, 1 (December 1957), 162.

el Cockshut, p. 160; see also pp. 160-166.
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both his first father figure and best friend. Being an idol is as un-
comfortable as being a puppet.,

The parasite-host, master-slave theme is filled with parallels and
reversals. As Stange observes, in Victorian England money was master,
the wealthy owned the poor, Magwitch and Miss Havisham own their victims.
Dickens has provided double parallel images in Miss Havisham and Mag-
witch: the supposed benefactor and the real one, the guardian and the
real parent. Both as individual persons and in their social relation-
ships, they show the conflict between appearance and reality. The
source of Pip's fortune is symbolic of the dark source of many fortunes
of the time, built on the- labor of others and, especially, unrecog-
nized as such.220 In this sense, Miller recognizes, Magwitch is the
slave or host which Pip the master-parasite uses, though ironically
Magwitch is the creator of the bond., In a reverse sense of course, Pip
and Estella are the social representatives of the puppet-masters behind
the scenes who own them. 221 When Pip is in his last scene while still
under his delusions of gentility, he tries to act the typical rich phi-
lanthropist part by generously repaying Magwitch's two one-pound notes,
as the parasite settles accounts with the host, "not really giving, but

_ 222
repaying a tiny part of what [he ha.s] received.”

220 Stange, pp. 78-79.

2 Miller, World of His Novels, pp. 258-259.
222

Cockshut, p. 165.
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In reality "the social ideals of Pip and Magwitch differ only in
taste . . . .“2?3 Pip and his society value the same ostentation, use
of rank, and snob appeal that Magwitch does, though Pip is reluctant
to think of it. To all three only manners and money make a gentleman,
Playing the gentleman, Pip snobbishly renounces his expectations, even
though Magwitch's fortune was legitimately earnedzzh and was presented
out of honest feeling for Pip.

The only part of Magwitch's money which Pip finally makes use of is
that part which he used as a man, not as a gentleman, Magwitch does
provide for Pip, therefore, in a positive way by providing him with the
means for his one good and unselfish deed--Herbert's endowment--an act
which provides Pip with a job as a clerk when he is in need of earning
his own living., This shows that Dickens is interested in the personal,
as well as institutional and social, effects of money's power for good

or 111, Humphrey House says that Great Expectations represents a phase

of English society in this instance. Money was recognized as both
positive and negative; it could create class mobility as well as class
stagnation; it could distort virtue as well as improve manners. All of
these things were obvious to many social critics, including Marx, who
saﬁ the same exploitation, "thingness," and parasitism that Dickens
saw, 225

The prison experience is not so much an image as it is a central

223 gouse, p. 157.

22k oepshut, p. 165.
225 House, pp. 157, 159, 165.
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way of life to those characters who find themselves in this society's
clutches. The obvious connection of Magwitch, Jaggers, Wemmick, Estella,
and even Pip to Newgate is only an emblem of the larger social prison
all around them which keeps them in an ethical cell rather than a phys-
ical one. As Cockshut notes, lMiss Havisham has chosen self-imprison-
ment,226 but leads Estella into a moral vacuum and through her leads
Pip into his first discovery of and obsession with gentility. Mag-
witch was created by society and then rejected and forcefully excluded.
He provides the means for his revenge on society and the destruction of
Pip which Miss Havisham and Estella began., Jaggers and Wemmick are ex-
amples of what is exacted for success at the office. Botfx give up 2ll
humanity to London's requirements for business survival. According to
Miller and Johnson, the danger to Jaggers is one of dehumanization and

aex a kind of schizophrenia.

to VWemmick the danger is of a split self,
Jaggers keeps his kindness in the very deepest and farthest cornmer of

his soul, while Wemmick, as Pickrel suggests, keeps his out of sight by

228 Never at once

combining Jaggers! office style with Joe's home style.
however; society would not allow it and Wemmick has a right to self-
preservation. He can only keep his '"gentle" home life if he preserves
and fortifies it against society with a moat, distance, and secrecy.

The ending of the novel and the controversy about it reveal

Dickens's divided mind. The novel is aimed at both disillusionment and

226 Cockshut, pp. 28, L45-L8.

227 Dickens Criticisms A Symposium, p. L7.

228 Pickrel, p. 16L.
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reconciliation., Dickens's hope was the gentilesse of the human heart
and the heart's educability after it had gone astray; he had no faith

283 Somehow either ending--the original

in society and its institutions,
one stressing the disillusionment or the published one stressing rec-
onciliation and possibility (though not necessarily probability)--
serves because of the duvality of the theme and attitude. Sheldon Sacks
thinks that this possibility of the dval ending is important for showing
the ambiguity in Dickens's mind.23% Dickens's hopefulness disposed

him toward Bulwer-Lytton's suggestion aﬁd the open ending which allows
for growthv and further experience, Artistically the original ending

is probably better prepared for, but, even if it means just another
disillusionment for Pip and Estella, Dickens would like to hope for
growth toward the gentilesse heart.

Our Mutual Friend was begun in 186h; Dickens had travelled on read-

ing tours and worked on his magazines after completing Great Expectations

in 1861, J. Hillis Miller says in his Afterword to Our Mutual Friend

that it is about "money, money, money, and what money can make of
1ii‘e."231 Money is represented by one of Dickens's most potent symbols--

dust, The regeneration theme and the appearance-reality theme are

repfesented in the river image, In Our Mutual Friend is Dickens's

229 Hardy, Later Novels, p. 21.

230 sheldon Sacks » Fiction and the Shape of Belief: A Study of
Henry Fielding with Glances at Swift, Johnson and Kichardson (Berkeley:
Univ, of Calif., Press, 1900), p. 2.

231 J. Hillis Miller, "Afterword," Our Mutual Friend, Charles
Dickens (New York: New American Library, Inc., 1964), p. 901.
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final complete artistic comment on his society. In it he captured the
decadence of the future late Victorian society, Wilson says, while
living at a time when the Victorian world's value system appeared most

232 No distraction of his crowded life could keep him from ex-

-solid,
pressing his moral vision--this last novel is his most damning of the
middle class and its value system,

"Dust" was the refuse of Victorian society--garbage, sewage, all
forms of waste were collected and piled in great mounds of immense
value as fertilizer and as treasure troves. Dickens's symbols are al-
ways "naturalistic," that is they stand as facts as well as symbols, but
as Engel says: "Dust is the fact become symbol, par emz:ellence.“?'33
The artistic value of this particular symbol is expressed well by John-
son: "The image of wealth as filth, the supreme goal of nineteenth-
century society as dust and ordure, gave deep and savage irony to

Dickens's hatred for its governing values."th He had used it briefly

in Little Dorrit when he chose the name of Mr. Merdle, the representative

of money in that novel, from the French merde. But in OQur Mutual Friend

the governing symbol throughout is "how filth is considered desirable
and how men subvert their lives for it . . . ."235
The theme of the novel is money--its effects, its temptations, and

its distortions of personality. Most of the characters are studied in

232 Angus Wilson, World of Charles Dickens, p. 280.
233 Engel, p. 132,
234 gaoar Johnson, II, 1030.

235 Engel, p. 13L.
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relation to this theme., Lizzie, Jenny, Sloppy, Betty, and the Boffins
resist its temptations to destroy their identities; Bella a2nd Riah are
finally shown standing against its power; Mrs. lLammle twice resists
temptation; Eugene Wrayburn resists its power in his own way. The
thematic point is that the gentilesse characters or those who show
some gentilesse qualities must not worship money or allow it to control
their lives. Gentility or the desire for gentility is characterized
by the worship of money for its various forms of power or for its owm
sake, The main power struggle between gentility and gentilesse occurs
in Bella; her temptation by fashion and greed is the major thematic
conflict,

The subject of class is, as Hardy noted, dealt with separately.
Bella is the center of the money theme and lLizzie Hexam is the heroine
of the class theme. The two themes are linked together by the Podsnap
group.236 The ﬁroblem of clasé is discussed as an aI;pearance-reality
theme and the river is a primary symbol here. Cockshut says that with
these two symbols, the riYer and the dust heap, ". . . Dickens the
fantastic, melodramatic symbolist, and Dickens the hypnotic recorder
of the dingy detail of life, were at last reconciled."237 The river
ﬁg'uzes importantly in the novel as the home of Lizzie and the river
society which includes her father and Rogue Riderhood, who were "water-
rats," and as the place of the "death" and rebirth of John Harmon and

later Eugene VWrayburn and of the abortive rebirth and death of Riderhood

236 Hardy, later Novels, p. 3L.

23T Gockshut s D%/ 1975%
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and the death of Headstone. The conﬁrast between depth and surface,
between the ugliness and death of the flats uncovered and necoveredA by
the ebb and flow of the river is extended into the analysis of the
characters. The dregs of society or those who come from the depths have
complex and secretive lives--Charley Hexam, Headstone, Riderhood, the
lammles, Bofi‘in in his disguise, and Lizzie in her disappearances. The
cream, the surface is superficial--the Veneerings, the Podsnaps, Lady
Tippins., The appearance-reality theme also leads to a reversal of
apparent roles, as Cockshut notes: charity pursues and destroys Betty;
Jenny is her father's parent; the evil Christian moneylender Fledgeby
is hidden behind the appearance of the Jew Riah; the roof top is a grave
-="Come back and be dead!"?-'38 says Jenny; Wrayburn the pursued torments
Headstone the pursuer; one can never tell who is weak and who is strong
until the appearance is replaced by the reality of an action.239

Edgar Johnson brought out in a symposium on Dick.ens that this novel
is an inversion, a series of unnatural relations. John Harmon appears
as anyone except himself; the generous Boffin appears to become a miser;
the exploiter Fledgeby appears to be a '"gentleman"; the saintly Riah
appears to be a usurer; and in the parent-child relationship Bella
treats her father as a child because she wants to and Jenny treats her
father as a child because she has to; Wrayburn feels nothing at all for
his father; and Charley Hexam turns on his mother-sister because she

238 Charles Dickens, Our Mutual Friend (New York: New American
Library, 1964), p. 315. Subsequent references appear in the text as

o,

239 Cockshut, pp. 173-175.
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will not destroy herself for his sake. In Our Mutual Friend all the
240

relationships are in one way or another false, wrong, or unnatural.

Our Mutual Friend is Dickens's most damming and most despairing

indictment of the upper middle class, Its lure of gentility leads
people like Charley Hexam and Bradley Headstone to deny every'good or
natural feeling in themselves. Headstone, like Steerforth, Carstone,

Clennam, Carton, Pip, and later Jasper, is, as Zabel puts it, a man

divided against himself.zhl This is Headstone's tragedy, that the power

of gentility can so divide a man as to completely destroy him., But most
of the middle class, the people who survive at the end of the novel, are
the surface people, the satisfied, the unaffected. The domination of
society has gone to the middle class rebresented by Mr. Podsnap. John-
son has a concise analysis of Podsnap in his biography of Dickens.

In Podsnap Dickens exemplifies all the forces he has spent

a lifetime fighting. Podsnap is the smug and deliberate
complacence, comfortable in its own ease, that refuses to be
told of any shortcomings in society. Podsnap is the blind
toryism that resists every effort at reform., Podsnap is the
Mrs. Grundyism that seeks to smother independent thought in
heavy layers of conventional propriety. He is Philistinism
secretly mistrustful o6f the arts and despising the artist as
a mountebank. He is British insularity contemptuous of
foreigners and everything 'Not English.! &He is the incarnate
materialism of a monetary barbarism that masquerades as
civilization. Podsnappery is the dominant attitude of
respectable society: a vast, vulgar, and meretricious idol-
atry, with Podsnap as its oracle, Lady Tippins its priestess,
and the Veneerings, the Lammles, and the others its aspirants
and acolytes.

20 pickens Criticism: A Symposium, pp. 39-LO.

21 Zabel, Craft and Character, p. 39.
2l2

Edgar Johnson, II, 1028,
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Dickens has found that though there are villains in the world like the
villains he had used in his earlier novels, the real sufferings of the
mass of humanity are a result of the genteel and respectable virtues
represented by the Podsnaps and Bounderbys, the Gradgrinds and Dombeys
of the world, 243

Meagles, in whom Dickens suspected the seed of the Circumlocution
Office, has become Podsnap and ‘''the decent values," as Edmind Wilson
puts it, are found in the "modest clerk, the old Jew, the doll’s dress-
maker, the dust-contractor's foreman, the old woman who minds children
for a li.ving."zbh Dickens believes finally in the power of "human

25 He wants to believe in the power of the human heart to

influence."
overcome its own g;;reed, to see its "glaring instance,” to reaffirm its
gentilesse qualities, and to influence its own small circle, In Lizzie
and Wrayburn Dickens suggests an alliance between the top and bottom
of the social scale against the influence of the all-powerful middle.

At the end of Our Mutual Friend Dickens, speaking through Mr,

Twemlow, defends gentilesse. Podsnap has waved away the question of
Lizzie as a "lady" after he has attacked Twemlow for using that term
and then the usually timid Twemlow, who is the only traditional aristo-
crafic gentleman in the group, defends Chaucer's definition of the

gentleman against the indignant glares of the powerful surface-people,

243 Edgar Johnson, II, 10k,
2L gymng Wilson, pp. 78-=79.

2U5 Hardy, Moral Art, p. 52.
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"] say,'! resumes Twemlow, 'if such feelings on the part of this gen-
tleman induced this gentleman to marry this lady, I think he is the

greater gentleman for the action, and makes her the greater lady. I
beg to say that when I use the word gentleman, I use it in the sense

in which the degree may be attained by any man.'" (OMF, p. 894)



CHAPTER IV
SUMMARY

This thesis has attempted to show the gentilesse-gentility dichot-
omy as a primary unifying coricepﬁ in the moral criticism of Charles
Dickens., Gentilesse is that natural and spontaneous human goodness
which every commnity needs in its individual members to give it a
sense of meaning and value. Gentility is that perversion of the orig-
inal conception of the 'noble man" which concentrates on externals,
such as money and manners, and ignores the human virtues in favor of
the illusory values of society (class, style, manner) or a Utilitarian
program of pure self-interest. Gentilesse is characterized by an other=-
directed concern and a giving attitude; gentility by a self-directed
concern and a taking attitude.

Dickens'!s attitude toward this gentilesse-gentility problem devel-
oped in the course of his career. In his early novels the gentilesse
characters are usually innocents, often children, and the benevolent
kindness of the Good Rich Man is important, although his importance
gradually decreases. The early villains tend to be devil-style char-
acters but Dickens gradually saw that the most important influence for
evil was the society itself and its respectable and genteel members,

In the later novels the gentilesse characters are adult figures faced
with responsibilities and continually tested, tempted, and even tainted
by the social values around them. Gentility becomes more related to
class, Dickens observes that those who are striving toward these false

social values are drained of all their energy which might have been
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used to solve the many social problems of the day and that this genteel
group desires nothing more than the approval of that vague yet power-
ful force--Society. Dickens used conversion from gentility to gen-
tilesse often, but in the later novels the conversions are more diffi-
cult, it is harder to be good, and the moral environment is permeated
by the desire to be respectable and genteel, which could only be a-

chieved by carefully following the dictates of society and by main-

‘taining as impervious a surface as possible. In Dickens's last complete

novel, Our Mutual Friend, he is very pessimistic but has not given up

hope for the individual gentilesse experience. The power and the voice
of social approval lie with Podsnap, the self-satisfied and complacent,
and he shows no signs of being dislodged from his perch. In spite of
this the gentilesse qualities of spontaneous human kindness and concern
for others are affirmed., Dickens saw the power of gentility grow
stronger and more pervasive duﬂng his career, but he. continually af-
firmed the human necessity of the gentilesse qualities if man is ever

to find meaning and value in his life and the life of his community.
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APPENDIX

A CHRONOLOGICAL LIST OF DICKENS'S MAJOR WORK

183% Sketches by Boz (essays)

1836-37 The Pickwick Papers

1838 Oliver Twist

1838-39 Nicholas Nickleby

1840-41 The 0ld Curiosity Shop

1811 Barnaby Rudge

1842 American Notes (travel book)
18L43-LL Martin Chuzzlewit

1843 A Christmas Carol (short story)
1844 The Chimes (short story)

1845 The Cricket on the Hearth (short story)
1846 The Battle of Life (short story)
18L46-48 Dombey and Son

1848 The Haunted Man and the Ghost!s Bargain (short story)
1849-50 David Copgerfiéld

1852-53 Bleak House

185 Hard Tines

1855-57 Little Dorrit

1859 A Tale of Two Cities

1860-61 Great Expectations

186L4-65 Our Mutual Friend

1870-unfin. The Mystery of Edwin Drood
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