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Abstract

The terms caricature, grotesque and sentimental
are defined as psychological mechanisms which are mani-
fested as distinstive styles, Caricature i1s a product
of consciously held values which define the sclf, while
the grotesque and the sentimental are a result of denial
and projection. These definitions are applied to three

of Dickens! novels, 0ld Curicsitv Shop, Bleak House and

Great Expectations, notinz both the similarity and pro-

gression in Dickens’ handling of style 1in each of the
novels, The choice of style 1s seen to be determined by

bilographical as well as cultural factors.
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Theoretical Introduction

In this paper, an examination of three of the major

stances that Dickens adopts in his novels is offered as a

means of appreclating The 0ld Curlosity Shop, Bleak House,

and Great Expectations more fully., Caricature, grotesque

and the seantimental are discussed as styles with the em-
phasis being placed on the psychological processes that
are involved in their creation. Some attempt 1s made to
relate these different stylistic modes to a gestalt that 1is
common to most of Dickens! writings. The discussion also
includes the manner in which cgl&g;ql,ggg@i@;ggs influenced
Dickens' perception of his soclety and how his novels con-
trituted to the maintenance and modification of established
vélues and éftifﬁdes} The three ho#eis éeiected'fof tn-
tensive coasideration have been chosen with a view to pre=
‘sentlng a cross=section of Dickens! work from one of his
earliest to one of his latest novels, noting a progression

in the treatment of the themes w'th which he is concerned,

The definition of the terms grotesque, caricature and
sentimental 18 not approached strictly in the literary
senge of the word style as a detalled description and
analysis of imasery, vocabulary, rhythm, etc, The emphasis
18 more on an analysis of the mechanisms involved in the

act of perception which construes the world as grotesque or



caricatural or sentimental. Imagery and vocabulary are
anong the ways in which a style can be identified, but the
focus in thls paper 18 not on a discussion of the style it

self, but rather on an analysis of the style.

Preud®s discussion of Jjokes in Jokes and Their Relation

to the Unccnsclous is relevant because the way in which he

approaches the subject 13 similar to the one that 1is
favoured in this paper, and also because jokes have a close
affinity to caricatures. The similarity between jokes and
caricatures is noted by Freud: 1in fact, he treats carica=
tures several times as a speclalized type of Jdke. "The

joke...represents a rebellion against...authority, a libera-
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this same factor: we lauzh at them even Af they are unsuc-
- cessful simply because we count rebellion agalnst authority
as a merit."1 For Freud, one of the main pleasures that
arises from a Joke is the emotional release that joking
allows us. In his words, the saving on suppression is
pleasurable in itself and is the main, 1f not the only,
motivational factor in jokes. This 1s easily observed in
tendentious Jjokes which allow a release of aggression, cr

" obscene jokes which allow a release of sexual energy (some-
times mixed with azeression). Even in "innocent" jokes

where it is not so easlily observable, the joke 1s a vehicle

of expressing thoughts and attitudes that are central to



the teller's emotional 1life. "Jokes, even if the thought
contalned in them is non-tendentious and thus only serves
theoretical 1ntellectual interests, are in fact never non-
tendentious. They pursue the second alm: to promote the

2
thought by augmenting it and guarding it against criticism.”

The joke not only allows emotional release of some
kind, but does so in a way that supports what we conceive
to be our own interests., Tne fact that jokes are an ego
function, that they do promote attitudes and feellings that
are identified with the self, i1s expressed by Freud who ’
sugzested that a joke, unlike a dream, is social in nature
and that "the condition of intelligibillty 1s therefore
bindlng on it."3 In jokes, "a preconscious thougnt 18-

given over for a moment to unconscious revision and the ozt—

come of this 1s at once grasped by conscious perception.,”

Some of the features of the Joke are condensation,
exaggeration and selection of detalls according to the in-
terests and purposes of the teller,

It is to be expected that in the process of con-
denzation a few of the elements subjected to it
will be lost while others, which take over the
cathectic enercy of the former, will become in-
tensified or over-intensified through condensa-
tion.

Essentially the same characteristics are to be found 1n

caricature,
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Ernst Kris defines carlcature as that which 18 over-
charged with distinctive features, This definition stems
logically from the Italian and French verbs "caricare" and
“charger" from which the noun “caricature" is derived,

The Oxford Fnzlish Dictionary definition of the term also

takes the essence of caricature to be "the grotesque rep-
resentation of a person, etc, by over-enphasis on charsac-
terlstlcs".7 In common usage, as well as in the definitions
already offered, the term denotes a negative import: cari-
catures are usually unflatterineg cartoons ihat rldléule an
unfavoratle aspect of someone's personality. They are

generally tendentious in nature, stemming from- hostile im=-

pulses on the part of the caricaturist.

Kris accouhts for the pleaéﬁre ;hich»lé deflved.from
caricature thus: "the saving in mental...eriergy is evident-
ly to be regarded as a saving in expenditure on supprgssion,
or as one resulting from a liberation of aggression®,
However, what distinzuishes caricature from other methods
of liberating aggression is the fact that the caricature
expresses what are felt to be self-interests, In Kris!

words, regression occurs in the service of the ego.

The appeal of caricature i1s not aimed at realizing
action directly; it is rather, an appeal, as Kris says,

"to accomplish a particular effort of 1maglnat10n".9 The
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pérson's likeness 18 transformed in the perception of the
caricaturist, The effect desired 18 a sharing or the
aggression expressed with the spectators. This serves the
functlon of reinforcing self-identity by finding confirma-
tion and approval of a set of values with others., The
establishment of an ordered set of perceptidns w¥ith which

to view the environment 1s also pleasurable in itself,

Kris!' discussion of caricature includes material from
many different sources -- socliologiceal data from the his-
tory of caricature, clinical materisl, and observations
made on children -- emphasizing primarily the graphic

caricature., While none of these are directly applicable

to g gtmdy Af tha warhal anrinatn~s2 found

writing, Kris'! analyses are relevan:c, nevertheless, to this
’»stddy. By defining the mechanism of caricature itself,
which remains the same although the content may vary under
different historical conditions, Kris offers a methcd of
investigation readily adaptable to literary purposes,

We have learned to define caricature as a process
where -~ under tne influence of aggression --
primitive structures are used to ridicule the
victim. Thug defined, caricature is a psycholo-
gical mechanism rather than a form of art, and
we can now easily understand why, once having
come into existence, it has remailned always the
same in principle. Carlcatures like those of
Louis Phillippe as a pear are at bottem nothing
but visual puns, and the taste in puns may change
but their mechanism remains the same.l0

In Dickens! description of Mr. Tangle in the {irst



chapter of Bleak Hcuse, the adaptaticn to =2 linguistic

medium of those elements that are distinctive to the drawn
caricature, are easily discernible,

"Mr. Tangle," says the Lord Hizh Chancellor,
latterly something restless under tne eloquence
of that learned zentleman.

“Mlud," says Mr. Tangle. Mr. Tangle knows
more of Jarndyce and Jarndyce than anybody. He
1s famous for it -- supposed never to have read
anything else since he left school,

"Have you neariy concluded your arguments?"

*Mlud, no -« variety of points -~ feel it my
duty tsubmit -~ ludship," is the reply that
slides out of Mr, Tangle,
eee{(Mr, Tangle crushed.)

eseMr., Tanzle on his legs again. 11
"Begludship'!s pardon -- desd."

Mr. Tangle's name has been selected to ridicule the fact
that the barrister 1s a man entangled and vogged down in
the legalisus of British law. Ils specch patterns are
obviously an exaggeration of a Specific tjpe-of‘jérgén;
the only manner of speaking, 1t would appear, of which
Tangle i§s cspable, The other characteristics of carica~
ture, that it 1s incomplete or sketchy, alliows the artist
to select only those detalls which will add to the im-
pression he wishes to convey. This 1s achieved by
Dickens through his elliptical use of parentheses which
allows him to omit the transitional words and phrases of
Tanglets speech., In addition, the transitivg verbs in
two sentences describing Tangle are deleted -- "(Mr,
Tangle crushed)" and "Mr. Tangle on his legs agaln" --

further emphasizing the hleroglyphic quglity of the



depiction of the lawyer.

Another aspect of caricature, not fully discussed by

I
pu

Kris, 1s important to note at this juncture. Its comic
quality indicates that the tension between the existirg
world and the values of the caricaturlst have been success-
fully resolved; the victim of the caricature is, so to
speak, put in his place. The threat that 13 posed, the
threat that arouses hostility in the first place, 1s
allayéd by ridiculing its potential for evil. Thus Mr.
Tangle 1s reduced to nothing more than a bag of cllchés.
Though he is a lawyer in the Court of Chancery which has
ruined many people, Tangle's own rcle within that structure
is minimized torthap 9fwﬁ ﬁgppet; "Elghteen of Mr, Tangls'z
1ea£ned frlends, each armed with a little summary of eighteen
hundred sheets, bob up like eighteen hammers in a planoforte,
make elghteen bows, and drop into theilr eilghteen places of
obscurlty."12 An essential aspect of a successful comic
resolution of the hostility latent 1n caricature would ap-
pear to be a presentation of the person caricatured in a
light that shows him to be as much a victim of his own bad
qualities, as he is a victimizer of otners, The threat has
.been successfully defended against by disarming 1ts poten-
tially negative aspects, It can be weighed agalnst the

valus struciture of the viewer without serious disruption

to his principles. The caricaturs of Tangle, for example,



reaffirms Dickens; distrust of large institutions on the
basis *hat involvement in them 18 not conducive to becoming
a man if independent mind and purpose. This seems to apply
equally well to the examples of caricature cited by Kris:
the one in which Louis Phillippe 18 reduced to a pear, and
the one which depicts Napoleon's head seethinz with human

bodies, and his heart as battle plans.

The process of condensation, sharpening, and what
Allport calls assimilation -- the selection of detalls ac-
cording to habit and motivational interests -~ that are
characteristics of caricature, are also of validity to more
general psychological functioning. In his discussion of
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jokes, Freud-noied vnai ihe prin
jokes also applied to the operation cof nemory,

Apart from the dream-work and the tecnnique of
jokes, there is another kind of mental event
in which,...condensation is a rezular ard impor-
tant prccess: namely, the mechanism of normal
(non-tendentious) forgetting; those that are
analogous in any way are being forgotten by
being condensed in regard to thelr polnts of
resemblance, (Confusion between analogous 1ime
pressions 1s_one of the preliminary stages of
forgetting.l

Allport's discussion of rumour also points to the same

conclusions: 1n rumour, the distortion results from con-
densation, sharpeninz and assimilation. Selectivity and
distortion can even be noted, although to a more limited
degree, in the normal perception of relatively insiznifi-

cant situstions., However Allport also brovldes u formula



for the amount of distorticn that onc would expect to exist,
The amount of rumour in circulation and the discrepancy

between fact and the content of rumour is related to the

level of motivational interest in those spreadiinz rumour,

and the extent to which accurate information is avallable,
These two factors, degree of interest and degree of ambi-
gulity, also influence the extent of the distorticn that we

would expect to be present in the case of normal forgetting,
caricature and grotesque, With time, detalls become ob-
scure, and our memory tends to become lncreasingly selecw-
;}ve. Events highly important to us are remembered as we
wished (or feared) them to be. We do not expect an
intimate analysis and examination of a person's character
to be depicted through caricature. Nelither do we expect
a highly threatening person to be depicted "falirly" by
means of a caricature, The more important an event or
person is to our emotional 1nteresté. (given also the
factor of ambiguity), the more that predisposition will

influence the perception.

The same processes of levelling or condensation,
exaggeration and assimllation are observable in the gro-
tesque. Dickens! description of Quilp emphasizes the
unusual size and characteristics of the dwafr. and sug-
gests that his physical distortion extends to his

character,
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The chlld was closely followed by an elderly
man of remarkably hard features and forbidding
aspect, and so low in stature as to be quite

a dwarf, thoush nis head and face were large
enough for the body of a gilant...But what added
most to the grotesque expression of his face,
was & ghostly smile, which, appearing to be the
mere result of habit and to nave no connection
¥ith any nirthful or complacent feeling, con-
stantly revealed the few discoloured fancgs that
were yet scattered in his mouth, and gave him
the aspect of a panting dog.l

Dickens adds a distorted face with the tongue lolling

out}s and a gastronomic capacity to devour hard eggs,
shells and all, gigantic prawns with the heads and tails on,
and to drink bolling tea without winging.16 This descrip-
tion of Quilp is incongruous with most people!s expecta=-

tions of f'remiity'. Quilp is a dwarf but he has the

3¢
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head of a giant. Though he 18 dezerihed 2a eldsrdyry h

is possessed of energy and physical prowess that is

- exceptional even for a prime specimen, Clearly, the

degree of exaggeration 18 very high; the detalls of physical
distortion are sharpened and become the crganizing prine
ciple of Dickens! portralt of Quilp. To this picture of
physical deformity, Dickens attributes equally unpalata-

ble motives, The few discoloured fangs (not teeth) gife
Quilp the aspect of a pantinz dog. His incredible

- appetite, his sadistic love of violence in the persecu-

tion of his #ire. his licentiousness in making sexual

overtures to the cherry-cheeked llittle Nell all point to
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the fact that Quilp 1s obscene. The interest he has for
Dickens llies in the fact that he exhibits both sexual and

agzressive characteristics to a marked extent,

Quilp is aléo a highly ambiguous figure, EHe 1s a
dwarf and that in itself contributes greatly to his
dublousness., Dwarfs are very rare phenomena and are oute
side most people'!s range of experience, In the novel,
Quilp fregquents unsavoury neighborhoods and that too, was
(and 1s) unfamiliar to most middle-class people and so
becomes added cause for speculation. Dickens emphasizes
Quilp's.mjsteriousness even further by having.the ugly
dvarf appear and diseppear almost at will throughout
the novel, He frequently pop3s up in the most unlikely

places to pursue and persecute little Nell inexplicably.

The more ambiguous the sitdatlon. the greater 1s the
tendency for the account to reflect subjective interests,
The relationship between the interest and the content
(whether in rumour or grotesque) may benldentifled S0
closely that the process occurring is that of projection
where an almost totally subjective emotional condition is
superimposed on a set of perceptionz. One of the purposes

served by projection is that of evading guilt, The

emotions that are inconsonant with the self-image are
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denied and subsequently become projected onto others: the
degree of denial is raralleled by the urgency of the need
to create a scapegoat.l? It is true that the selectivity
of perception involved in the creation of caricature 1is
also a form of projection; however in its psychoanalytic
sense, projection is not usually applied to the process of
assimilation until the identification of mental images with
objective reallity reaches more marked proportions as in
dreams or highly ambliguous situations like Rorshach ink
blot tests. The fact that denial of certaln emotions or
attitudes is important to projection can also be & factor
in increasing ambiguity. Ambigulity may arise.slmply be-
cause of lack ¢f accurate information, but it can also
arise because certain features of an actual situation are

prevented from becoming known because they must be denled,

It is therefore not surpriélng that the theoreticlans
of the grotesque have often noted that one of the charep-
teristics of the grotesque is its dream-like quality.

Both the dream and the grotesque are 1arge1y projective in
nature, arising "within the subject as a compromise between
mental forces struggling in him".18 The grotesque, unlike
caricature, does not arise from an assimilation to ego

(self) intarests; it conforms to interests and emotions

that are denied by the individual, and therefore, not
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easily capatle of bacoming consclous,

This roint, that the regression is no longer totally
under the control of the ezo, has been approximated 1in
other definitions of the grotesque, Huskin.cltes three
basic psvchclomical processes from which grotesque art
arises: "Healthful but irraticnal play of the imagination
in times of rest; irregular and accldental cpntemplatlon of
terrible things: or evil in general; and the confusion of
the imagination by the presence of truths which 1t cannot
wholly grasp."19 What is important to note is the combi=
nation of ambiguity (irrational, irregular, accidental,
confrsion), and highly motivational material (terrible
things, evil in general, truths) in the grotesque in all
three definitions which Ruskin offers. The other hallmark
of the grotesque, its demonic quality, 1s also noted by
Ruskin: "The moment any real vitality enters them, they
are nearly sure to...connect themselves with the evila

20
enjoying branch,"

Essentially the same points are stressed by Wolfgang

Kayser in his book, The Grotesque in Art and Literature,

*in which he takes as the fundamental attribute of the
grotesque "the power of evoking in audtence or reader a
sense of the radical allenness of the world, its 'estrange~

ment' rrdm man, its essential absurdity. The grotesque
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effects this by depictinz a wcrld at least intermittently
urder the sway of t!'demonic rorces."21 Both Rusking and

Kayser tacltly recoznize the fact that the grotesque is =&
psychological manifestation involving denial: for Ruskin
the grotesque is irrational, while for Kayser the world is

estranred in the grotesgue,

In caricature, the emotions that are directed toward
the victim of the caricature are usually réc0gnlzed and
resolved by the artist. The threat is reduced by means of
comic technique, For example, Tangle 1s seen as an inef-
fectual puppet of Chancery, However ln the grotesque no
such resolution is posslblé. Even though the feelings and
attitudes are those of the creator of the grotesque, they
are not recognlzed as such., The projection is so complete,
"that they are viewed as objectively real., The 1lmpulses
which are denled because they threaten the self-concept are
projected outwards so that the source of the threat 1s
seen as arising from external‘reallty. However, 1t becomes
impossible for the creator to reduce the threat, simply
because it exists totally outside his frame of reference,
Because 1t 1s aggression that has been denied and projected,
it remalns unresolved, a threat to his self-concept, rather
than an affirmation of hls values, 1ln 1ts purest form the
grotesque 18 percelved as totally alien, and arouses

axtreme anxiety or terror,
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It is, however, impossible to dlstlngulsh absolutely
between caricature and grotesque: it is qulite possible
to create an intermediate, the comic grotesque, in which
elements of the caricature and the grotesque are both
present. Since these definitions are based on the concept
of processes operating within the psyche there can be no
rigid distinction between the extent to which asgresslon
has been assimlilated to a concept of the self, Grotesque
covers a range of phenomena from pure horror to a mlxture

of the horrible and the comic, .

The conclusion arrived at in ny 1955 dissertation,
a corclusion which still seems applicahle, 1is.
that, since not only current usage of tne word
tgrotesque! but also the historical fluctuatlions
of meaning show a dichotomy of the fearcsome and
the comic, it is reasonable to suppose tnat sone
essential interrelation of these attriovutes is
central to the concept f‘grotesque' and hence 13-
operative in our reaction to phenromena thus desSlg-
nated and probably also in their procduction. ihe
grotesque is the demonic made ludicrous; it mani-
fests itself most clearlyv not in complex struc-
tures pat in concrete humanold figures cf the gar-
goyle type. +The theory assumes a demonic fear
current which 1s disarmed, or disarms itself at
the moment of i1ts translation into imagery, by the
imposition of comic, trivial or ludicrous features,
The bamlance is the important tning; 1f the dis-
arming 1s carried to completion, the result 1is
only something ludicrous not something ludicrous-

demonic.?
To use two of Dickens' grotesque characters as examples,
Quilp and Krook are both insidlous figures who are tnreats
to the other characters in the novels and to a normative
functionina of social processes, However, the sexual-

sadistic tendenciles of Quilp and Xrook cannot be accommo-

.
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dated within Dickens; frames of reference, Both remain
gshadowy, half-real characters on the fringes of possibllity.
They are frightenly precisely because thelr grotesqueness
arises as a result of Dickens; own projected fears and
hostilities. To the extent that some of the aspects of
Quilp and Krook are reduced by suggesting that Quilp is
~only a dog, and Krook, simply the prOprietér of a back-alley
decrepit Bottle Shop, a comic effect is achieved, However,
Quilpt's potential for evil is not eliminated by calling

him a dog, and Krook's insignificance 1s belied by the
comparisons between Krook and the Lord Chancellor and be-
tween his shop and the Court., The depiction of Quilp and
Krook lies somewhere between the comic and the grotesque

bul the dominant impact 18 that of the grotesque,

So far, I have dealt with two aspects of style, cari-
cature and grotesque, both of which employ regression in
the service of the ego to effect a liberation of aggres-
sion. In the one, the aggression is assimilated to egow-
interests, and thg effect 1s comic; in the second, the
" assimilation 1s limited, and the effect created 18 a feelw
ing of anxiety or terror. It is also possible to make a
distinction between caricatures which are marked by ag-
gression, and those in which the aggressive component is

not 80 evident. The second may be called the "comic
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caricature."” The distinction between the caricature and
the comic caricature 1s made on the same baslis that Freud
distinguished betwecn aggressive and obscene jokes, and
those he termed "innocent", Although both are tendentious
in the sense that they are motivated by self-interest, in
the innocenat joke, the teller is not defending himself
against an immediate threat to his values: 'the motivation
in the innocent joke 1s to reaffirm and augment existing
values and interests, What 1s true of innocent jokes 1s
also true of the "inrocent" (less aggressive) comic carica=
ture., An exarple will serve to illustrate this, Some of
the features that provide amusement in a clown's routine
are the lack of co-ordination, 1gnorance of what 1s expec-
ted, and an unsuspecting innocence which btorders on
stupidity. Positive enjoyment is cerived from this display
of clumsiness, incongruity and gullibillty. because the
audience 138 able to dissociate itself from the ineptitudes
exhibited, Freud suggests that the pleasure origlnates
from a comparison of our more mature egos with our earlijer
more childish ones., The comlc caricature can be defined,
therefore, as regression the the service of the ego to
reaffirm mastery. The same characteristics found in the
caricature, exagmeration, condensation and assimilation,
are present in the comic caricature., While one attempts

to defend against threats to the ego, the comic caricature
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attempts to reaffirm our sense of ourselves where no

inmediate threat exists.

The relationship between the comic caricaturé and the
sentimental 1s the same as the one that exists between the
caricature and the grotesque, The dominant_emotion in the
two latter styles is that of aggression against threats,
real and projected, while the dominant motive 1n the comic
caricéture and the sentimental is that of self-assurance,
real and projected., In the creation of a éomic caricature,
the artist deliberately simplifies and exaggerates appear=-
ance and behavior in order to indicate that someone is a
bumbler. Hewevar, in the case of %the sentimental, the
process of éssimilation oécuré largely unconsciously. The
ldentification of tne deslires of the perceiver with what
is perceived is so complete that it is almost impossible to
distinguish between them. In the sentimental, the per-
ceiver projects his interests and values almost totally
onto a situation or another person., This is accomplished
through the process of omitting detaills which do not con-
form with onet's wishes, and the exaggerating of certain
traits or images which do agree with them, As in the case
of the groteédue. the tendency to sentimentalize is more

pronounce when there is a high degree of emotional invest-

ment in the material and when there 1s ambiguity. It 1is
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far easlier to project an inner state upon an outer object
if the outer object lacks a firm structure of i1ts own.
Denial also plays an important part in the sentimental as
well as thé grotesque,

Projection cannot take place unless and until
the inner (insightful) perception of the situa-
tion 13 somehow blocked... teprecsion means the
exclusion of all or part of arersonal conflict
situation from consciousness and from adaptive
response. Anything unwelcome to conscliousness
may be repressed, especlally those elements_in a
conflict that would lower our self-esteen,
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Dickens in Three Novels

The denotation of the literary terms, grotesque and
sentimental, bears a striking simllarity to symptoms ob-
served in clinical psychoanalytic situations. What
psychoanalysts call idealization or sublimailon can be
compared with the sentimental; symptoms similar to the
manifestations of the grotesque in literature are usually
dlagnoses as evidence of ggilt. Both are symptomatic of
repression. 7Two such clinical cases are examined by

Charles Rycroft in Imagination and Reality. One involves

a female patient of his, and the other is a discussion from
a linical perspective of an Itallan early nineteenth cen-
tury poét. potne the patient and Leopardi fad personai .
histories of sexual problems, a tendency to ideallzatlon,
recurring periods of disillusionment followed by rein-
cstatement of another ideal, Amblva}fél)eelings regarding
the mother were observable in both cases, Rycroftts
explaration of this simllar neurotic formation is that in
the early relationship between mother and child, frustra-
tion is experienced by the child. The confllct betweén
love and hate 13 avoided by a withdrawal from reality and
the positing of substitute gratification in an halluclnated

imago. The process as he describes 1t,.1s one in which

the deprivation of fulfillment leads to introjection,
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According to Freud it i1s based on the activation

of memories of past satisfaction (and not on the

presence of any innate idea of an object from

which satisfaction 1s expected and which is auto-

matically cathected in states of instinctual ten-

sion). Since the hallucinatory gratification 1is

presumed to be an experlence of pure pleasure,

this 1nvolves dissociation of the memories of

past satisfaction from those of past paln, even

thouzh the pain and pleasure will both nave

arisen in relation to the same external object.

One must add, therefore, that splitting of intro-

Jected object-imagos (memories) into ldeal good

andi ldeal bad imagos is also involved, In other

words the halluclinated 1mago is formed(Ey a double

process of introjection and splitting.?2
In the cagse of Rycroft's female patlent, her history indl-
cated an early frustrating relatioaship with the mother
who had difficulty with breast feeding. The symptoms that
led to analysis were a geries of ideallzed infatuatlions
with older women accompanied by the fantasy of a witch
residing in her own body. In Leopard's case, bilographical
information indicates that he was impotent, had a very am-
bivalent relationship with his mother and also tended to
have a serles of idealized lovers, both in his personal

life and in his poetry.

According to Rycroft, the ideal hallucinated imago
18 a substitute fulfillment for the drives and desires
that have been denied by the envircnment. But the idealized
imago, perhaps because it stems from an activation of past
gratifications (as Freud thought) is noticeably without

some of the components that would satisfy., Idealization
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is very similar to sublimation -- and as such the content
of the fantasies is desexualized, Freud also thought,
however, that there is a "retuuadf the repressed," that
hallucinatory gratification of wishes involved regressive
cathexis of memory-traces, It would seem ‘that a degree of
socialization must be present.to account for the splitting
initially and fbr the regressive nature of neurotic 111l-
nesses. This socialization may originate from the environ-
ment, but it 1s also learned, and forms the substance of
the superego. The ideal bad hallucination is a denial of
1ibido and aggression, and forms a defence agalnst it,
Thus the patent denies those feelings which she cannot
nccent and defends agalnst them by projecting them onto

the witch who lives in her body.'

This particular pattern of neurotic defense agalnst
anxlety 1s interesting to the study of the grotesque and
the sentimental, and specifically to the patterns of
defense found in Dickens! novels, t suggests why
grotesque and sentimental structures can exist within the
same perceptual field, and foes futher in explaining how
they ar= in fact dynamically felated to each other, It
provides a way of undersﬁanding the aggressive and l1ibldi-
ncus content of much of the grotesque, and also why the

gentimental is desexualized. Both are extremes stemming



23

froz an early frustration; in Hycroft;s terminology, they
ere hallucinations stemming from the primary processes,

. The gzrotesque and the sentimental then, are manifestations
of repressed emotions., The grotesque 1is a defense agalnst
these 1mpulses~by disowning them and projecting them orto
someore or something else, while the sentimental is an
accomodation to the repression, by projecting an idealized
self-inage,

There 4s one other way in which Rycroft's analysis
of 1llusion and disillusion can affect our understanding
of the grotesque, In much of the theoreticai discussion
of the grotesgque twe differsnt stylicstlic modes have been
atirlbuted ﬁo it. it cah take the fofm‘of that which 1s
evil or demonic, but it can also take the form of what
Kayser calls "an unimpassioned view of 1life on earth as
an empty meaningless puppet paiy or a caricatural nario-

25
nette theatre", Jennings also makes a distinction be-

tween the two types of perception.

The order-chaos categorization is primarily a
philosophical one, and it is inadequate to deal
with the various immediate, emotionally-coloured
ways of viewilng life...They range from magicel
enlivenment to flatness and depletion, T[he lat-
ter extreme 138 usually accompanied.by apthy or
vague distress, and the characteristic view of
man i3 that of an assecmblage of robots or pup=
pets golng about senseless but preclse and
elaborate tasks. The enlivened world may rep-
resent a joyous enhancement of reallty in the
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direction of a paradise vision, but more

typically persons and things take on threaten-

ing physioznomies, progressing to the typiecal

scenery of hell, and the accompanying feeling

18 one of terror. Expressions of Welischmerz

usually evoke the imarery domalns of demonjic

enlivenment and of the flat puppet world...<©
The expression of a world that is flat or unrelieved, a
purpet world, is symptomatic of a withdrawal from reality.
Rycroft's analysis would indicate that a cathexis with the
split hallucinated imagos is a further result of frustra-
tions, leading to a neurotic or psychotic disturbance,
That the two views of life often occur together, therefore,
is not unusual, The marionette quality in the grotesgue is

a result of withdrawal frcm reality while the demonically

noaseseed quality resulie from a rraolection of anats

&

S

worst emotions, 7The two need not be synchronous, although

they often are.

Allport also reccgnizes the importance of the early
filial relationship in the formation c¢f a personality
disposed toward projection, Hatred, especially of
parents, may cause extreme anxiety. The resulting trauma
may be so severe that all aspects of it are repressed, The
denied aggression is then projected, usually onto 1little
known, lower-status persons. The desire for an affiliativs
relationship 1s also displaced and projected onto little

known, oftan higher-status persons who are capable of
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enhancing self-esteem. Allport also notes other factors
which can be significant in leading to the adoption of
this particular type of defecnse mechanism, Past actlons
that would cause gullt if faced, as well as earlier
feelings of gullt and shame, and sexual desires of a disap-
proved order, may also create a level of anxiety that

cannot be recognized and resolved,

It is difficult to isolate the causeé of splitting
and projecticn in a personality to elther purely personal
factors relating to an 1nd1v1dual's'case history or to
purely soclal factors., Hatred of one's parents relates by
and large to idilosyacratic causes. Guilt and shame, howe
ever, including gullt and shame regarding sex, are usually
discriminations that are acquired from the cultural
environment. From what can be learned in accounts of
Dickens' blographers, all three factors were likely impor-
tant in shaping Dickens! predilection for the grotesque
and the sentliemntal in his novels: personal factors
relating to the circumstances and accidents of his family's
fortunes served mainly to emphasize the repressive tenden-

cies in Victorian soclety.

Dickens' experience in the blacking warehouse where

he was sent to work as a child, while the rest of the family
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resided in Debtor's Prison, was extremely significant for
him. So painful 4did he find the memory that he never con-
fided the story to his wife, and only told it to one of

his closest friends near the end of his life, Years

after the incident, Dickens still recalled hls loss of
status, his humiliation, with shame and gullt and horror.
de was at an age where he was capable of realizing the pub-
lic disgrace of being poor, but undoubtedly, personal
feelings must have also been very important in making the
experience traumatic. He must have lost much of his

faith and trust in parents as guarantors of security and
well-being., Little is known about Dickens! early years
but, by the time he was elght, He nust have had very ambl-
valent teelings about poth his parents., His rather was a
failure by soclety'!'s standards and plunged the whole family
into economic and social disgrace by his inability to
‘handle financial matters successfully., <The young Charles
never forgave his mother for suggesting that he should
continue working at the blacking warehouse after the

family had been balled out of Debtor'!s Prison. A further
source of conflict for Dickens which resulted in denial and
splitting was the question of sex. Since almost any

sexual desires 1in middle-class mid-nineteenth century
Enzland were of a disapproved order, 1t is certain that
Dickens must have experienced some ambivalence in this

regard, His method of handling sexual matters is denial,
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in conformity with prevalling cultural bellefs and
practice,

The blacking warehouse episode had the further effect
of making the young Dickens acutely conscious of the dif-
ference between himself and the lower-class boys with
whom he worked. 'He saw himself as infinlitely superior to
them and he bitterly resented the fact thaﬁ he ahd to
associate with those of lower breeding. Tﬁe middle class
values which Dickens would nave taken for granted if he
had remained in a homogenious soclal.settlng became a
matter of zreat concen to him. For most people, ethno-
centric frames of reference never becoxme czc-involved
because they are never challenged;'however. a threat to &
frame of reterence previously taken for granted results in
e high degree of ego-involvement. Insecurity due to
econonmic instability, lowered self-esteem, or a distur-
bance in an affiliative relationship, will lead to
increased identification with values of the group to which
one bvelongs., Dickens' experience in the blacking ware-
house conforms very well to this pattern, It came at a
time when bYoth he and his ramllj were very lnsecure,
financially, socially, and, for chkens..emotlonally. It
must have activated 1n Dickens a strong awareness of

being middle-class and a necessity to defend those values
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against erosion or subversion.

In the discussion of caricature, it was mentioned
that the aim of caricature is to augment one's sense of
self by sharing the emotions expressed with a receptive
public. LCickens was able to articulate the precise traits
and charscteristics that constituted being middle-class in
his society, due 1in part, at least, to the fact that
defending his class identity ahd become a matter of impor-
tance to him, However, the gullt and shame of having al-
most fallen to a lower status group must have created
some insecurity in Dickens as well, leading to a need to
reassure himself and others of his alleglances and idencity.
Hls ability to create caricatures may also have come to
serve other purposes -~ to2 correct soclal injustice and to
ridicule hypocrisy. First, howgver. carlcatures serve the
function of defining "in" people as opposed to "out"
people, and "good" tralts as opposed to "bad" tralts;
through the technique of his caricaturgs. Dickens 1is
asking for self-validation in the approval and laughter of
hls audience,

Hauser points out that Dickens 13 one of the few
novelists whose greatness is intricately involved in the

question of his popularity.28 The affinity between the

’
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novellst and his public is rooted in the fact that Dickens
remalned one of them.,

What i1s called the popular conscience was on
Dickens' side, and he had the lmmense advantage
of being able to ralse a hearty laugh even
whilst peinting his lesscn, Among the rarest

of things is this thorough understanding be-
tween author and public, permitting a man of
genius to say aloud with impunity that which all
his hearers say within themselves dumbly and in-
articulately. Dickens never went too far; never
struck at a genuilne conviction of the multitude,
let us imagine him, in some moment of aberration,
suggesting criticism of the popular idea of
sexual moralityt Would i1t have avalled him that
he had done the state some service? Would argu-
ment or authority have helped for one moment to
win him a patient hearing? We know that he
never desired to provoke such antazonism,29

There is ample evidence from blographical data that Dickens
took great care to preserve a very close relationship witi
his audlence: he worrled about his slipping popularity when
sales of hls publications were down; he delighted in giving
dramatic readings of his works before live audiences; and
he more than once changed sectibns of his work on the ad-

vice tirat they would not find public favour,

One area in which Dickens! values'are clearly middle-
class in nature 1s in his treatment {or lack of treatment)
of anything pertaining tq Sex. Dickens! novels were
praised because they were always acceptable for family
readinzs in the Sunday parlour. Needless to say this re-

presslon results in absurd situations where lower-class
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heroines speak in a dialect and use a vocabulary that is
highly unlikely., The effect of this repression, however,
is not limited tc superficial questions of his choice of
language, As Humphrey House observes, there 1s also a
censorship of ideas involved,

In much of his description of what he considered

to be the grosser kinz of soclal evil there seems

to be a contest between a frank acceptance of it

as an urwelcome fact, and the desire to minimilze

it because it was unweicome, There 1s an open

sincerity in his manner when he is attacking 1ln-

justice, cruelty, humbug and so on, wvhich 1s lack-

ing when he attacks the cruder consequences in

sex, drink, and dirt of bad soclal conditions, It

is this perhaps more then anything that stamps him
with the morality of a middle, an smbiguous class,30

In his writings, there 1s an uncritical alleglance to
the rigid distinction between sex;roles; the dichotony be-
tween what is masculinz and what is feminine is one of the
main mechanisms of maintaining sexual repression. In
doing so, Dickens was only reflecting the values which
prevailed in Victorian Ergland. A man was to be strong,
firm, but kind; his role as head of the family was that of
protector and enforcer of authority. A woman was to be
soft, understanding and emotional but still efficlent in
executing the duties that fell within the domain of perso-
nal and family responsivbilities, Any inadeqdacy in the
functioning of this arrangement 13 interpreted as a fallure

on the part of one sex or the other., On'the other hand,
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Dickens attempts to show the efficacy of such an arrange-
ment by creating ideal couples who find fulfillment and
contentment, Since the personality of men and women 1s
seen to be almost entirely discrepant, and since the roles
are split between an active one that deals objectively
with the world, and a passive one that deals subjectively
with private life, there 1s little contact between men and
women outside of the roles that each attempts to assume.
As a result, the knowledge of what men and women are like
(as opposed to what 1s masculine and what is feminine) is
extremely limited; the lack of concrete evidence facili-
tates the projection of idealized masculine and feminine

roles,

Women who do not live up to the cultural ideal are
caricatured by Dickens, sometimes rather viciously. Miss
Sally Brass 1s one female who exhibits the type of unfemi-
nine behavior to which Dickens strongly objects.

Miss Sally Brass, then, was a lady of thirty-

fiye or thereabouts, of a gaunt and bony filgure
and a’Tesolute bearing, which {f it repgessg '

the softer emotions of love and kept admirerc

at a distance, certainly lnspired a feellnz akin
to awe in the breasts of those male strangers
who had the happiness to approach ner,31

She "carried upon her upper 1lip certain reddish demonstra-

tions which, if the imagination had been assisted by her
32
attire, might have been mistaken for a beard,.." In
33
short, she resembles "the fabled vampire® in Dickens!
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eyes, Mrs. Snagsby receilves simllar treatment for her
unlady-1like propensity to usurp the male position of domi-
nance, It 1s she who "manages the money, reproaches the
tax-gatherers, appoints the times and places of devotion
on Sundays, licenses Mr. Snazsby's entertalnments, and
acknowledges no responsibility as to what she thinks fit
to provide for dinner."34 "Mr, and Mrs. Snagsby are not
only one bone and one flesh, but to the nelighbor's
thinking, one volce, too," Dickens' appraisal of the
situation 1s that the 'one voice! should belong to the

man if domestic harmony is to pravaill, Mr. Snagsby also
comes in for his share of criticism for being too meek and
mild, but it is against Mrs. Snagsby that Dickens directs
most of his ammunition, '

Molly in Great Expectations 1s Dickens! example of

the wonders that can be accomplished when a man 1s strong
enough to impose his will on a woman., A llon tamed, Molly
has hecome an acceptable complement to Jaggers' household.

Her entrapped hand was on the table, but she
had already put her other hand behind her waist.

"Master, " she sald, in a low voice, with her
eyes attentively and entreatingly flxed upon
him, "Dont't.,"

n]'1l show you a wrist," rzpeated Mr. Jaggers
with an immovable determination to show it,
"Molly, let them see your wrist.,”

"Master," she agaln murmured., ‘'Pleaset"

The moment he ceased, she loocked at him agaln.
"That'll do, Meclly," sald Mr. Jaggers, ziving
her a slight nod; "you have been admlred, and

can go,"J3o

The other extreme of womanhood 1s not acceptable either,
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Not only must she be unworldly and delicate, she must be
efficient and hard-working within the limited sphere of
domestic duties, Mrs, Pocket's ineptness in child-rearing
and all things practical, is attributed to the fact that
she has aristocratic connections. In any case, she is

not a help to her husband, one of the more serious charges
that Dickens makes against the falrer sex. With such a
wife, how can a man "qulte see hlis way to putting anything

37
stralght?"

Dickens! opinion as to what constitutes manliness
can be deduced from a comparison of his portrayal of
Bucket on whom Dickens 1gvishes pralse and admiration,
and his portrayal'of Skimpole for whom Dlckens has sus=-
picion and contempt. Bucket 1s, abéve all, cheerful,
well-mannered and efficlent. le identifies closely with
his public role as a police officer: nothing is allowed
to interfere with the performance of his dutles, Even
when he 1s required to do things distasteful to his pere
sonal feelings, his sense of public responsibility
triumphs with little conflict or difficulty. Although the
police officer hounds Jo continually and is eventually
indirectly responsible for his death, although he pursues
Gridley, and arrests George for murder although he sus-

pects that George is innocent, although he goes out at
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Tulkinghorn's order to track down Lady Dedlock, he is seen
as an admirable character because he does his job efficlently,
Throughout, Bucket impersonalizes himself; he refuses to
acknowledge any responsibility for his participation in the
unjust and authoritarlian system whose interests he serves,

at the same time disclaiming any personal malevolence in
what he does,

"Ladles and gentlemen,® sald Mr. Bucket, "you!ll
excuse anything that may appear to be disagree-
able in this, for my name's Inspector Bucket 05
the Detectives, and 1 have a duty to perform." 8

His jocular intimacy with Gridley only masks the fact that
the relationship 1s one of pursuer and pursued. Bucket
views the situation as a game, although Bucket has nothing
te loge and Gridlav atnanda tn lose = grest degl., Even
viewed as a game, Bucket!s behavior is hardly sporting
since there is great lnequity 1n the distribution of
chance, "You'll lose your temper with the whole round of
‘em agaln and again,Y Bucket assures Gridley, "and I shall
take you on a score of warrants yet, 1f I have luck...Why,
Lord bless your soul, what times we have had together!“39
The gentility and good-breeding with which Bucket! executes
his duty only serve to accentuate the shallowness of
manners and respectabllity., After he has handcuffed the
trooper, Bucket asks: "How do you find them? Are they

comfortable? If nct, say so, for 1 wish to make things as

pleasant as is consistent with my duty, and I've got
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another pair in my pocket."ao Dickens! positive evaluaw
tion of Bucket has been cited as evidence of Dickens! ocwn
authoritariantsm., His cheerful acceptance of authority ana
duty 18 related to his concept of masculinity. The degree
to which Bucket is admired finds 1ts counterpart in the
degree to which Dickens attacks Skimpole, . Where Bucket
glossed over his exercise of power with gentility, Skimpole
exposes the amorality of Bucket'!s position with his own
philosophy of childlike expedlency. Despite Ckimpole's
self-professed innocence into the ways of the world, he is
aware that power is the predominant concern of soclety. Ia
his perception of Bucket, he i1s not misled by Bucket's
charm; he smes the man for what ne is:

Skimpole reasons with himself, thls 1s a tamed

lynx, an active policz~officer, an intellizent

man, a person of a geculiarly directed enesrgy

and great subtlety both of conception and exe-

cution, who discovers our friends and enemles

for us when they run away, recovers our property

for us when we are robbed, avenges us comfortaa

bly when we are murdered. This active police=

officer and intelligent man has acquired in the

exercise of hls art, a strong failth in money; he

finds 1t very usefui to him, and Pre Mgkes 1t very

userul to society... Skimpcle deems it essentlal,

in 1ts little place, to the general cohesion of

things, that he should think well of Bucket, The

State expressly asks him to trust Bucket, And he
does,

Skimpole is a blend of the same qualities as Bucket --
expediency and charm, The primary difference between the

two men 1s that one uses his abllities in accordance with
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society?!s interests, while Skimpole attempts to make his
way by taking advantage of soclety. Dickens' sense of
morality is so closely tied up with social convention that
he does not seem to realize that one 1s as amoral as the
other, Esther's response to Skimpole is one of extreme
distrust and suspicion, but she is not sure why. "I showed
that I was of a different opinion, thougH'I had not the
capacity for arguing the questlon;"42 and later: "I had
noihing to offer in reply to this exposition, and therefore
took my leave."43 Skimpole is suspect because he does not
accept and conform to soclety's role expectations -- as far
as soclety 1s concerned, he is irresponsible and amoral.
Buckct, however, is admirable. btecause he has internalized

cultural values; how 'moral! these values are 1s guestione

able,

Much of the grotesque in Dickens! novels is a projec~
tion of Dickens' own preoccupation with repressed sexual
interests, Sadistic sexuality is the explanation that 1s
offered for Quilp's torture of his wife, When Mrs. Quilp
becomes the victim of her husband's cruel whims, Quilp
becomes horribly grotesque: hils features assume the ap=-
pearance of a "horribly grotesque and dlétorted force with
the tongue lolling out."uu Despite the fact that he 1is

physically and morally repugnant, he 1s still able to
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exert a strange magnetism on women, In her conversations
with the ladles, Mrs. Quilp asserts that "the best-looking
woman here couldn't refuse him if I was dead and she was
free and he chose to make love to her."us Quilp also

eyes little Nell and imagines her as the second Mrs, Quilp:
"g 1ittle cherry’cheeked, red-lipped wlf‘e."u6 Although

the nature of Quilp's motives in pursulng little Nell
across the countryside are never made explicit in the
novel, there are strongsexual undertones in the chase of
the pure delectable virglin by the ugl& monster defiler

Quilp.

In Bleak House, Krook also exhibits perverse sexual

desires., When Krook asis Rlchard: "And why do you think
they call me the Lord Chancellor, and my shop the Chancery?,"
' his answer 1s to the point: "'You see,! sald the old man,
stooping and turning around, ‘they -~ H1l Here's lovely
hairt I have got three sacks of ladies hair below, but

none so beautiful and fine as this. What colour, and what

4
texture " 4 And in Great Expectatlions, although Pip's

relationships with Biddy and Estella are completel

asexual in nature, the no-good Orlick always manages to
intrude to destroy the perfect plcture., When Pip is out
walking with Biddy, Orlick tegins to lust after Blddy; she

confesses ner horror of Orlick, who, she is afrald, "likes
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Lher]," and who dances at her whenever he catches her eye.48

Pip also has a rival in winning Estella's affections in
Bentley Drummle, who is almost as detestable as heavy-
limbed, morose Orlick whom he resembles,

Bentley Drummle, who was so sulky a fellow that

he even took up a book as if 1ts writer had done
hinm an injury, d4id not take up an acqualntance

in a more agreeable spirlit, Heavy in figzure,
movement and comprehension in the slugglish com-
plexion of his face, and in the large awkward
tongue that seemed to loll about in his mouth

as he himself lolled about*in a room -~ he was
idle, proud, niggardly, reserved and susplcious.49

Drummlefs intentions toward Estella are less than pure
and honorable, Like Quilp!s and Krook's, Drummle'’s sexual
interest in women takes the form of gadism. . Once he and

Estella re married, he treats her terribly. Pip's

~
i

interest in Estella, on the otuer nani, is &I

.
L4

puzeet

L e

quality.

..oo.What pain it gave me to think that Estella
should show any favour to a contemptible, clumsy,
sulky booby, so very far below the average. To
the present moment, I believe 1t to have been
referable to some pure fire of generosity and
disinteredness in my love for her, that 1 could
not endure the thought of her stooping to that
hound., No doubt I should have been miserable
whomsoever she had favoured, tut a worthler ob-
Ject would have caused me a different kind and

degree of distress.50

An acceptable relationship between a man and a wonman
cannot, for Dickens, include any overt sexual motivation.
However, the grotesque personages in the novel are proof

that the existence of sexual desires was of great interest
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to Dickens, although he was not able to recoznlze the fact
that he was projecting his own emotions. Invariably, sex
18 equated with sadism for Dickens: it 1s something that
1s grotesque and ugly and inhuman. The distortion in the
depiction of the grotesques 13 not objective; the descrip-
tions of Quilp and Krook borrow heavily from traditional
stock grotesques, misshapen, physically deformed creatures
with the tongue lolling out. This points to the conclusion
that, for Dickens, certain expectatlon§ had already been
created and that his own conditioning, rather than obser-
vation, is responsible for his perceptions. He believes
also that any man who would entertaln sexual desires in
connection with somebody is a low creature, hardly human --
a mere dog, like Orlick or Drummle. The extent of the
distortion is a reflection, not of reality, but of Dickens!
>fears of his own sexuality and his necessity to deny it,

and to dissociate himself from 1it.

The ideal for which Dlckens longed was a completely
desexualized relationshlp in which the male acts as a
guardian, bufferlng the woman from the cruel, hard world;
. and the woman, innocent and fragile, worships the man for

his solicitous care of her. 1In The 0ld Curiosity Shop,

little Nell is held up as a model of selfless dedlcation
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to her grardfather's needs and desires, despite the fact
that he is half-crazy. In return, she is surrounded by a
soft halo of divinity; her self-abnegation becomes a source
of inspiration and worship, Dickens belleves that a man
can fird a veritable heaven in a relationship with a woman-
child who is pure, totally Lnnocent and naive., The descrip-
tion of Nell's and her grandfatherts journey, although in
actual fact becoming more and more of a nightmare, 1s
recounted as though they were approaching ﬁerfectlon, in a

spiritual sense,

sessShe bounded on before, printing her tiny foot-
steps in the moss, which rose elastic from so
light a pressure and gave 1t back as mirrors throw
off breath; and thus she lured the old man on,
with many a backward look and merry beck....for
the fuarther they pacseed inte the docap  chade, the
more they felt that the tranquil ?1nd of God was
there and shed its peace on them,Jl

To escape from the defller Quilp, little Nell recedes
further and further into ethereallity; her journey 1s really
an escape from reality into a world of dreams.

The fact that the village to which the schoolmaster

brings Nell send her grandfather 1s a dream-world is stated

explicitly in the novel,

It was for such a spot the child had wearled in
the dense, dark miserable haunts of labour. Upcn
her bed of ashes, and amidst the squalid horrors
through which they had forced their way, visions
of such scenes -- beautiful indeed, but not more
beautiful than this sweet reality -- had been
always present to her mind. <T[hey had seemed to
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melt into a dim and airy distance, as the pro-

spect of ever beholding them agaln grew fainter;

but as they receded, she had loved and panted

for them more,>
Gradually, there is a reversal between what i3 dream and
what is reality. The idyllic place 18 first presented as
an embodiment of her past dreams; thirty or forty pages
later, it is the village church wnich is the reality and
little Nell thinks "“of her past fortunes as if they had
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been a dream and she only now awoke," A few pages
later this process is complete: the past ﬁs "only as
5
some weary dream that has passed away..."
"Hush!" said the old man,,,"no more talk of
the dream, and all the miseries it brought.

There are no dreams here., 'Tis a quiet place,
and they keep away. Let us never think ?gout

them, lest they shonld pursue usg again,®
When all remembrance of reality 1s suppressed, Nell reaches
her zenith of purity and passivity., Her ethereality is the
escape which is found from "sin and sorrow."s6 even‘though
it is also a denial of life, What Dickens calls a place
of "peaceful beauty," a place"sacred to all goodness and
virtue," a tranquil place of rest "where nothing evil

entered," 1s, when all is sald and done, the grave.A

The ideal male and female roles in The 0l1d Curlosityv

Shop indicate that Dickens has. suppresged the reality of

gsex, Little Nell is little more than a child and the men



L2

are unmarried and much older. In the type of fantasy that
he creates, Dickens preserves the cultural sex roles of a
protective superior male and a submissive female, combined
with an almost total repression\of sex. The relatlionship
between 1little Nell and the idealised males is almest
parental in nature., It 1s the grandfather's devotion to
the child, the Single Gentleman's self-appointed role as
her protector, akd the teacher~student relationship on the
part of the Bachelor that capture Dickens'! lnterest and
imagination. What makes thls description of little Nell's
death sentimental is the fact that Dickens projects his
own values and desires onto the account with almost no
attention to verisimilitude, Any child who is so oblivi-
ous of the demands of reality as little Nell supposedly

is, would be autistic. Any adult male who gave such
emotional importance to a protective relationship with a
child -- who, in fact, made it substitute for a more mature
heterovsexual relationship -- has falled to develop normally.

To eulogize death as a way of transcending life 1s escaplist,

Dickens may have reallzed, in fact, that he was
dealing with fantasy., However, he would not be so resdy
to admit that his fantasy stemmed from denied sexual
energy which had been subllimated. Nor would he be likely

to admit that the i1deal was not worth pursuing. 1In cele-
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trating the dubious virtues of iittle Nell, Dickens 1is
asking his audience to reaffirm their alleglance to an
ideal which serves to perpetuate the sexual repression of

which they are both victims and agents.

In Bleak House, Esther is not much oldar than little

Nell. Here, agalin, .the ideal male 1s a father-flgure; 1in
fact, Jarndyce is Esther's legal guardian, and Esther ad-
dresses him as Guardian, A marrlége is almost enacted
between this father and child. However, at the last
moment, Esther 1s bestowed on Allan Woodcourt, without her
prior consent or knowledge. Thelr marriage 15 stereo-
typically blissful, Esther eternally grateful to her
husband for loving her, and Allan Woodcourt blessed by his
family's adoration and by the public esteem in which he 1s

neld, In Great Expectations, Plp assumes that Estella has

been arranged for him. When this 1llusion collapses, he 1is
able tc¢ view the relationships between men and women slightly
more realistically. The alternate ending to the novel has
Pip, in one case, become the protectlvé Bachelor and Single

Gentleman of The 014 Curlosityv Shop; however, there is a

sense of loss involved. In the second ending, he and
Estella substitute sentiment for sex, and live happily

ever after,
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Ambivalent feelings toward parental flgures 1s a
second result of Dickens' repression of the blacking ware-
house episcde. In his novels, many of the protagonists are
children: 1little Nell, Pip, Oliver Iwist, Tiny Tim, and
Esther Summerson. All of these children are orphans.
Dickens!' cholice of parentless children is perhaps related
to the fact that, in suppressing most of the conflict he
felt in regard ﬁo parents, he had almost denied their
existence, The novels also abound wltﬁ substitute parental

figures., In The 0l1d Curiosity Shop, the relatlionship

between the grandfather and the child 1s endangered by the
grandfather's mania for gambling. Little Nell accepts the
rationale that the grandfather offers -- that the rfinancial
ruin he caused was motivated by his overwhelming concern

for her., The roles then become reversed; it is little Nell

who becomes the guardian-protector and the grandfather, the
child. At Nell's death, the grandfather becomes consclous
of the role-reversal that has occurred. "I have remembered
since, she walked behind me, Sir, that I might net see how
lame she was -- but yet she had my hand in hers, and

seemed to lead me st:i.ll."s8 In this early novel, the child
assumes the burden of an unsatisfactory fillial relationship;
little Nell sacrifices herself for the sake of an irrespon-

sible parent., The traglc element in the novel, in one

light, can be an attempt to manipulate by creating gullt
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reactions., Basically, Dickens! stance 1s a more SOphisti-
cated version of "you'll be sorry when I'm deadi"

"Oh, it is hard to take to heart the lesson

that such deaths will teach, but let no man re-

Ject it, for it 1is one that all must learn, and

it 1s a mighty, Unliversal Truth. When Death

strikes down the irnocent and young, for every

fragile form from which he lets the panting

spirit free, a hundred virtues rise, ln shapes

of mercy, charity, and love, to walk the world

and bles®s 1t,"59
The nobility and selflessness of little Nellt's death d4id
evoke a flood of tears, However, the motivation behind
the tele of woe is, in part, a reflection of Dickens! re-
working of his childhood hardships as the wronged and
villified child who was falithful to his father to the end.
The theme of wronged chlldreh who are forced to assume‘
adult reéponSlbilities because of parental lnadequacles
occurs frequently in Dickens! works, Caddy Jellyby and

Charlie being two examples,

Esther Summerson also assumes the burden of & parent's
misdeeds. It is she who bears the disfiguring scars that
are the symbol of her mother's guilt, However, some degree
of ambivalence can be detected toward the maternal flgure.
Esther has two mothers, Miss Barbary and Lady Dedlock. T[he
first of these is not Esther's real mother; she is referred
to as a perverted version of the god-mother in falry

storles, Miss Barbary, with her puritanical religious



L6

beliefs, makes Esther wish she had never been born. The
real mother 1s beautiful and rich, but gullty of having
borne an illegitimate child, When Lady Dedlock recognlzes
Esther as her child, she is moved to acknowledge her gullt,
and is full of remorse, Esther'!s scars still remain, how-
ever; like little Nell, she bears them nobly and 1s re-
warded for her self-sacrificlal attitude, However, Esther's
reward comes in this life, not in the next, and it is the

mother who dies, not the child.

Pip is an orphan who has two sets of parents: his
imagined parents who are dead, and his functlonling parents.
Pip's anger agalnst the maternal filgure 1is largely repressed
and projectéd onto other figures, éspeclally dnto Miss
Havisham, In attempting to find a sultable father-figure,
Pip alternately looks to Joe, Jarndyce and Magwitch.
Ultimately the Oedipal conflict situation is not capable of
belng resolved, and Pip recreates the primal scene in
fantasy, with an overhauled Joe, a kind and loving mother

in Bilddy, and a new Pip,

The third major area of conflict connected with the
blacking warehouse which Dickens never really resolved, was
his social and political attitudes, His experience of

havine suffered adversity as a child made him sympathetic
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toward the plight of all people who were victims, especially
children. Both in his novels and in his personal 1life,
Dickens campalgned for the improvement of living condl-
tions for the poor, and attacked the abuse of power, De-
spite his outspoken criticism of soclal 11l1s, however,
Dickens was not radical, Basically, his position 1s that

of a middle-class liberal. He was not interested 1n
radically altering the nature of English soclety; hils
position was that of a moralist whose morality- was derived
from middle-class realltles,

The truth is that Dickens!' critliclism of soclety
i1s almost excluslvely moral, Hence the utter
lack of any constructive suggestion anywhere in
his work, He attacks the law, parliamentary
governrent, the educatlional system, and so forth,
without ever clearly gupoesting what he would
‘put in thelr places. Of course it is not neces-
sarily the business of a novellst, or a satirist,
to make constructive suggestions, but the point
i1s that Dlckens! attlitude is at bottom not even
destructive. There 1s no clear sign that ne
wants the existing order to be overthrown, or
that he believes 1t would make very much differ-
ence 1f it were overthrown., For 1n reality, hils
target 1s not so much socliety as 'human nature!,
esolnideed, 1ts tendency if anything ls pro-capi-
talist, because 1ts whoie moral 1s that caplta-
lists ought to be kind, not that workers ought
to be rebellious., Bounderby is a bullying wind-
bag and Gradarind has been morally blinded, but
if they wera better men, the system would work
well gnough -- that, all through is the implica-
tion, 00

Dickens! necessity to repress his early brush with the
lower classes made it difficult for him to view soclety

objectively. He has an amblvalent attitude toward both the



48

class below and the class above him. On the orie hand, he
champlons the cause of the poor because he identifies with
them as victims, but he does not understand the full ex-
tent of the horror. He 1is also afrald of the lower classes,
of the threat of contaglon and the threat of rebelllion., He
sees the lower classes through his own eyes, not through

the eyes of the poor.

In Bleak House, Dickens paints a pathétlc picture of

a slum-child, Jo, who 1s continually ordered to move on,
nove on, with nowhere to go, .

Homely filth begrimes him, homely parasites de=
vour him, homely sores are in him, homely rags

are on him: native lgnorance, the growth of
n‘—,p“.ak a,\(l nn" ﬂ‘l.v‘qf‘l\‘ n. p[{ﬂ h(n Cm—am{-p"

nature lower than the beasts tha*'perlsh 61"
The eulogy at Jo's death, however, 18 a call to the
>Heavenly compassion in people!s hearts to stop the suf-
fering, primarily of children. It 1s an emotional appeal
to individual sentiment, rather than a call for social re-
form. Furthermore, Dickens has a rather sentimentalized
view of what a chlild like Jo would be 1like, He underes-
timates the nezative impact that continual exposure to the
slum conditions exlisting in England at that time would have
one personality development., Dickens 1is projecting himself
as a child in the blacking warehouse, 1n'Jo. when he

creates the pathetic picture of a chlild who is good by
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middle-~class standards and through happenstance, is pcor

and dirty.

One of the problems with which he was concerned
in one way or another in nearly all his novels
was the influence of the environment, especially
in childhood, upon habits and character... 1t
1s perhaps unnecessary to emphasize the contri-
bution of Oliver'!s gentle birth to this result,
because a similar thing on a smaller scale, hap-
pens to poor Jo whose parents are not genteel,
The spark of goodness was kept glowing in him by
Hawdon and Snagsby, and was fanned at last to a
tiny flame by Allan, Nearly all modern readers
find these conclusicens thorousghly unconvincing:
and they could not have seemed convincing.even
to contenporaries if the full horror and gross-
ness of the life that such children must have
lived had been displayed,®?

The fact that attention was focused on the bad soclal
conditions existing at the time, and thap public sentiment
was aroused, can be credited to Dickens! novels, However,
Dlékens did not channel the concern and emotion which his
novels stirred up towards any type of constructive change.,
Orwell points out that in Dickens'!' life-time, few concrete
steps were taken to alleviate the abuses which he recounted
in his novels. Dickens appealed to his audiences! sense
of compassion and pity; people are to be saved as individuals
from an evil soclety but he does not suggest that soclety
needs to be reformed. As Humphrey House observes, there 1is
even an element of snobbery in the marner in which Dickens
expresses hls concern for the lower classes,

And further, the increasing difference between the
incomes and soclal habits of the middle and working
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classes put the pleasures of doling good within
the reacn of «reater numbers as surely as it pro-
vided a wider field for tneir exercise, The
power to patronize is one of the most delightful
consegquences cf zoing up in the world: the snob=
bery of a rising middle class works both more
subtly and more thoroughly in its attlitude to
what has been left below, where the ground 1is
known and understood, than in the upward Journeg.
where a slip may lead to disaster or ridicule,®

When some of Dickens! other passages dealing with the
poor are examined, it becomes clear that Dickens is more

concerned with the poor as victims than wifh the poor themr-

selves,

But night-time in this dreadful spot! -~ night,
«sessWhen the people near them looked wilder and
more savage; when bands of unemployasd labcurers
araded in the roads, or clustered by torch-
igzht round thelir leaders, who told them 1n stern

T - ~ £ . UL A the +
‘..Aa.au.,m—':"' \.f . ."*I‘ 4.';“-,.... 8N Lla g3l ooon i

frizhtful cries and threats; when maddened men,
armed with sword and firebrand, spurning the
tears and prayers of women whoc would restraln
them, rushed fortn on errands of terror and de=
struction, to work no ruin half so surely as
their own... -- night, which, unlike the night
that Heaven sends on earth, brouzht with it no
peace, nor qulet, nor signs of blessed sleep ==
who shall tell the terrors of the night to that
young wandering child 64

Visiting the slums in Bleak House is tantamount to an

experience of Hades: "the crowd...hovers round the three
visitors, like a dream of horrible faces and fades away up
alleys and intc ruins, and behlﬁd walls; and with occasional
cries and shrill whistles of waraing, tgsnceforth rlits

5

about them until they leave the place.” These accounts

are not unsympathetic, but the maln images in the passages
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are those of anger and turmoil and a ghostly unreallty.
By presenting the slums in this way, Dickens creates the
impression of something grotesque and irratlional -- his
solution is not to ;dlscover the causes, but to escape an

oppressive and recurring nightmare.

The upper classes are cast as sadists who are respon-
siblie for social injustice. The Lord Chancellor, lulking-
horn and Vholes are examples of Dickens' attempts to affix
personal responsibility for his feelings of persecution,

To these mysterlous personages, Dlckens attributes personal
malevolence, These figures, especlally Vholés. are to some
extent grotesque, The projection in these cases in compli.
mentary; thatmls; Dickens crééteérthe tyﬁerbf-pédﬁiérého;v
he feels, are capable of causing the social 11lls which are
almost beyond comprehension in the terror which they evoke,
These characters are a product 6f paranoia on Dickens?
part, Feor example, Dickens' own emphasis on sentiment is
reflected 1in the portrait of Tulklinghorn. Anyone who pos=
sesses power and 13 theoretically capaBle of remedyling
matters, or at least 1s capable of refusling to participate
in Chancery, and does not, must be a man who is totally
without emotion or 'heart!'. As he 1is présented. Tulklng—
horn 1s obsessed with galning power over peoplets lives.

He moves "the red bit, the black bit, the inkstand top, the

; 67
other inkstand top," silently working out people's des-
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tinies in his mind. He is a man totally concerned with
facts: "To séy of a man so severely and strictly self-
repressed that he 1s triumphant, would be to do him as

great an injustice as to suppose him groubled wlth love or
8
sentiment, or any romantic weakness", Even his name re.

flects the fact that Dickens perceives him as a vulture
preylng'on the weak and defenceless,

Like a dingy Londcon bird among the birds at roost

- in these pleasant {lelds, where the sheep are all
made into parchment, the goats into wigs, and the
pasture into charf, the lawyer, smoke-drled and
faded, dwelling among mankind but not consorting
with them, aged wlthout experience of genial
youth, and so long used to make his cramped nest
in holes and corners of human nature that he has
forgotten 1tg broader better range, comes saun-
tering home, 9

"An aura of mysiericucness surrounds fulklnghqrn. Lady Dad-
lock explains to Esther that he is inscrutable, énd tHeréb#
more terrifying and more powerful. "His calling i1s the ac-
quisition of secrets, and the holding pos3ession of such
power as they give him, with no sharer or opvonent in 1t."70
Because of the lack of concrete information about Tulking-
horn, about hls motives, his character, even hlis movements,
much of what 13 attributed to Tulklinghorn must necessarily
be a result of projection on Dickens® part,

As if !t whispered to him of its fifth years of

sllence and secluslon, 1t shuts him up the closer,
More impenetrable than ever, he sits, and drinks,
and mellows as it were, in secrecy; pondering,

at that twilicht hour, on all the mysteries he
knows, assoclated with darkening woods in the
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country, and vast blank shut-up houses in town:

and perhaps sparing a thought or two for himself,

and his family history, and his money, and his

will -- all a mystery to every one. .’
The reality of a secretive, powerful, conservative o0ld gen-
tleman is combined with Dickens! presuppositions that the
reason why soclety 1s unjust 1s because power is exercised
by heartless vultures such as Tulkinghorn who are dedica-.
ted to the pursult of the chase, and who delight in the
k111, As a model for é;éiological analysis, even as a
study in psychology, the depiction of Tulkinghorn is naive,
The one over-riding factor in Tulkinghorn's personality
that leads to his "evilness" is the fact that he has no

emotions, that he 1s dry and dusty. 3Since Tulkinghorn's

T ™ [ .
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on sentiment, and since Tulkinghoran 18 also presented as
inscrutable, there 1s room to suppose that Dickens! sus-
plcions of the upper classes find confirmation in a compli-

mentary projection,

Many of the same images are repeated in descriptions
of Vholes, who i1s also a lawyer for the Court of Chancery.
He is secretive, "buttoned-up," dressed all in black, and
looks at his clients "as if he were looking at his prey and

charming it",

Mr. Vholes!' office, in disposition retiring and
1n situatlon retired, is squeezed up in a corner

.
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and blinks at a dead wall... He never misses a

chance in his practice; which is a mark of re-

spectabllity. He never takes any pleasure; which

is ariother mark of respectabiliry, His digestion

is impalred, which 1s highly respectable, And he

is makine hay of the grass which 1s flesh, for his

three daughters,?3
Like Tulkinghorn, Vholes is repressed, emotionless, and
cannibalistic. How little Dickens understands this is in-
dicated by the gruescmely uncanny description of Vholes
taking “off his close black gloves as if he were skinning
himself," and llftlgg "off his tight hat as 1f he were

7

scalping himselr", 'Uncanny' comes from the Gaellc root
'ken! and means, literally, beyord one's understanding. To
Dickens, Vholes is as incomprehensible as Tulkinghorn in
his own way; these highly ambiguous personages become the
focus for Dickens' dlistrust of soclety armd social institi-
tutions. They are, in part, a reflection of the paranoia
of a rising middle class in confllict with a conservative

established class.

How people 1deally should be, is also offered as a
counterpart to how Dlckens fears they are, The good figures
in the povel are soclally disengaged and independently
wealthy characters who rescue deserving indlviduals from the

morass of social injustices. In The 0ld Curiosity Shop, the

Single Gentleman 1s intrigued by the plight of little Nell,

end, out of charity, makes strenuous exertions on her be-
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half. A race between the forces of good and the forces of
evil comprises a large part of the plot: as Qullp attempts
to track down phe grandfather and the child, the Single
Gentleman is also uslné his influence and power to reach
them in time. On a more pleblan scale, Xit 1s rescued from
poverty and obscurity by an eldérly couple who recognize

his innate gqQodness, and take him into their home. Sim!larw-

1y in Bleak House, Jarndyce's home becomes the haven for

deserving unfortunates who are saved by hls generosity.
The belief that goodness is rewarded and that evil 1is
thwarted in life is very hard to accept for most adult

readers., It is also perplexing that these benevolent gen-

tlemen of ne clalms on thelr tims ather than o

)
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look for people whom they can help. The ideal of a 1life of

" .lelsure devoted to good works seems to be based on Dickens?

supposition that wealth can buy freedom -~ freedom even frem'
soclal forces. For example, it 1s never explained how Jarn-
dyce has managed to escape from the case before Chancery in
which he would have been one of the prime litigants. Howe
ever, he does. His character is not rulned, hls flnanéial
resources are not exhausted by the case of Jarndyce and

' Jarndyce. The only explanation in the novel 13 that he has
chosen to act as though Chancery does not exist, and, as a

result, he miraculously escapes from 1ts influence,
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In Bleak House, however, even Dickens is able to see

that his solution to soclial injustice is limited, Jarndyce
is unable to save everyone., Hichard's compulsion to fight
Chancery 1s stronrer than Jarndyce's enveloping and protec-
tive charlty, Jo also dles hbecause he was -pirated away
from Bleak House when he had the fever., Nevertheless good-
ness radiates from Bleak House and most of those touched by

1ts influasnce lead a changed existence, 1In Great Expecta-

tions Dlckens presents a much more cynicai view of the
independently wealthy benefactors, Much to his horror, Pip
discovers that Miss Havisham's motivations in adopting him
are not selfless, His wealthy patron turns out to be a
econvict who 18 using him to fulifill his cwn ambitions vi-
cariously. Even though Plp renouncéé Mégwiﬁdh;s money énd
refuses to become "his" gentleman, he nevertheless becomes
a gentleman., Once again, his wealth and position allow him
to tecome independent from soclety, although the sphere of
action is severely restricted to a small circle of family
and friends. The ideal of becoming a self=sufficlent gen-
tleman 15 never repudiated in Dickens! novels, although the
expectation of what it can accomplish becomes very much
reduced, Dickens begins to réalize that one can not save
the world by this route, but he still thinks that one cen

save oneself,
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In hils novels, Dickens urged a disengagement from soclal
forces, a withdrawal from reallty to an individual moral
life, Unable to face the feality of class, he attempts ¢to
negate the implications of the class sﬁructure by emdbracirng

a vague humanltarianism, an inner circle for the deserving.,

In The 0ld Cariosity Shop, little Nell's flight from the
city to the country is accompanied by a corresponding flight
from a social to a spiritual reality, from a nightmare to a
vision of paradise, The maln‘target of the social criticism
is the machine which dehumanizes, bllghts, and sterilizes,

On mounds of ashes by the wayside, sheltered only
by a few rougn boards, or rotten pent-house roofs,
strancge engines spun and writhed like tortured

creatures; clanking thelr ircn chains, shrieking

in thelr rapid whirl from time to time as though
lv\ f'hrmenf n»oqﬂnwnk"ts. onR mqlrl n? tha Qw(\nnﬂ

'trenble with their agonies... Then came more of
the wrathful monsters, whose lilke they [the
people) almost seemed to be 1n thelr wildness and
their untamed alr, screeching and turning round
and round again; and still, before, behind, and
to the right and left, was the same interminable
perspective of brick towers, never ceasing 1n
thelr black vomit, blasting all things living or
inanimate, shutting out the face of day, and
closin% in on all these horrors with a dense dark
cloud.

It 13 a strange and terrifying land for Dlckens where "the
noise and 4irt and vapour of the great manufacturing town,
reeking with lean misery and hungry wretchedness, hemmed
them in on every side, and seemed to shut out hope, and

render escape impossible,"
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In all three novels, the same lurid glare from the
kilns denotes the confrontation with the social evil,

They raised thelr eyes, and Saw a lurid glare
hanging in the dark sky, the dull reflection of
some distant fire... They had proceeded thus in
silence for some quarter of an hour, and had
lost sizht of the glare to which he had pointed,
in the dark and narrow ways by which they had
cone, when i1t suddenly burst upon them agailn,
streaming up from the h%gh chimney of a build-
1ng close before them.’ ‘

Compared to the following from Bleak House:

Towards London, a lurid glare overhung the

whole dark waste; and the contrast between
these two lights, and the fancy wnich the red-
der lizht engendered of an unearthly fire,
gleaming on all the unseen bulldings of the clity,
and on all the faces of its many thousands of
wandering inhabltants, was as solemn as might be
ees The kilns were burning, and a stifling
vapour set towards us with a pale blue glare.78

Both passages have -Lne same nignimarisn qQuadiiiy - -aoout Uheim.
The landscape 1s coloured by a reddish or blulsh glow from

" the fires of the kilns, making the industrial soclety, 1in

both cases, a vision of hell,

In Great Expectations the locale has changed from the

heart of the industrial towns but the same image reoccurs.,
In Pip's confrontation with Crlick, "the lime was burning
with a sluggish stifling smell, but the flres were made up
and left".79 When Pip 1s discovered and rescued by Herbert,
"the white vapour of the kiln passed from them as (they)

went by, and, as [Pip) had thought a prayer before, (he)
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80
thouzght a thanksgiving now,. From the point in the novel
when the protagonist comes face to face with the awareness
of an evil soclety, from that point on, little Nell, Esther
and Pip all are radically changed., After Nell passed through
the industrial town, she entered into a trance-like state,
She was "so very calm and unresisting that she had no
thought of any wants of her own, but prayed that God would
ralse up some friend for her grandfather ":81 ",..even
hunger wes forgotten in the strange tranquility that crept
over her senses.,,, It was not like sleep -~ and yet it
must have been, or why those pleasant dreams of the little
scholar all night long..."82 Wwhen she has reached this
somnambulent state, she is whisked away in a coach, toward
the culmination of her journey, "moving onward with no
trouble or fatigue, and hearing all tnese sounds like

83
dreamy music, lulling to the senses,"

Immediately after Esther's imsge of london in the dis-
tance, and immediately before her contagion with smallpox,
she also undergoes a profound chénge. "But I have always
remembered since, that when we had stopped at the garden
gate to look up at the sky, and when we went on our way, I
had for the moment an undefinable impression of gzselr as

being something different from what I then was,." A long

period of penance intervenes, in Esther's case, from the
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direct experience with a hellish reality, to her being
transported to & better one. In searching for her mother i
with Inspector Bucket, Esther meets Allan Woodcourt:

It was so unexpected, and so -~ I don't know

what to call it, whether pleasant or painful

==~ to come upon it after my feverish wandering

Journey, and in the midst of the night, that 1

could not keep back the tears from my eyes.

It wag like hearing his volce in a strange coune

try.
This meeting presages Esther's ensulng marriage to Wood- j
court., As his wife and the mistress of the second Bleak

House, Esther'!s world is freed from the guilt and terrors

of her earlier 1life,

A similar pattern emerges in Creat Expectatlions.

Aflter Pip’s encouanter with vrliick ocn the marshes, in which
Pip denies his complicity in any evil deed, he 1s rescued by
Herbert., "At these words, the face of him who supported me
looked over into milne, and,I saw my supporter to be ==
tHerbert; Great Heaven!'"86 In all three cases, the pro-
tagonist 1s saved from an overwhelming soclial reality by a
tgood! friend ~- the Bachelor, Allan Woodcourt, and Herbert,
And in all three cases, the protagonist!s fortunes suddenly
change for the better, so that their dreams become realilzed,

As Pip 1looked along the clustered roofs, with

church towers and splres shooting into the un-

usually clear air, the sun rose up, and a veill

seemed to be drawn from the river, arnd millions
of sparkles burst out upon its waters. From
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him too, a veill seeged to be drawn, and he
felt strong and well,S8?

The escape from social involvement which seems impossible,

is found 1in fantasy.

Dickens' ambivalent attitude toward the upper and the
lower classes reflects what he fears they might be, and how
he hopes they are., That strong personal reactions condition
his social attitudes is evident in the fact that he cannot
tolerate ungentlemanly behavior. Essentlally,'chkens'
socilaological analysis is a moral one, The upper classes
ought to change scociety, and the evil that 1s created in
soclety as a result of the injustices, will be the instru-
rwent of judzement, The lack of emotion which Dickens at.
trioutes to the upper classes 1s a reflection of Dickens?
own feelling that someone should have rescued him from his
plight in the blacking warehouse, and that no one did. The
deggqlc poscession which 1s attrihuted to the slums reflects
Dickenst! distaste for tne roughness and coarseness and
barely suppressed aggression which he sensed in the lower
classes., Accordinx to Dickens, the solution lies with
private acts of benevolence, Soclal forces acting on indi-
viduals are simply evil, and discredited as such. Thus
chkens always advocates escape -- escape from the city to

country in The 0ld puricslcy Shop, escape from the web of
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Chancery to a country cottage, and in Great Expectations,

the renunciation of British soclety in favour of & personal

existence in the colonles,
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The 0ld Curlosity Shop

In the first chapter of The 0ld Curiosity Shop,

Dickens makes quite explicit one of the drives which lead
to his creativity. Fantasy is viewed as a defense against
reality by the narrator. The subsequent story of little
Nell is related as an adventure which the gentleman en-
countered in one of his night ramblings: in fact, it would

be quite possible to view the entire story of The 01d

Curiosity Shop as a fantasy of the narrator. It s presen-
ted as fact, but the narrator himself says that he is given
to creating imaginative constructlicns in his excursions,

Night is generally my time for walking... I have
fallen insensibly intc thic habit, both boccause
it favours my inrirmity ana because it artoras

me greater opportunlity of speculating on the
characters and occupatlons of those who fill the
streets, The glare and hurry of broad noon are
not adapted to idle pursults llke mine; a glimpse
of passing faces caught by the light of a street
lamp or a shop window is oftern better for my pur-
pose than their full revelation in the daylight,
and, 1f I must add the truth, night is kinder

in this respect than day, which too often de-
stroys an air-built castle at the moment of its
completigg, without the smallest ceremony or
remorse, :

The reascn why "alr-bullt castles”" are preferred is also
furnished by the narrator, It s because he, for some un-
specifled reason, finds that reality is without meaning, or
if we may phrase the matter slightly differently, thaﬁ he

no longer is able to invest reality with any meaning,
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That constant pacing to and fro, that never-
ending restlessness, that incessant tread of
feet wearing the roucgh stones smooth and glossy
== 15 1t not a wonder how the dwellers in nar-
row ways can bear to hear ittt Think of a sick
man in such a place as Salnt Martin's Court,
listening to the footsteps, and in the midst of
palin and weariness obliged, despite himself (as
though it were a task he must perform) to de-
tect the child's step from the man's, the slip-
shod begzar from the booted exquisite, the
lounging from the busy, the dull heel of the
sauntering outcast from the quick tread of an
expectant pleasure-seeker -- think of the num
and nolse belng always present to hls senses,
and of the stream of life that will not stop,
pouring on, on, on, through all his restless
dreams, as If he were condemned to lie dead

but conscious, in a nolsy churchyard and had

no hope of rest for centuries to come,S9

That reality 1s oppressive for the gentleman is fairly ob-

vious from thils passage -- 1t wears away the individual's

resistancs a2 the constant treszd of feet
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There 1s also a suggestion of a compulsion to detect order
90

in the environment ("a task he must perform"), that is

a description of a state of mind in which there is no

longer much contact with reality: as a result, energy 1s

channeled into the night musings which the gentleman prefers.

In the preface to The 0ld Curiosity Shop 1t is apparent

that fictional characters are invested with a reality of
their own. A substitute reality is found in imaginative
constructions. Dickens talks about little Nell as though
she almost existed: he tells us that his novel has an

interest in his mind "which is not a public one, and the
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rightful place of which appears to be a more removed
92
ground",

I have a mournful pride in one recollection asso-

ciated with '1ittle Nell!, While she was yet

upon her wanderings, not then concluded, there

appeared in a literary Jjournal, an essay of wnich

she was the principal theme, so earnestly, so

eloquently, and tenderly appreciative of her...93
Dickens also states his intention in writing the novel, an
intention which accords well with the pattern of repression
followed by splittings,

I will merely observe, therefore, that in writing

the book, I had it always in my fancy to surround

the lonely figure of the chila with grotesque

and wild, but not impossible companions, and to

gather about her innocent face and pure intentions,

associates as strange and uncongenial as the grim

objects that are about her bed when her nistory is

first foreshadowed, 9%

At the crisis of the book, the same conflict between
goodness ard evil reemerges, with much the same resolution.
There is a realization of the inherent 'evilness? of life,
with a consequent withdrawal from reality. This moment is
preceded in Nell!s travels by the boat ride crewed by
drunken men in which she is forced to entertain them, This
episode, in its turn, is preceded by Nell's resolve to takes
her grandfather from the temptation of gambling., From this
point on, the Jjourney takes on a different tone., No longer
are they Just fleelng from London, wandering around the
counitryside: now thelir flight occurs in & metaphysical

dimension (or psychological landscape) that moves from a

I
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hell to a heaven., The grotesgue and sentimental descrip-

tion differs sharply from the essentlally realistic country-

side that they had traversed earlier,

In a larze and lofiy building, supported by pill-
lars of iron, with great black apertures in tne
upper walls, open to the exterral alr; echolng
to the roof with the hissinrz of red-hot metal
plunced in water, and a hundred stranse unearthly
noises never heard elsewhere; in thls gloomy
place, moving like demcons among the flame and
smoxe, dimly and fitfully seen, flushed and tor-
mented by the burning fires, and w#leldinz zreat
weapons, a faulty blow from any one of which must
have crushed some workman's skull, a number or
men laboured like glants.

Others, reposing upon heaps of coals or ashes
with thelr faces turned to the black vault above,
slep or rested from tnelr tol'. Others agailn,
opening the white-hot furnace doors, cast fuel on
the flames, which came rushling and roaming forth
to meet it, and 1licked 1t up ilke o0il, Others
drew forth, with clashing noise upon the ground,
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portable heat, and a dull deep light Jlxe that
which reddens in the eyes of savege beasts,95

There are here two levels on which the flight {rom reality
operates., On one, the cause 1s the necessity to remove her
grandfather from the environment which has corrupted hlm,
This necessity 1s recognized when Nell finally admits rkis
guilt, On the other level, Nell 1s mede aware of base
sexual desires in her encounter with the drunken men and

with brute physical aggression in the industrial factory.

The same isolation from an inhuman reality is ex-
perienced at this point: 1life 1s inexorable but for Nell

there 1s no human contact, no hope of gratification.
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The thronz of people hurried by, in two opposite
streame, with no symptom of cessation or exhaus-
tion; intent upon their own affairs; and undis-
turbed in their business speculations, by the

roar of carts and wazgons laden with clashing
wares, the slipping of horses! feet upon the wet
and greasy pavement, the rattling of the rain on
Windows and umbrella-tops, the jostling of the
more impatient passengers, and all the noise and
tumult of a crowded street in the hizh tide of 1its
occupation: while the two poor strangers, stunned
and bewlldered by the hurry they beheld but had no
rart in, looked mournfully on; feeling amidst the
crowd a solitude which has no parallel but in the
thirst of the shipwrecked mariner, who, tossed to
and fro upon the billows of a mighty ocean, his
red eyes blinded by looking on the water which
hems him in on every side, has not one drop to
cool his burning tongue.96

The emotional state of mind described in the passage above
could be termed alienation, as well as a withdrawal from
reality, depending on whetherasociologicel or vsychological
approach i1s used to comprehend the phenomenon., It is under-
standable that anyone would withdraw in horror from these
Aearly 1ndustrial towns where people sacrificed their lives
to feed the jaws of the machines. Dickens presents these
places as unfit for human habitation in their weary same-
ness, the filth and the degradation,

A long suburb of red brick houses, some with
patches of garden-zround, where coal-dust and fac-
tory smoke darkened the shrinking leaves, and
coarse ranit flowers; and where the strugegling
vegetation sickened and sank under the hot breath
of kiln and furnace, making them by its presence
seem yet more blighting sand unwholesome than in
the town itself, -- a long, flat, struggling
suburb passed, they came by slow degrees upon a
cheerless region, where not a blade of grass was
seen to grow; where not a bud put forth its pro-
mise in the spring; where nothing green could
live but cn the surface of the stagnant pools,
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which here and there lay 1dly sweltering by the
black roadside.97

What can be criticised, however, 1s Dickens' method of
dealing with the objective situation. His withdrawal from
reality is accompanied bty the repression of erotic and ag-
gressive impulses leading to the formation of an ideal
(sublimated) imago. A negation of the first means that
there can be no possible gratification: there can only be
a worship of a higher, more spiritual being. Negation of
the latter nullifies any energy which could be used to
transform reality: there can only be a resignation to life
as it is, insulated from its grosser injustices by the
utepliae crested from longlngs, dissatisfaction, and resente _ .
ment, It 1s not that Dickens offers us an alternative o
reality; 1t is the nature of that reality which is unac-

ceptable; for it is nothing more than a dream which 1is in.

capable of being realized and iancapable of satisfying,

precisely because it results from instinctual renunciation,

The withdrawal from reality in The 0ld Curiosity Shop

is occasioned by a necessity to deny sexual instincts, to
deny a nightmarish social reality, and above all, to deny
an unfulfilline affiliative relationship. All that Dickens
felt to be lacking in hils own relatioﬁshlp with his parents
is projected onto little Nell and her grandfather, The

guiltless child assumes the responsibllity for the grand=-
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father who has been turned into a compulsive gambler by a

corrupt soclety. One of the main reasons for little Nell's

flight from the cities and towns is "to lead her sacred

8
charge further from guilt and shame".9 However, through

her selflessness, Nell is able to transform her grandfatner

into a doting and selfless parent,

From that time, there sprang up in the old man's
mind, a solicitude about the child which never
slept or left .-him, There are chords in the hu-
man heart -- strange, varying strings -- which
are only struck by acclildent; which will remain
mute and senseless to appeals the most passionate
and earnest, and respond at last to the slightest
casual touch... From that time, the old man never
for a moment forgot the weakness and devotion of
the child: from the timz cf that slight incident,
he, who had seen her toilling by his side through
so much difficulty and suffering, and had scarcely
thougnt of her ctherwlse than ac the partner of
miseries which he felil sScarcely in u1is Owrn peirson,
and dzplored for his own sake at least as much as
hers, awoke to a sense of what he owed her, and
what those miseries had made her., Never, no,
never once, in ore unguarded moment from that time
to the end, did any care for himself, any thought
of his own comfort, any selfish consideration or
regard distract his thoughts from the gentle ob-
ject of his love.99 _

However,

the grandfather's realization that he has falled to

fulrill his parental responsiblilities is too late., Little

Nell is well on the way to dying before ne recognlzes the

effect he has had on the child,

The grotesque forces in the novel are those which

threaten to destroy the ideal realtionship of parent and

child,

Quilp i1s the one who forecloses on the grandfather's
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shop, forcing Nell and her grandfather to flee., The fact
that Quilp has the law on his side, and that he uses it vin-
dictlvely, serves as a further indictment on Dickens! part
of all that 1s legal as opposed to moral, The other two
personares, Sally and Sampson Brass, wno ald Quilp in his
designs, are also villified., A further tareat to tne
ldealized relationship is Quilp's sexuality., In terms of
the novel, his pursult of 1little Nell can not be explalned
by any monztary rewards Quilp may hope to gain. He lusts
after the innocent young virgin. The development of
sexuality in adolescence usually marks the lessening in
importance of the filial relationship. It leads to the de=-
sire for indenendence and .a choice or a suitable mate, ‘I'nus

1little Nell must die a prepubescent heroine, innocent of

- ever having desired to betray the parental figure, Not

only the grandfather'!'s avarice and the law consplre agalnst
the realization of a completely fulfilling relationship;

time is also an enemy with the emergence of sexuallty.

The novel is traglic in the sense that the ideal 15
achlieved just as little Nell is dying. However, nc other
ending would be suitable for Dickens' purposes, It 13 the
passage of time, ultimately, which 1s segn as the enemy to
an indefinitely prolonzed symbiotlic relationship. In the

stasis of Heaven, however, the ideal can finally and
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eternally be achieved.

It is not...on earth that Heaven's justice ends,
Think what 1t is, compared with this World to
which her young spirit has winged 1ts early
flizht, ani say, if one deliberate wish expressed
in solemn terms above this bed could call her
back to life, which of us would utter 1t,10
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Bleak House

The split imagos that were found in The 0ld Curlosity

Shov are manifested in the split narrative structure in

Bleak House. The third-person narrator is disillusioned

and cynical; one caen not however accurately describe the
rerspective as objective. Esther's narrative reflects the
tendency to sublimation, although she 1s also realistic to

some extent, In many ways, Bleak House 1s one of Dickens!

most interesting novels because of the level of conflict
that forced Dickens to adopt the twec perspectives whicn
exist independiently of each other, The one narrative
structure exhibits values consistent with the mascullne
siereolype, the iatter witn tne fraditiOnal reminine roie,
Esther i1s cencerned with individuais, rather than soclal
issues; she experlences gullt, rather than outrsge; she 1s
an optimist, not a cynic; she 1s subjective, not objective,
There 1s a tendency among some critlics to renounce Esther's
part of the novel, while seeling the third--person narration
as more reallistic; the argument is that the cynical denun-
ciation of soclal abuses carries more welght than Esther's
sentimental posture of individual good works and a cheerful
heart, However, as in the case of Qullp and'Nell, the two
perspectives exist in dynamlc relation to each other. T[he
extent to whicn the third-person narrator is cynical, is the

extent to which Esther 18 sentimental., The solution advoca-
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ted objectlively -~ that the evil 1n the world wlll spon-
taneously combust itself, or that the social abuses will be
annihilated by natural forcgs -- 18 no more reallstic than
Esther's, 1In both perspectives, there is a wlthdrawal from
reality ard the splitting still remains. In one perspective,
the hallucinated bad imago is projected onpp the evils of
soclety; 1n the other, the hallucinated good imago is pro-
Jected onto the angelic Esther Summerson and her values,
The withdrawal from an unfulfllling soclal reality 1s con-
ditioned by the nature of the'soclety 1tsélf. The repres-
slon is not transcended; escape is found in the positing of
an ideal good reality., Hoﬁever the represslonAthat enables
the sublimation 2lsc leads to a projection of irrationsl
feafs. Therbverall perspectlve lsréamewhaf-less'fespién-

dent than the traglc triumph in The 0ld Curliosity Shop, as

the title, Bleak House, indicates,

In the first few pages of Bleak House, the cryptilc

style and the deletion of transitive verbs suggest that the
narrator is observing things that are not only unorganized
into a spatlial or temporal continuum, but are incapable of

being organized by a rational consclousness,

Fog everywhere, Fog up the river where it flows
among green alts and meadows; fog down the river,
where 1t rolls defiled among the tlers of ship-

ping and the waterside pollutions of a great (and .
dirty) city. Fog on the Essex marshes, fog on WY/;
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the Kentish helghts... Chance people on the
bridzes peepling over the parapets into a nether
sky of fog, with foxz all round them, as if they
were up 190? balloon, and hanging in the misty
clouds...

The principle of an organizing consciousness is restricted
to the awareness that reality i1s a series of isolated per-
ceptions related to each other only by vlr?ue of the fog
1n which they are suspended., J, Hillis Miller notes the

same points in greater detail in hls discussion of Bleak

House:

«ssthe substitution of participles for verbs in
the first three paragraphs of the novel has a
further effect: Lt removes the spectator and
narrator from the scene, or at least 1t seems to
reduce him to an anonymous and detached observer,
a neutral seeing eye. To say "the feog creeps"
much more actively lrvolves tne spectator in a
nevreention and Sudsement lhaan {C say Tox Greep-
ing", The latter expression suggests that the
activity is happenirng, but somewhere outside the
immediate area of sensation. I know that the [log
is creeping, but I do not directly and intimately
know ft, I dissociate myself from the activity
and contemrplate it from a disvance,i

The image of the fog 1tself contributes to the sensation
that the narrator is a dispassionate and passive observer;

his perceptual field consists of a jumble of objects which

remain dlssociated.

The fog, a fog that 13 both a physical mist and
a spiritual blindness, forms an opaque barrier
between any one place and any other... What 1s
seen forms a tableau in which everything 1s pre-
sent at once in a pell-mell disorder, like the
cows and pecple in a painting by Chagall, Thinzs
are visible, outlines in the fcg, but nothing 1is
related to anything else, Each new object 1is
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simply added to the others in a succession
which makes more and more obvious their dis-
connection.., Confronted with a complexity
which exceeds the senses and the mind, the
spectator ends 1t may be, like Baudelaire, at
the sight of seven identical old men appear-
ing one by one out of the fog,. ‘'blessé par le
mystere et par l'absurdité’,l0

To this apparent disorder and stagnation, Dickens attri=-
butes a malevolent purpose, with natural forces acting as
agents and human beings, the victims. It is as though
natural reallity were conspiring agalinst the human race,

As much mud in the streets, as if the waters
had but newly retired from the face of the
earth, and it would not be wonderful to meet a
Megalosaurus, forty feet long or so, waddling
like an elephantine lizard up Holborn Hill.
Smoke lowering down from chimney-pots, making
a soft black drizzle with flakes of soot in it
as bis as full-grown snow=flakes -- gone into
moyrnine. one might imagine., for the death of
the sun... Foot passengers, jostling one ano=-
ther's umbrellas, in a gzeneral infection of 111
~temper, and losing thelr foot-hold at street-
corners, where tens of tnousands of other foot
passengers have been slipping and sliding since
the day broke (if this day ever broke), adding
new deposits to the crust of mud, sticking at
those points tenacilously to the pavgment. and
accumulating at compund interest,l0

Chancery, which 1s used metaphorically for the whole of
soclety, has been infected by the demonic forces of mud and
fog. It has an ambiguous significance in the novel: it 1is
a real Court, and, at the same time, 1t is an instrument of
evil, For Dickens, this does not appear to pose any coritra-
dictions. Reality 13 perceived as morally (and therefore)

purposefully evil). Chancery is the ™ most pestilent of

{
B
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hoary sinners"; the warning avout the Court, "Suffer any

wrong that can be done rather than come herel," is the same

as the inscription above Dante's Hell.106

A second way in which Dickens establishes the Court as
evil is to draw comparisons between Chancery and Krook. The
grotesque figure 1ln this novel i3 sadistic, manipulative and
hoarding, not unlike Chancery. He is called the Lord Chan-
cellor, and his shop is known as Chancery. The explanation
that i1s offered for Krook's allas 1s thes essential similarity
between the Rag~and-Bottle Shop and the Court. Just as the
Court of Chancery "has its decaying houses and its blighted
lands in every shire; which has its worn-out lunatic in
every wad-nouse, and its dead in every churcnyard; which has
its ruined sultcr, with his slipshod heels and threadbare

107
dress, " 8o Krook'!s shop buys everything and sells nothing,
and lets everything fall to dust and decay, "rags and bot=
tles, marine stores, bones, ircen, kltchen-stuff, ladies and
gentleman's wardrobes, human halr ard lawbooks".

""You see, I have so many things here.,.of 80

many kinds.,.,wasting away and golinz to rack and

ruiln, that thatts why they have zlven me and my

place a christening, Arnd I have so many old

varchments and papers in my stcck. AndI have a

likinz for rust and must and cobwebs., And all

is fish that comes to my net, And I-can't abear

to part witn anything I once lay hold of,.,..or to

alter anything, or to have any sweeping, nor A

scourlrng, nor cleaning, nor repairing going on //\
about me, That!s why I've got the ill-name of gg
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Chancery, I don't mind., I go to see my noble
and learned brother pretty well every day, when
he ists in the Inn... There's no great odds
betwixt us, We both grub on in a muddle,"109

The analogy 1s reinforced by the fact that the shop "had in
several 1llttle particulars, the alr of being in a legal

neighborhood, and of being, as it were, a dirty hanger-on
110
and disowned relation of the law", The Court of Chancery

1s situated where "the raw afterncon is rawest, and the
111
dense fog 1s densest and the muddy streets are muddiest",

Krook's shop has a similar locale: "foggy and dark, and.,,
blinded by the wall of Lincoln's Inn, intercepting the
light within a couple of yards."112 The Rage-and~Bottle
Shop also specializes in the accoutrements of the legal

broresaion,

There were a great many ink bottles., There was

a little totterinz bench of shabby old volumes...
labelled "Law Books, all at 9d".,. A little way
within the shop door, lay heaps of o0ld crackled
parchment scrolls, and discoloured and dogt!s eared
law-papers. 1 could have fancied that all the
rusty keys, of which there must have been hundreds
huddled together a3 old iron, ahd once belonged

to doors of rooms or strong chests in lawyers!
officers. The bands and gowns torn up. One had
only to fancy...that yonder bones in a corner,
plled tczether and picked very clean, were the
bones of clients to make the plcture complete,113

The two features that have been noted about the style

in Bleak House when Dickens is discussing Chancery are the

dissocliation combined with elements of the grotesque ~- the

fantasy of an elephantine lizard waddling up Holborn Hill,
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the mud and fog have a moral significance, and the associe
tion of Chancery with Krook and his shop., In the first
paragraph of the novel, the sense of discontinulity is accom=
panied by the sense of a nightmare reality; 1inanimate obw
Jects possegs human tralts while the people jostle theme
sleves about like ants drowning in mud, The comparison of
the soot with snowflakes tends to remove thé focus from the
fact that the sooct, unlike snow, i3 produced as the result

of numan actions. The comparison between the accumulation

|
[

of mud and the accumulation of money suggests that both are\
due to uncontrollable forces to which people fall victim.AuJ
By equating cultural and natural phenomena, Dickens sugw
gests that the grotesqueness originates in the inalterable
nature of things. The style in this first paragraph sug-
gests that the narrator has dissoclated himself from reality;
that the center of his thoughts and =sctions lles somewhere
outside of the fog, and that he views the state of the

world as being incongruous, However, because the style olso
has overtones of evil, there is alseo unconscious prejection
of repressed emotlens in the description of Krook, and by
analogy, Chancery, The bellef that something purposeful is
keeping everything bottled up, and letting the world frall
into rack and ruin, 1s a projlection on DickeAs' part to ex-

plain the frustration anrd angef that he feels, The only way

for Dickens to comprehend the world is to see Chancery a3 a



79

cancer. "The on2 great principle of English law 1s to make
business for itself... Viewed by this lizht 1t becomes a

coherent scheme and not the monstrous maze the lalty is apt

114
to think 1it.," The image of a controlling force may also

be a defense agzainst a repressed fear that the world 1s, in
fact,a chaos. Thus onto the disconnected objects that he
percelives, Dickens projects ahnlfylng and malevolent ordering
principle, He has then created the energy that he subjec-
tively feels must exist in order to rationalize the disorder
end injustice that he sees around him. If the world 1s a
mess, 1t is because something is making and keeplng it that

way.,

The image of stagnation centers around Chancery and the
image of demonic enlivenment centers around Tom-all-=Alone's,
A black nightmare has encamped 1n the slums,

Darkness rests upon Tom-all-Alone's. Dilating

and dilating since the sun went down last night,

it has gradually swelled until if fills every void
in the place, For a time there were some dungeon
lights burning, as the lamp of 1life burns in Tom-
all-Alonels, heavily, heavily, in the nauseous alir
.e» The blackest nightmare in the infernal stables
grazes on lom-all-Alone's, and Tom is fast asleep.
ess There is not an atom of Tom's slime, not a
cubic inch of any pestilential gas in which he
lives, not one obscenity or degradation about him,
not an ignorance, not a wickedness, not a brutality
of his committing but shall work 1its retribution,
throuzh every order of soclety, up to the proudest
of the proud, and tc the highest of the high,
Verily what with tainting ?gd plundering and spoll-
ing, Tom has his revenge.1
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Dickens' fears take two forms -- fear of repression and

fear of the repressed. Thus, the extremes of stagnation

and uncontrolled energy are both shunned; both are projec-
ted as evil., This 1s not to suggest that eilther Chancery or

Tom=all-Alone's in Bleak House 18 simply an hallucination on

Dickens® part, Both are real phenomena wnich he is describ-
ing. However, when elements of the grotesque start appear-
ing in the descriptions, Chancery and Tom-all-Alone'!s become
suffused with subjective impressions. Nelther 1s ever

fully understood, and partly tecause they are quasi-myster-
lous, Dickens 1s unable to suggest social change as a viable
alternative. The manner in which Dickens attacks Chancery —
and the slums, primarily by aligning them with the grotesque
forces in the novel, also limits s rational examination of o
the nature of that society. The fact that Krook 1s gro-
tesque means that Dickens! handling cf sado-sexual impulses
1s to deny and disown them. On a social level, he does
precisély the same thing. He advocates that one withdraw
from society to escape the destruction that Chancery and

Tomeall-Alone's create, and to denounce them as evil. How-

1

ever, 1n disowning Kroock, Dickens advocates a measure of !

self-represzion as a method of escaping from psychological

—

and soclal compiicity. If Chancery perpetuates itself by

7l
means of repression, then Dickens' alternative is to advo. |
cate the same -- celf-repression and sublimation -- as a

°o
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way of escaping from Chancery. For Dickens, the probvlem is

a viclous circle to which there is no solution.

It is against this plcture of an evll realltj that

Esther nust work out her destiny. In Bleak House, Esther is .

more successful than 1ittle Nell in claiming a realm of in-

dependent action for herself.

In Bleak House, then, Dickens shows the possi-
Y111ty c¢f a truly moral 1life, In the early novels
the cholces were passive expectancy or selfish
activity. To act was, except for semi-divine hu-
man providences, like Mr., Brownlow or old Martin
Chuzzlewit, lnevitably to act immorally, to im-
pose a vizorous and coercive form on the world

and on other people. It was to deceive them, and
to be either self-decelved or consciously decelv-
ing. Now in Bleak Houze, Dick2ns goes beyond thls,
Ee seeg that there 1s something between these two

Cxircmes, that thers i3 = oway Lo which human balngs
can act morally. Betwpen the two extremes of a
passivity which allows the world to return ©o
prlmeval slime, or a rigid and coercive will which
imposes an inhuman fixity on the world, there 1s
glimpsed the possibllity of a voluntarj acglon
which constitutes the world as an order,

But Miller also is aware of the limitatlions of Esther’s
transformation to an authentic human being; what Esther
chooses i1s a "narrow and conventional morality".

To Dickens the fear of a broad, lmaglnative,
daring moral life seems to have presented itself
as a sense that the will would find great diffi-
culty in cperatinz at all, or in cperating other
than destructively, once it was liberated into
self.consciousness, Therefore the unself-.con- i]
gsclous, lnstinctlive goodnfsg of Esther seemed to
him the only possibilitv.

The 1limits of Esther's world can perhaps best be understocd

by an examination of the psychological mechanisms involved

i
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in Esther's achievement of a role for herself.

“Esther'smseg§gm9f"guilt stems ostensibly from

the fact that she 1§M§qyllleglt1mate child. Even before
she knew the cause of her particularly austere upbring-
ing, Eather had internalized the knowledge that she was
not ciever or pretty or worthy. Her self-effacement,

in retrospect, is partially a reproach of her godmother
who would have been an angel if she had ever smiled.
chkeﬁs is aware that a forbiddlng and repressive envir- '

onment such as Esther's leads to a withdrawal of expec-

pu—

tation {rom reality and results in the formation of a
substitute., Esthert!s secret lonzings and fears are con- / -

. 1
fided Lo her doll Wwho vecomes an ideallced mother and

—

friend to her. o

Arnd so she used to sit propped up in a great
armn=chalr, with her beautirful complexlicn and

rosy lips, staring at me--or not so much at

me, I think, as at nothlng--while I busily
stitched away, and told her every one of my

My dear 01d doll! I was such a shy 1llittle
thing that I seldom dared to open my lips and
never dared to opren my heart, to anybody else,

It almost makes me cry to think what a relilef

it used to be to me, when I cam home from school
of a day, to run upstairs to my rcom, and say,

*Q you dear failthful Dolly, I knew you would

be expecting met® and then to sit down on the
floor, leaninz orn the elbow of her great chailr, .
and tell her all I had notlced since we parted.119

In recalling the angulish and loneliness that forced her

to rely on her doll for companionshlp, Esther 3ees both
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the comfort which she gained, and the pathos of the

total situation,

In retrospect, Esther 1s aware ¢f the consequences
of her repressive chlildhocd. She reallzes that she has
accepted uncritically the fact of her own gullt and
that she hes attempted to atone for this by being an
ideal child, "industrious, contented and true-~hearted
+o.t0 win some love".120 At Greenleaf, though, shere
Esther does galn some acceptance, she is still plagued
with nagazing self-doubts arcout her own worthiness to
be loved.

AL last whenever A new punil same who w3t =

little downcast and unhappy, she Was SO Surewm-

indeed I don't know why--to make a friend of me,

that all newcomers were confided to my care,

They saild I was so gentle, but I am sure they

weret ...indeed, indeed, I felt almost asnamed

to have done so little and have won so ruch.l21
Esther's puritanical upbringing has resulted_}n self—l
repression; this, in turn, has led to the formation of
two opposed self-concepts, Cne 1s that of an ego-
ideal that 1s derived from culturally desirable values,
but along with this idealized 1lmage, there i1s also one
of worthlessness, ilnadequacy and gullt. Esther fluc-
tuates between these two extremes--at times, she pre-

gsents herself in a virtuous, self-ennobling light, but

this 1s always undercut by her self-effacing disclaimers,
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When Esther is treated by her godmother as though she
is set apart by her guilt--"a gullt of which [Esther]
confessedly felt gullty and yet tnnocent"122__she tries -
to be a better girl., Her only respite from the burden
of being gorn in uncommon "sinfulness}and‘ﬁrath"123 is
by becominz uncommonly gocd. But when her behavior
‘earns her respect and affection, she feels'she is not
deserving enough. The pfocess of Estherts deveiopment
in the novel is not one that frees her from this patw
tern. Esther comes to accept a level of guilt. She
Iﬁternalizé;m;hé repression and accomodates her amblv-

alent self-concept within a culturally acceptable

marriage relationship.

Az a chlld, Esther is unaware of the reason why o ’
her mxodmother thinks it were better 1f she had never
been born. When Esther realizes that she is the pro-
duct of an illegitimate union, and that her mother has
been gullty of a sin of passion, Esther is able to un
derstand why she has been made to feel gullty., She
never questions the fact of her mothert's gullt., The
voyage of discovery to find Lady Ledlock does not pro-
vide a reunion of mother and child--1t establishes the
irreconcilable distance btetween the two.

She had put herself beyond all hope, and beyond
all help. Wwhether she preserved her secret un-
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tl1l death,.or it came to be discovered and she

orought d;shonour and disgrace upon the name she

had taken, it was her solitary struzgle always;

and no affection could come near her, and Eo !
human creature could render her any aid,l<

Esther escapes from the guilt of having been born out
of wedlock by the change which/she has undergone; "when
I saw ker at my feet on the bare earth in her great ag-
ony of mipd, I felt, through all my tumult of emotion,
a burst of gratitude to the providence of God that I
was so chenzed as that I never could disgrace her by
any trace of likeness; as that nobody could ever now
look at me, and look at her, and remotely think of any
near tle between us".1l25 Although in this passage,

Esther's ostensible concern 1s that she not disgrace

= 1.
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that the nother's 8ins not be visited upon the child.
Esther's handling of the situation 1s, at times, to
accept the guilt intropunitively, and to wish that she

were dead; ’ o
self -

That I had a terror of myself, as the danger and
the possitle diszrace of my own mother, and of
a proud family name., That I was so confused and
shaken, as to be possessed by a bellef that 1t
was right and had been intended, that I should
;dle in my birth; and that it was wrong 2nd not
intended, that I shculd then be alive i
/ eesI could not disentangle all that was about me;
and I felt as if the blame and the shame vere all o
in me, and the visitation nad come down, 147 [t

LS

However, an alternate response 13 to dissoclate herself . Cg&r
' Semmetoen
from her mother, and handle the guilt extropunitively-- ’
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it i3 her mother who is guilty and must suffer the

consequences,
vsel1 Was passing qulckly en, and in a few mo-
ments should have passed the lighted window, when
my echoing footsteps brought it suddenly into my
mind that there was a dreadful truth in the le-
gend of the Ghost's Walk; that it was I, who was
to bring calamity upon the stately house, and that
my warning feet were haunting it even then,12
Esther casts herself in two alteraate rcles: one is
to see herself as the helpless victim of her mother's
sins; the second 1s to see herselr as an agent of re-
venge, Nelther 1s satisfactory; uitimately Esther
achleves a compromise, Although in one sense she is
innocent of her birth, in another sense, both she and :
her mother are guilty. The issue is referred to a
hizher authority, with Esther seeking forgiveness be- S

fore her "Heavenly Father",129

The visible sign of Esther's gullt are the scars
which result from the smallpox. These scars serve a
very complex purpose in the novel, To some extent,
they represent Estherts awareness of a gullty world
in which she is compilicit, The smallpox 1ls contracted
from Charley when Esther is nursing her; in turn,
Charley contracted the disease from her vlsif to the
bricklayers!' wives who were sheltering the infected

Jo, The smallpox 1s part of the instrument of retri=
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buticn spavwned in Tom-all-Alone's, Jo, however,
likely contracted the disease from his visit to the
cemetery in which Nemo is burled, The scars which

Esther tears can be traced both to her mother's gullty

- secret, ard to the evilness of soc'ety, Esther is intri-

cately involved in both, and her scars are tne outward

s8ign of her ecceptance of gullt,

The hallucinations in Esther's illness are pre-
ceded by a withdrawal from her past life,

I lay 111 through several weeks, and the usual
tenor of my life became like an cld remembrance.
But thlis was not the effect of time, so much as

of the chanze in all my hablits, made by the
helplessness and inaction of a sick room. Before

I had veen confined to it many days, everytning
else seemed to have retired "into a remote distance,’
where there was little or no separation between

the varlous staces of my life which had been really
divided by years. In falling 111, I seemed to have
crossed a dark lake, and to have left all my ex-
periences, nmingled together by the great distance,
on the healthy shore.

The main theme 1n Esthert's account of her feverish
dreams 1s the impossibility of resolving her conflicts,
and the desire tc be "let off the hook",

At once a child, an elder girl, and the little
woman I had been so happy as, I was not only
oppressed by cares and difficulties adapted to
each station, but by the great perplexity of
endlessly tryilnz to reconcile them... I laboured
up colos3al stalrcases, ever striving to reach
the top, and ever turnad, as 1 have seen a wornm
in a garden path, by some obstruction, and lab-
ouring again... Dare I hint at that worse time
when, strung together somewhere in great black



88

space, there was a flaming necklace, or ring, or

starry circle of some kind, of which I was cne of

the beads! And when my only prayer was to be ta-

ken off from the rest, and when it was such inex-

plicable azony apnd misery to be a part of that

dreadful thingtlol
That this change in Esther is profound and outlives the
temporary delirium, is evident from the passage in which
Esther's illness is foreshadowed. When she saw the lu-
rid glare of London, she had "for a moment an undefin-
able impression of [herself} as being something differ-
ent from what (she] then was". "I had no thought that
night--none, I am quite sure-~-~-of what was soon to happen
to me."132 A second reference to Esther being a changed
person occurs in her confrontation with her mother when
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likeness between mother and child.

The chanze 1n Estherts character seems to conslist
of a consclious recoznition and acceptance of personal
and culfhral gnilt, The acknowledgement allows Esther
to escape from the starry necklace of her dream. The
suffering caused by the contagion of smallpox 1is a rec=
ognition of the inescapable complicity in a guilty so-
clal order, but it allows her to atone for the burden of
guilt oy her small acts of kindness and of love. When

Esther parts her hair to look in the mirror after her
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1llness, she accepts her altered state,

I had never been a beauty, and had never thought

myself one; but I had been very different from

thlis. It was all gone now. Heaven was so gocd

to me, that I could let it g¢ with a few not

bitter tears, and could stand there arrapging

my halr for the nignt juite thankfully.l 3
The same motif is also used for the recognlflon of her
mother's guilt--when Esther discovers her mother's
body, the act of parting the hair reveals the reality
beneath. Psychologically, the scars are a .sign of Esther's
acceptance of gullt, and yet her disfigurement allows

her to renounce the stigma of illegitimacy.

Before her meeting with her mother, Esther felt
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scarred face gives her ample cause to feel unworthy

 and ugly with justification,

When my guardian left me, I turned my face away
upon the couch, and prayed to be forgiven if I,
surrounded by such blessinzs, had magnified to
myself the 1little trial that I had to undergo.
The childish prayer of that old bpirthday, when

I had aspired to be industrious, contented and
true~-hearted, and to do good to some one, and
win some love to myself if I could, came back
into my mind with a reproacnful sense of all . ..
the happiness I had since enjoyed, ard all the
affectionate hearts that “ad turned towards me...
I repeated the old childish prayer in its old
childish words, aTd found that 1ts peace had not
departed from it,134 .

Esther's extreme fluctuations between trying desper-

ately to be good, and fearing that she 1s not, may be
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reduced, but the conflict remains. She reaffirms her -7

<’

need to win some love for herself through selflessness; ~

!

as an adult, the attempt tecomes associated with total
dedication to duty.

I was perfectly restored to health and strength,

and finding my housekeep%ng keys laid read{ for
me in my room, rans myself in as if I had been a

new year, with a merry little peal, "Once more,
duty, duty, Esther", said I: "ard if you are not
overjoysd to do it more than cheerfully and cone
tentedly, through anything and everything, you
ought to be. That's all I have to say to you,
my deari®l35 ﬂ

That Ssther still possesses ego-centred desires

is evident in the relationship between Esther and Ada.
Ada functions almost as Esther's alter-ego--she 1s still
beautiful and guiltless, a state Esther lonzs for,
despite her statements to the contrary.

I look alonz the road before me, where the dise

tance already shorteas and the journey'!s end 1is

groving visible; and, true and roocd above the

dead sea of the Chancery sult, andi all the asheX )

fruit it cast ashore, I think I see my darling. 36
Thinking about what she could have been, Esther projects
her ldeal on to Ada, whom she calls her own Pridel3?7 and
darling. The fantasy of a relationship between Esther
and Allan Woodcourt is expressed through Ada and Richard.

After I had Allants flowers in my hand, I saw

my beautiful darling, through the open door,

lying asleer, and I stole in to kiss her,

1t was weak in me, I know, and I could have
no reason for crylng; but I dropped a tear upon
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her dear face, and another, and another, Weaker
than that, I took the withered flowers out, and
put them for a moment to her lips. .I thought
about her love for Richard; thougzh ngged, the
flovwers had nothing to do with that.

When Ada becomes less frank and open, Esther assumes
that Ada is grieved on her account, Eshter attributes
her own disappointment in no longer being a fit match
for Allan Woodcourt, to Ada,

How I persuaded myself tnat this was likely, I
don't know. I had no idea that there was any
selfish rererence in my doing so. I was not.
grieved for myself: I was quite contented and
happy. Still, that Ada might be thinking--

for me, though I had abandoned all sucn thoughtS—-
of what once was, but was now_all changed, seemed
30 easy to believe, that I believed 3t,il9

The role of tragic heroine, wronged by fate but puri-
fled by snffering g reserved for Ads,

I think my darling girl 1s more beautiful than
ever, The sorrow that has been in her face--
for it is not there now--3eems to have purified
even its innocent expression, and to have given
it a diviner quality. Sometimes, when I ralse
ny eyes and see her, in the black dress that she
still wears, teaching my Richard, I feel--it is
difficult to express--as if 1t were so good to
know that she remembers her dear Esther in her
prayers, 140

Esther has not entirely renounced this role for herself
though she claims to have. This contradiction in her
character can be interpreted as a modest innocence, or

more harshly, as a lack of honesty on her part.

A less glorlous view of Esther!s role is suggested
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in Caddy who models herself after Esther,

Over and above this, Caddy was very anxious "to
learn housekeeping" as she said. Now, Mercy
upon us! the idea of her learning housekeeping
of a person of my vast experience was such a
Joke, that I laughed, and coloured up, and fell
into a comical confusion when she proposed. it.
However, I sald, "Caddy, I am sure you are very
welcome to learn anything that you can learn of
me, my dear"; and I showed her all my books and
methods, and all my fidgety ways. You would
have supposed that I was showlng her some wonder=
ful inventions by her study of them; and if you
had seen her, whenever I Jjingled my housekeeping
keys, get up and attend me, certainly you might
have thouzht that there never was a greater
imposter than I, with a blinder follower than
Caddy Jellyby.141

One is tempted to take Esther's assessment of the situ-
ation literally, especlally in view of the fact that

Caddy is very ill-rewarded for her pains. There 1s even

TTTTr——— e,

a note of condescension in Esther's pralse of Caddy. "So

self-denying, so uncomplaining. so anxious to get well on
‘their account, so afraid of giving trouble, and so thought-
ful of the unassisted labours of her husband and the com-

forts of cld Mr. Turveydrop; I had never known the best

of her until now".lb2 What 1s most disturbing, however,

is the depriction of the child which Caddy bears,

Caddy was now the mother, and I the godmother, of
such a poor little baby--such a tiny old-raced
mite, with a countenance that-seemed to be scarce-
ly anything but cap-border, and a little lean,
long-finzered hand, always clenched under its
chin. It would lie in this attitude all day, with
1ts bright specks of eyes open, wondering (as I
used to imagine) how it came to be so small and
weak. Whenever it was moved it cried; but at all
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other times it was so patient, that the sole de-
8ire of its life appeared to be to lle quiet, and
think, It had curious little dark veins in its
face, and curious little dark marks under its eyes,
like falnt remembrances of poor Caddy's inky

days; and altogether, to those who were not &sed
to it, 1t was quite a piteous little sight.l

The chlld turns out to be deaf and dumb, a grotesque
touch to the resolutlbn of the novel., It is difficult
to account for this macabre child. Perhaps 1t is intro-
duced as a reminder that injustice 1s meted out indis-
criminately, and that suffering borne selflessly is en-
nobling, Whatever, Caddy 1s afforded the opportunity

to prove her goodness in Esther's manner, by accomoda-
ting herself uncomplainingly to an unmerited misfortune,
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who learns, in her scanty intervals of leisure, innume
erable deaf and dumb arts, to soften the affliction of
her chlld."luu These two characters, Caddy and Ada,
provide a foll to Esther's character. Ada is a roman-
ticized image of the woman who acquires stature and dige
nity and even beauty through suffering.. Caddy, who 1s
as innocent and selfless, earns only a deaf and dumb
child. Esther combines elements of each, She does not
have the tragzic dimensions of Ada because:hep guilt is

— B s —

one that is consciously accepted. However, unlike Cad-

S A

dy whose life is rather pathetic, she earns true happie=
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ness through her self-willed abnegation., Unfortunate-
ly, instead of being a happy compromise between self=
assertion and submissiveness, Esther's narrative often -

sounds falsely modest or hypocritical, The realm of

e e
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action that Esther finds for herself rests on a contra-

diction. The humility which Esther acquires by acknow- /
ledging her gullt leads to =z supposedly fulfilling life {
as Woodcourt's wife, After her 1llness, Esther says >
about her relationship with Woodcourt:

+esI could go, please God, my lowly way along

the patn of duty, and he could g0 his nobler way
upon its broader road; and though we were apart
upon the jourrey, I mizht asplre to meet him, une
selfishly, innocently, better far than he had
thouzht me when I found some favour 1in his eyes,
at the journey's end.l4%5

Although Esther may make an ideal wife, there is room to ;)
{
self-respect she may have is defined in terms of Allan ;>

doubt whether she is very successful as a person. Any

Woodcourt. When, as a sultor, Allan expressed his re- <
gards, Esther "felt a dignity rise up within her that %
was derived from him".l’46 I'ne egoism which Esther de-

niles in herself can only be comfortably expressed for
S
the cause which she serves,

The people even pralse Me as the doctort!s wife,
The people even like e as I go about, and make
so much of me that I am quite abashed, I owe it
all to him, my- love, my oride! They like me for
his sake, as I do everythinz I do in life for
his sake,l4? -
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However thls plcture of the ldeal wife and mother 1s ﬁ\
also accompanied by Esther's persistent and naggling self-//

doubts about her own attractiveness and worth, (
I did not know that; I am not certain that I know f
it now. But I know that my dearest little pets {

are very pretty, and that my darling is very hand- \

some, and that my guardian has the brightest and \\
most benevolent face that ever was seen; and that ‘
they can very wel& do without much beauty in me—- —
even sunposing--l148

The gullt which Esther accepts is a result of the re-

pression implicit in the culture. Esther's 'happy pver<?
e
e

after! life is a sentlmsgtallzed view of thequmlnine {

\
role; it is based on the mistaken assumption that ful- ,f
fillment can bte achleved by living through other people.\
Esther forsakes indepenhdence for a life sheltered and i)) '
proiecied by squally. idealiized maie figurcs. .
sakes an active involvement with 1llfe, for a passive ex-
pectation that she will be endowed with love, security
and prestige by her husband, She forsakes autonomous
choice for a nalve belief in Divine Providence. ﬂ?er-
ever Esther turns, she is surrounded by the power of'\
goodness. When Jarndyce rescues her from the care of
Mrs, Barbary, the ﬁysterious turn in events is attribw-
uted to a benevolent Delty.

It was so tender in them to care so much for me;

it wa3 so graclous in that rather who had not

forgotten me, to have made my orphan way So smooth

and easy, and to have inclined so many yonthful Y
natures toward me; that I could hardly bear 1t, 149
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The demonic power which 1s seen to possess the world /
in the third person narrative has its counterpart 1in f
the charity and kindness which continually surround
Esther., 1In one, the conspiracy 1is evlil and insidious;
in the other, it 1s a conspiracy to make Esther happy

and everybody seemed to be in lt.lso

The setting for thls happy resolution 1s one which
necessarily must be removed from.the guilty social world.
The escape is found in the secqnd Bleak House located
in the midst of & pastoral paradise. If 1t 1s described
as a doll's house, it 13 because the defense against the ‘
corrosive worid 1a one of voluntary nalvete, Esther ig
surely not ilgnorant of tne ways of the world entirely,
but the way to happiness is to choose to reamin passlve,ﬁ
subjective, sentimentally optimistic, and emotional. )
We went on by a pretty orchard, where the cherrles
were nestling among the green leaves, and the
shadows of the apple-trees were sporting on the
grass, to the house itself,~-~2 cottage, quite a
rustic cottage of deoll's rooms; but such a lovely

plazce, so tranqull and so teautiful, with such a
rich and smiling country spread around 1t,.151

When the will 1s disengaged from reality as in the sec-

ond Bleak House, then fantasy 1s the result. The peace
and trangqulllity of the place ié é'slgh.ﬁhot of its 11fe:\%>

———

but of its inertia.
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Great'Expéctatlons

In Grest Expéctatlons the process'of withdrawal

from reality and the consequent aplitting occurs at
a level that 1s much more accessible to insight and
control, The young Pip is the one with 1llusiong--
with grgat expectations--which are viewsd as a direct
result of his rapressive updringing and his sense of
gullt., Bezause the stery is told through the mature
polint of view by the older and disillusioned Piyp, Dick-
éns s able to throw cornsiderable light on the develop-

ment of the neurosis in Pip's early years. At the end

of the novel the fulflllmept which Pip finds is viewed
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Yet Pip s able to see himself far more realistically
than any of the other herces or heroinss examined thus
far. Given the limitations of nineteenth century soc-
1et3. the most llberating statement of man's fate 1is

the recognition of his loss, !

The most overt source of Pip's disillusionment is
attributed to hié foster-parents, Mrs, Joe. in particu-
lar. Having been brought up "by hand", with all that
phrase entalls in the context of the novel, Pip suffers

from a feellnz of injustics,
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As to m2, I think my sister must have had some
general idea that I was a young offender whom an
ascoucheur policeman had taken up (on my bdbirth- .
day) and delivered over to her to be dealt with
according to the outraged majesty of thas law,
¥ag alwavs treated as if I had insisted on being
born in opposition to the dictates of reason,
religion, and morality, and azainst the dissuvade
ing argunents of my best friends. Even when I
was taken to have a new sult of clothes, .the tallor
had ordz2rs tc make them like a kind of reforne
atory, and on no account to let me have the rree

use of my limbs.l52 ‘
Tickler, euphemistically named, 1s also a vivid and
recurring reproach against Pilp's treatment at the hands
of Mrs, Joe. When Pip recelved two one-pound notes, he
had "an impression that they were. to be contributed
eventually towards the liquidation of the national debt,
vut [he krew hé] had no hope of any personal partici-
netion in the ¢treasnren,153 The apron that Mrs. Joe
wore, stuck full of pins and needles., was a sign of
the invisible barrier that prevented both Joe and Pip
| from the close warm relationshlip that.Pip, especlally
craved. In his later years Pip reflects on the effect
Mrs, Joe had on his character:
Within myself, I had sustailned, from my babyhocd,
a perpetual conflict with injustice. I had known
from the time when I could speak, that my sister,
in her cepricious and violent coercion, was unjust
to me, I had cherished a profound convistion that
her bringinz me up by hand gave her no right to
bring me up by Jjerks. Through all my punishrents,
disgraces, f23ats and vizils, and other penitential
performances, I had nursed this assurance, and to
nmy communing 30 much with it, in a solitary and

unprotected way, I in great part refer the fact
that I was morally timid and very sensitive,154

‘The anger that bullds up as a result of this injustice
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18 not attributed to Pip, Throughout the novel, Pip
18 presented as helpless, victimized, weak and timid;
this type of behavior:would. in fact, be typical of a
personality that suffers in silence, represaing most of
the overt hostility and rebelliousness. However the
anger 13 present in the novel--it 1is attribgtad to the
undesirable Orlick. The surly fellow is introduced
rather mysteriously in the middle of the fifteenth
chapter: he is Joe's apprentice, "a broad-shouldered
loose-1limbed swarthy fellow of great atrength. never
in a hurry, and always slouching... like Cain or the
Wandering Jew,,. He lodged at a slulce-keeperis out
on the marshes, and on working days would come 2louch-
ing from his hermitage."155 The fast that Oriick is
said to be in leagve with the Devil,rcombined with his
unnaturally ugly physiology, disposition and habits,
irdicates that Orlick is ancther grotesque, a projec-

tion of repressed drives.

Ap.pnsatlsfactory affiliative relationship 1s the \
original cause of Pip's withdrawal from reality to fan- \
tasy. Much of the conflict surrounding the disturbance
is danied, however, Pip 1s able (partially in retro-
spect) to recognize the grievances that he had against

his foster-parents, but he is unables to admit to con-
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sclousness the full extent of his hostility. The dise
tortion in the deploetion of Orlick 1s evidence of the
fsar invelved in recagnizlng the extant of the rage,

It is assumed that, uniess his anger le repressed, Pip ‘
would become a surly sulky brute like Orlick, Bat it

is the repression of the anzsr rather than the anger it-

self which makes Crlick grotecque,

The repression and the withdrawal from reality lead
to the formation of-*idealized gocod and bad fantasles.
Pip asswmes, on the one hand, that he is morally blame-
less, and that he is wantonly persecuted by Mrs. Joe.

Dn tha other hand, he is tormented by feellngs of over-
whelning gulit whlch seem totally unwerranted by the cir-
cunegtances, The expsrience with Magwitch on the marshes,
in which Pip 18 led to steal food and a frile, 1s the
occasion rather than the cause for such feelingz. In

the nov:l, the sanse of gullt is rather unsatisfactor-
i1y attributed to the fact that Pip 1s about to steal
from ¥rs. Jos. Even though the file 13 stolen from

Joa, his fostar-father 1s excapted dbecause Plp "never
thought'or any of the housekeeping property as hls".156
Only Af thers were some sympathy with the crime, some
pre-ailsting inpulses whose expression was triggered

by the colncldental meeting with Magwitch on the marshes,
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‘need Pip feel the extent of guilt that he does. "For
the fugitive out on the marshes with the irconed leg,
the mysterious young man, the file, the food, and the
dreadful plédga 1 was undar to commit a larceny on the f
sheltering premises rose bafore me in the avenging
coals. 157 Evidence has already been cited which indic-
ates the smoulderinzg resentment which Plp féels fer hig
aurrogafe mother. It 1s not unrsasonable to assunme
that Pip's gulll arises from tha fasct that he does not
feel grateful for having been brought up by hand, for
which he i3 continually admonished by Pumblechcok, Pip
would have been wllling‘to gteal from his sister and
a lbt rore besides, as a way of evening up the score.
The reveition which Magwitch expresses in escaping frono
the law, 13 paralleled by Pip's desire to escape from /
the tyranny of Mrs. Joe. While the theft may rnot techw |
nically Se aﬁﬂact of aggression, psychologlcally it most
certainly 1s. Joe 1is excluded frem the act of thievery
because Plp fesls no aggression towards him. The sym-
ﬁ:athy which Fip has for the cause of rebellion 1s the
source c¢f his guilt, Be and the convict are, in that
respect allike.

I felt fearfully sensible of the great convan-

jence that the hulks were handy for me, I was

olearly on my way there, I had bezun by asking

questions, and I was going to rob Mrs, Joe,..,
If I slept at all that night, it was only to
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imacine myself drifting down the river on a

strong spring-tide to the hulks, a ghostly

pirate calling out to me through a speaking-

trumpet, As 1 passed the gibbet-station, that

I had better come ashore and be hanged there

at once and not put it off,158
Although the assoclation between Hagwitch's orims and
Pipia gullt is very gtrong in the novel, it 1s not made
explioclt, This 13 because in the final analysis, Pip
cannot recognize that the same desire motivates bothe-
gself-assertion in defiance of soocial law, both written

and-unwritten,

That Plp participates psychologically in the theft
of the food and the flle, i3 evident imdirectly by the
way in which that episode is reiated. Whan Pip stole
the brandy for the convict, he replaced what he took
with what he thought was water. However, by a telling
colncidence, 1t turned out to be tar-water, a remedy
frequently inflicted on Pip himelelf. The enjoyment
xhich the rttelling of this occasion asrouses, is not
unmixed with sadistic overtonss.

Instantly afterwards, the company were sgeized
with unspeakable conaternation, owing to his
springing to his feet, turninz round several
times in an apalling spasmodic whoopinz-cough
dance, and rushing out at the door; he then
became vislble through the window, violently
pPlunzinz and expsctcrating, making the mostc
hideous faces, and apparently out of his mind,159

Pip immedlately fears that he has murdered hin somehow, g//
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with the unconscious reaction of one who has harbored
nurderous desires, Having felt enraged at Pumblechook's
interminable lectures, Pip is particularly prone to the
fear that someday he might unwittingly act upon his
fantasies., Dickens is awars of the narrow gap separ-
ating pre-conscious and conscious activities,

Since that time, which is far cnough eway now,

I have often thought that few people knovw what

seorecy there is in the young, under terror.

.No matter hew unreasonabla the terror, so that

it be terror. I was 1n mortal terror of the

Joung man who wanted ny heart and liver; I was

in mortal terror of my interlocutor with the

iron leg; I was in mortal terror of myselfr,

from whom sn awful promise had been extracted;

veool am afrald to think of what I might have

done on gequlrement. in the secrecy of my

terror.1€0
Thé episcuie of brandy and tar-water enls when Pip,
unadble to stand his guilt anywmore, runs into the arms
of the party of soldiers, one of whom is holding out
& palr of handouffs. Although they are after the con-
vict, it is Pip who they find, a greater culprit per-
haps than Msgwitch, because of his rebellion agalnst the
unwritten law of familial obedience ‘and gratitude,

The manner in which Plp's guilt manifests itsslf

18 also & good indication eof its source. H1s methcd of
aocquiring food for Magwitch is to secret hlshdally al-
lotment of bread and butter down the leg of his trousers.,

"Conscience 18 a dreadful thing when it acouses man or
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boy; but when, in the case of a boy, that seorst bur-
den co-operates with another secret burden down the
leg of his trousers, it is (as I can testify) a great
punishment.®161 The frequency with which the leg of
Pip's trousers or Pip's clinging to table legs, is men-
tioned in reterence to the theft, gives it a slgnirl-
canse beyond the mere aotlon itself.

«esI had to stir-the pudding for next day, with

a copper-stick, from seven to eight by the Dutch

clock., I trled Mt with the loed upon my leg (and

that made me think afresh of the man with the

load on his leg), and found the tendency of ex-

ercise to oring the bread-ard-butter out at ny
ankle quite unmanageable,162

The load on Plp's leg is equated with the iron and
chaln on the convict's. The expression of hostility
has led roxr both to an imprisonment by gullt, 1n axl'ﬂx*
the ways in which Pip tries to_assert himself, he is
met with disapproval, Mrs. Joe 13 not over particu-
lar about having socholars on the premises, and even
esking questicns 1s, in Mrs, Joe'!s mind, the inltial
step in the formation of a criminal character: "People
are put in the hulks because they murder, and becauss
they rob, and forge, and do all sorts of bad; and they
always begin by asking quoatioés'.163 Plp's sympathy
with the convict's rebellion agalnst being dbeaten down
and caged up, as Pip 1s, 18 a further step in Pip's

self-asssrtion.” When the moment of discovery of the
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thert approaches, Pip clings desperately "to the leg

of the table, under the cloth with both hands®.16% The
table-leg 18 mentioned three times in the next couple
of pages, untll Pip surrenders to his sense of gullt
and "release(s] the leg of the tablen,165 Clutching

et his own genital regions 1n order to withstand the
onslaught of gullt which he experiences, 1s in koeping
%ith the faot éhat f;p's-orlmé is one of self-assertion,
In his subsequent deception of his two major tormentors,
Pumblechool and Mrs. Joe, he relates his fabrications
about Satis House "with an obtruslve‘show-of artless-
ness on his countenance" and "plgit[é} the right leg

of T his) trousers with (his) rlght.hand".166

An ldealized self.image 18 &lso a result of the
"repression., A bellef in his exemplary character alle
ows Plp to fall prey to Mias Havisham's designs. With
li1ttle substance for his assumptions, he 1is convinced
that hé i3 destined to become a gentleman, and that
Estella 1s destined to become hls wife, After his first
visit to Miss Havisham's, he entertalns and impresses

~ his famlly with stories of black velvet coaches, and
dogs eatinz veal ocutlets from a silver basket, the whole
scene romantically embellished with flags, swords, and

platols., To soms extent, Pip is aware that he is oom-
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pensating for his own feelings of unworthiness and that
the overt lies he tells are connected in some way with
Pumblechook and Mrs. Joe,

And then I told Joe that I felt very miserable
ard that I hadn't been able to explain myself
to Mrs. Jo® and Pumblechook, who were s¢ rude

to me, and that there had besen a beautiful
young lady at Miss Havisham's who was dread-
fully proud, and that she had said I was common,
and that I knew I was common and that I wished

I was not common, and that ‘the lies had cgme

of it scmehow, though I didn't know how.167

Desplte hls confession to Joe, PIp continues to drean,
in what he calls his unthankful state, of being uncom-
mon., Satis House still hclds out its prcﬁise of satls-~

/

faction for Pip.

The peint of view in Great Expecfations is that of

the more mature Pip recounting his ecarlier formative
experiences. There are presenﬁ two measures of sxper-
fence~~that of the childhood vision, with commentary
provided by the volce of experience, The title of the
novel, "greazt expsctations", 1s aﬁblguous. It can be
taken to mean that the process of becoming 'disillus-
ioned' 18 necessary to achieve a realistic and mature
“point of view. However, as an adult, Pip becomes in-
oreasingly aware of fallures and frustrations, so that
the title also connotes a jaded, ironic and somewhat

oynical perspective,. This ambigulty 18 inherent in the
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word 'disillusionment' as it is commonly used,

The cloase and complex inter-relationship existing
bstween idealization on the one hand, and withe
drawal of cathexis from external reality on the
other is 1llustrated by the fact that in every
day speech the word "disillusion” 1s used to
describe two psychological processes that at
first sight seem to be psychopathologically
quite distinct. It is used to denote not only
loss of %llusions, i.e., the discovery that
things are not es one had incorrectly imagined
and hopsd thsm to be, but also loss of the abile
ity to find value and interest in things as

they actually are, Indeed, the latter is prob-
ably the comnoner use of the word. In this
paper I have so far used i1t’in the first sense
to describe the disenchantment’ that 18 the emote
ional hazard of those whose stability is based
on the over-use of ldealization. I could, how-
ever, equally well have used 1t to describe the
initial disturtance in object-relationships

that starts the tendency to ldealization goling.168

Pip 1s 'disillusioned! in both senses of the word. In

%2 o

rodailiiig is jouthful dieams Of Locoming a genileman,
he is forced to recognize that he has been viotimized
bf his misconceptions. At the same time, there 1s a
withdrawal from'reality. acoompanied by the feeling
that life h;s been a disappolintment. In the one end-
ing of the novel, Pip can oniy find a vicarious value
in the 1life of Biddy and Joe and the younger Pip, In
the second ending, Pip recovers Estella, but a greatly
changed Estella, In her onoe'proud eyes, there is a
*saddened, softened light".168 In other uords, Estella

has also experienced the pain'or disillusionment and

both she and Pip are sadder but wissr, Their newly
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regalned love for esach other, however, is more a oon-
solation in a hostile world, than a transformation,

Even assuming Estella's conversion to be as realistiec

a8 Pip's, Dickens 1s-rorqu to admit the failure of

his e;pectations.' Eithei'ending is a fallure if 1t 1is
vieved as an attempt at a reaffirmation of life in which
new and\b;tter cathexes are formed with reality, since
both en@lngs offer different substitute 1llusions: thgt
Pip can live his life agailn throﬁgh the younger Pip; of
that he and Fstella together can realize the substance
of Pip's %niat'uations. What Estella and Pip have 18 a
dream fostered by their unhappinesses, a relathnship
based on the knowledge that personal fulfillment is

not destined for men or women. As Northrop Frye points
out in his introduction to the novel, Pip, as an orphan
%is both the typlcal Dickensian hero and a character-
istioc figure of modern literature, the alienated man,

& product of his civilization but somehow detached fron
it, lonely, wishing to belong, but unable io feel at one
with 1t",170 Dickens' earlier attempts to resolve the
confliots whlohvtroubled him offer lesas than the resol-

ution in Great Expectations, although paradoxically,

the sense of loss 18 strongest in that novel, Dickens®
customary happy ending is tempered by an awareness of the

limitations of what is possible.
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Magwitch and Miss Havisham are bvoth direoctly ine
volved in Pip's expestations, One becomes for the
young Pip, the exaggerated sense of his own evilness, '’
and the ‘other,. his eiaggarated notion of his hidden
potentials, . » |

I had sadly broken sleep when I got to bed,
thraough thinking of the satrange man taking
aim at me with his invisible gun, and of the
gulltily coarse and common thing 1t was to be
on secret terms of conspiracy with convictgea
a feature in my low career that I had previe-
ously forgottag, I was haunted. by the file -
too... I coaxed myself to sl.ep by thinking
of Miss Havisham's next Wednesday; and in my
s8leep I saw the flle coming at me out of the
door, without seeing who held it, and I scream-
ed myself awake,l171

As Pip becomes better acquainted with the facts regard-

hiz situption, his view of Maswitch softans, ard hia

Feud
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perception of Miss Havisham becomes macabre, Both
perspectives, the 1llusioned and the disillusioned,

are prasent in the depiction of his early experiences,

The first description of Magwitch on the marshes
bears some resemblance to 1little Nell's and Esther's
experience with Quilp and Krook. The convict is po-
ssessed with the same demcnic energy of the two earlier
grotasques, His presencexle elemental; he arises sud-
denly from among the graves\gnd threatens to tear Pip's

heart and liver out. When ha\Qlcks his way through
AN
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the churchyard. it 13 as if "he were eluding the hands
of the dead people stretching up cautiously out of their
graves to get a twist upor his ankle and pull him in", 172
Like Quilp ahd.Kgook: Magwitch 18 also attributed with
an almost éadrstlc sexﬁal abpetlte: in surveying Pip,
he licks his 1ips and notes what fat cheaks Pip has.173
Dickens manages to convey the voracious monstrosity
of Magwitoh by 358001ating.nagw1tch and Compeyson, but
he allows for the later 'human.zation' of Magwitch by
attributing most of the vileness to Compeyson.

That young man hid with me, in comparison with

which young man I am an angel... That young

man has a secret way pecooliar to himself of

gatting at a boy, and at his heart, and at nis

iver... A boy may lock his door, may be warm

in vea, may tucKk nimselr up, may draw the clothes

over his head, may think himself comfortable

and sare, but that young man will softly creep

his way to him and tear him open,l174
However, the young boy Plp does not make any fine dis-
tinctions between the one convict and the other initially.,
To the young boy, Magwitch appears to be an animal,

I had often watched a large dog of ours eating

his food, and I now noticed a decided similar-

ity between the dog's way of eating and the

man's, The man took stronz sharp sudden bites,

Just like the dog., He swallowed, or rather

snapped up every nouthful, too soon and too

fast; he looked sideways here and there while

he ate; in all of which particulars he was
very like the dog.175

the image of Magwitch being a dog is gradually replaoed

by the awarsnesa that he is treated like a dog/i Pip is
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not without empathy for the coavloté. for he realizes
that they have been stripped of their humanity.

Thes great numbers on thelr tacks, as Af they

were street doors; their cosrse mangy ungainly
outer surface, as 1f they'were lower animals;
thelr ironed legs, apologetically garlanded with
pocket-handkerchlefs; and 'the way in which all
present looked at them and kept them from them;
nade them,.. a most disagreeable and degraded !
spectecle,176

In his imazination, Plp recalls "the boat with its con-
vict crew waiﬁing fco'r them at the slime-washed stalirs;
again heard the grufﬁ 'Glve way, you}! iike an order to
dogs; agaln saw the wicked Noah's Ark lyilng out on the
black water®,177 To the extent that Pip 1s able to see

Hagwitch as a victim rather than a rebel, he is able to
feel compassion for his coﬁvict.itrhe réveiuntion tnac

Magxitoh has bsen ruthlessly exploited by his uvupper-class

partner in orime, Compeyson, justifies Pip in his sym-
g
pathy and pity for Magwitch;

As I watched them while they all stoed cluster-

ing about the forge, enjoying themselves 30

rmuch, I thought what terrible good sauce for

a dinner my fugitive friend on the marshes was,
They had hot enjoyed themselves a quarter so

much befora the entertainment was brightened

with the excitement he furnished. And now,

when they were all in lively anticlipation of

®"the two villains" beilnz taken, and when the
bsllows seemed to roar tor the fugitives, the

fire to flare for them...|the pale afternoon ;
outside almost seemed in my pitying young fancy :
to have turned pale on their account, poor }
wretches, 178 ’ ’
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~ Por the young Plp, Satis House and Miss Havishan
were predominantly invested with belief and trust., The
fact that it is a romantic dreaéf_é subllpgted espresgs-
ion of fulfillment, 18 evident from the kind of imagery
which is assoclated with it., Contrasted to the stag-
nant marshy countryside of the Forge, Satis House 1is
asgoclated with clear flowing water and sunlight,

It was pleasant and qulet out. thero' with the
8alls on the river passing beyond che earthwork,
end somecimes, when the tide was law, looking as
if they belonged to suniten ships that were still
salling on at the bottome of the wxater, Whenever
I watchad the vessels starding out to sea with
thelr white salls spread, 1 someshow thought of
Migs Havlsham and Estella; and whenever the light
struck aslant, afar off, upon a cloud or sail

or green hill-side or water-line, it was just

the same, Mlss Havisham and Estalla and the

= =" & -
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have sonething to do with everythlng that was }'
plcturesque,179

However, the disgraces that Pip endured uncomplaining-
ly because of his belief that Miss Havisham was his
benefactress, that she would endow him with wealth and
love, that he was destined to be a gentleman, and that
Bstella was destined to be his wife, are recalled by the
elder Pip with bitter resentment,

To stand in the dark in a mysterlous passagze of

an unknown house, bawling Estella to a scornful

young lady nelther visible nor responsive, and

feeling 1t a dreadful literty so to roar out gar
nsme, was almost as bad as playing to order,l

He realizes that he was treated in the same way that
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Magwitch was treated by his captors: “[ahé] gavs ne

the bread and meat without looking at me, as insolently
as if I were a dog in disgrace. I was so humliliated, .
hurt, spurned, offended, angry, sorry--l cannot hit
upon the right name for the smart--God knows what its
name was--that tears started to my eyes.,.. 80 sharp was
the smart without a name, that nseded counteraotion".181
Inste;d of belng 1ndulged.rhefis commanded to play
*Beggar my neighbour', Although Satis House 1s not
what he expected, the young'Pip maintains his falth in
Miss Havisham's establishment by depreclating himselr,
If things are not quite as they should be, it 1s because
he oalls jacks, knaves.rpeéause uls boots are too thick,
and his hands too coarse. His humiliation leads him to
view everything connected with his former life with
shams-~himself, his l1life at the Forge ard Joe,

It 1s the maturer conscliousness of the later Pip
which provides a commantary on his early experiences,
80 that Satis House 1z presented as a monstrosity of
human values, somewhat pathetic, yet still, a corrup-
tion. The name of the house becomes a titterly ironic
reminder that there is not enough of anything there, 1In
retrospect, Satis House is linked to the marshes through

the use of similar imagery to describe both,
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A fire had been lately kindled in the damp old-
fashioned grate, and it was more disposed to go
out than to burn up, and the reluctant smoke
which hung in the room seemed colder than the
olearer air--like our own marshe mist, <Certaln
wintry branches of candles on the high chimney-
plece faintly lichted the chamber, or it would
be more expressive to say, falntly troubled its
darkness,.. An epergne or centre-plece of some
kind was in the middle of this cloth; it was so
heavily overhung with cobwebs that lts form was
quite indistinguishabvle and as I looked along
the yellow expanse out of which I remember 1its
geeming to grow like a black funzus, I saw spe-
ckled-legged sglders with blotchy bodies running
home tO lt'ool 2 : .

That this aséoclatlon betwe: | the marsh mists and the
gloom that hangs over Satis House 18 deliberate can be
gesn by coumparing the above passage with a d%scriptlon

of the marsh mist.,

Now I gaw tha damn lvine on the hare hedces and
spare grass, like a coarser sort of spiders!
webs, hanzing 1tself from twig to twig and
blade to biade.183

In both passages, the imagery of a clammy ocobwedb of fog
is pfesent. Both are also 'gpidery'. Miss Havisham's
spiders which make her wedding-oake home have more ovart
connotations of sexual repression than the spidera!
webs in the passage quoted later. However the mist is
also a web of gullt which threatens to capture Pip.

On every rall and gate, wet lay clammy, and the

narsh-mist was so thick that the wooden finger

on the post directing people to our village,..

was invisible to me until I was quite c¢lose under

i1t. Then, as I looked up at it, while it dripped,

1t seemed to my oppressed consclence like a phan=-
tom devoting me to the hulks,184



115

Just 2= ths marshes are in Fip's case an indication of

his disillusionment, so the gloomy mist in Miss Havishau's
house 18 a sign that she too has been bitterly dise-
ppointed, Her u&thdraual ia even more extreme than Pip's.
Everything in the house remains as 1t was on the day

that Miss Eavlshém was jilted by her lover. The clocks
are stopped at twenty to none; she has one shoe on

and one shoe'off: she s;lll.e;rs her wedding dress,
although 1t is yellowed with age and tattefed with

wear; the bridal chamber remains unchanged, although

it is rotten, decayed and overrun nlfh spiders: Since

the description of Satis House falls under the cate-

gory of the grotesque, the AdAeseriptica also indicates

that the older Pip has repudiated his belief in Miss
Havisham!s, That he 18 not exactly sure of the exact
>nature of the web in which he was caught as a child,

is evident from the uncanniness of the desoription.

Acoompanying this changed perspective of Magwitch
and Miss Havisham is an examination of Pip's struggle
with parental injustice which 1s viewed as a contrib-
-uting, if not the causative faotbr. of his initial ex-
pectations, But it is questionabdle whether Pip gives
full vent to the angsr and frustration that he experi-
enced at the hands of Pumblechook and Mrs, Joe. The
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blame for ths disruption in the parent-child relation-
ship 48 not attributed totally to his foster-parents,

Pip accounts for his feelings of alienation from a warm

!

and loving family circle, by the fact that he is an
{

ﬂorphan.

My first and most vivlid and broad impressioan cf
the identity of things seems to me to have been
gained on a memorable raw afternoon towards
evening, At such a time I found out for certain
that this bleak place overgrown with nettles wasg
the churchyard; and that Philip Pirrip, late

of thls parish, also Georglana wife of the above,
wers dead and buried; ard that Alexander, Barthol-
omew, Abraham, Toblias, and Roger, infant children
of the aforesaid, were also dead and burlied:

and that the dark rflat wilderness beyond the
churchyard, lntersected wlth dykes and mounds

and gates, with scattered cattle feeding on 1t,
was the marshes, and thag the low leaden line
beyond was the river,., 185

The assoolatibnvbetﬁeén fhe&gra#es. fﬁé ﬁieakriadé;‘

scape, and Pip's fear 13 mede by temporal and spatial
Vcontlgulty. Throughout the novel, the marshes are a
recurrent theme whenever reallty 1s seen as blesak and
disnal. They are the site of terrifyinz confrontations,
for example between Magwitch and Pip, between Orlick and
Pip, and between Magwltch and Compeyson. The initlal
source of Pip's bleak perspeciive 18, however, his dlsillu-
- slonment with family life. Later, when he has btegun to
fesl ashamed of home, he "“used to stand about the churche

yard on Sunday evenings, when hlght wa3 falling, compar-
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ing [hlé] own perspective with the windy marsh view,
ard making out some likeness between them by thinking
how flat and low both were, and how on both there cams
an unknown way ard a dark mist and then the gean,186

The theme of exile from home reappears several times

in the novel, When Pip has been bestowed with expec-;\vtl‘

e

tations, he also feels gulilty for'rorsaking Joe: "I put
my light out, and orept into bed; and it was an uneasy

bed now, and I never slept the old sound sleep in it

anymore”.187
It is a most miserable thing to feel ashamed of
home, There may be black ingratitude in ths thing,
and the punishment may be retributive and well desgrved
but that 1t 1s a miserable thing, I can testify,l8

uillts are re-

s mirsveen Lar® viom b mvrrrr 2 ph em s Nemer. T @ o
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not to go home, all Pip's 0ld fears and g

activated,

+ssthe eyes on the wall acquired a new expression
and in every one of those staring rounds 1 saw
written, DON'T GO HOME.

Whatever alcht-fancied and night-nolses crowded
on me, they never warded off this DON'T GO HOME.
«e.When at last I dozed, in sheer exhaustion of
mind and body, 1t became a vast shadowy varb which
I had to conjugate, imperative mood, present tense;
Do not thoa go heme, let him not go home, let us not
go home, do not ye or you go home, let not them go
home, Then, potentially: I may not and I cannot
g0 home; and I might not, could not, would not,
and should not g0 homs; until I felt that I was
going distracted,” and rolled over on the pillow,
and looked at the staring rounds upon the wall
azain.l
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Pip's anbivalent faelings about his foster-parents
are reflected in his attitude toward home., iHe 18 de-
lighted to escape from Mrs. Joe's tyranny, but he 1s
terrified of tetraying Joe's trust in hin.

Home had nsver been a very plessant place to me,

because of my sister's temper, But Joe had sanc-

tifled it, and I bellieved in it., I had belleved

in the best parlour as a most elegant salon; I

had bvelieved in the front door a3 a mysterious

portal of the [lemple of State, whose solemn open-

ing was attended with a sacrifice of roast fowls;

I had belleved in the kitchen as a chaste thoucgh

not meznificent apartment; I had belleved 1in the

forge as the glowing road to manhood and independence,

v 190

Even though Pip feels miserable and dejeccted at home,
his one consolation is that he never breathed a murnur
of his discontent to Joe, The conflict between Pip's
ties with Jée and hls resentrment 2zalngst Mrs. Joe per-
vades Pip's own assessment of the cause of his elliena-
"tion. Sometimes it is seen as having been thrust upon
him--he is an orphan, and that 1s the reason he associ-
ates the view of the dismal marshes with hls own pres-
pects. ¥hen Pip recelves the note from Wemmick, he 1is
afraild that he is forbidden from going home, However,
the fault is also Pip's, It 13 he who has betrayed Joe
by hls asplrationa, He 13 an ungrateful, thanklsss
c¢hild who has even dismissed his own father for belng
cormmon. When his expectations turn out to be insub-

stantial, he feels aven mores strongly that his conduct
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has been inexcusabls, his desires unforgiveable,

Miss Havisham's intentions toward me, all a mere
dream; Estella not designed for me; I only suffer-
ed in Satis House as a convenlience, a 3ting for
the zreedy relations, a model with a mechanical
heart to practise on when no other practice was

at hand; those were the first smarts I had. But--
sharpest and deepest pain of a2ll--it was for the
convict, gullty of I knew not what crimes and
liable to be taken out of those rooms where 1

sat thinklng, and hanged at the ¥Uld Balley door,
that I had deserted Joe.191

All Pip's fegrets about having forsaken home center

around Joe,
I would not have gone back to Joe now, I wounld
not have gone back to Blddy now for any conslde
sration--simply, I suppose, becauss my sense of
my own worthless conduct to them was greater
than every consideration. No wiadem on earth
could have given me the comfort that 1 should
have derived from thelir simplicity and fildelity:

but I could never, never, never, undo what I
had Anne 192

atha Wl

¢

When such contradictory emotions 3tem from the
same source, from the family, 1t 18 likely that the
level of conflict will be such that i1t cannot be tol-
erated, and some aspects will bs repressed, The anger
which Pip feels toward his sister is so extreme that it
is attributed to Orlick. The asscclation between Or-
lick and Pip 1s noted, and, at the same time, vigor-
ously denied by Dickens, Though ths murder of Pip's
gister occurs on ths afternoon when FPip has asked for a

half-holiday to visit Estella; though the orime 1s ocon-
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mitted with Magwitoh's sawed-off leg-iron, for which
Pip is responsible; though the crime occurs as the story
of George Barnwell who murdered a near relation is told
to Pip: though the guns from the hulks blaze away at the
discovery of the crime, Plp professes his innocences,
Fowever, he 18 not innocent o; the inclination.

With mt head full of George Barnwell, I was at

first disposed to believe that I must have had some

hand 1n the attack upon my sister, or at all eventa

that as her near relation, popularly known to be

under obligations to her, 1 was a rora legitlmate

object of susplcilon than anyone elge,l
It is difficult to determine to what extent Dickens
recognized the connection between Orlick and Pip. The
association between Orlick and Pip's activitiés is very
gtrong, bubt Orlick 13 the mcet grotesque figure in the
novel, Since the grotesque arises from the represse-
ion (and the attempt to disomn) feelings of aggression,
it was likely very important for Diockens to preserve
the autonomy betwesn Plp and Orilck. Not only 1s Or-
lick responsible for the murder of Pip's sister, he 1is
also responsible rorfrobbing Pumblechook'!s cash-box,
drinking his wine, slepping his face, pﬁlling his nose,
and stuffing his rmouth full of flowering annuals, Al
though no mention is made of any grudge that Orlick
has against Pumblechook;,there is ample evidence to at-

tribute a motive to Plp,
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Pip 18 contlinually accused of being ungrateful but

he cannot admit how ungrateful he really is. Thus
the gullt of the psrohclozical matricide is borne by
Orlick. Thsre is even an attenpt to deny the horror
of the dz2ed, by suggesting that Mrs. Joe 1is happler
after beling forcibly subdued. Orlick becomes a fav-
ourite~-symtolically represented by a hammer., Even Mrs.
Joe's attitude to Pip 1s greatly improved,

She made signs to me that she wanted him to sit

down close to her, and wanted me to put her arms

round his neck, So I put them round his neck,

and she lald her nead down on his shoulder quite

contrite and satisfled. And so she presently

sald "Joe®" again, and once "“Pardon", and once
npipn, 1G4 '

This scene in which a woman whn was practically morder.
ed becomes gratéful to her assallant ahdrlearns peni-
tence, 1s rather appalling. It presupposes a strictly
masculine view and a Jlimited underétanding of women,
Even though Pip 13 not presented'as being the attacker,
it is clear that he has no compunctions about benefiting

from a wornan being put in her place, even by such brutal

means,.

Pip's repressed aggression against Mrs, Gargery
forns the basis of a more genergllzed response toward

..women who 4o not fulfill Pip's expectations of what

constituteg maternal affeoction. if;H133“ﬂhviaham was
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a falry codmother to the naive Pip, his realization

that she 1s not the source of his great expectations
does not transform her into an objectively percaived
person., There is admittedly some empathy with her
because her sadism is explalned in terms of her victi.
mization by Compeyson, but she i8 not forgiven for in-
flicting t@at smart without a name on the sensitive Pip,
The fact that Dickens 1is unable to give the hurt a

name 18 significant, Pip suffered a viclous blow to

his male ego. Beoause Dickens is unable to recognize
the sexval repression in male-female relationships, hse
is unadble to countenance the profound hatred against
men which Miss Havlisham fosters. Hlss Havisham's hatred
18 not restricted to Compeyson; it is directed agalnst
all men, She attempts to enforce on men the same code
'of behavior that 12 expected from women. Real love,
Miss Havisham tells Pip, "is blind devotion, unquest-
ioning self-humiliation, utter submission, trust and be-
lief against yourself, and against the whole world,
giving &; gour whole heart and soul to the smiter--as I
d1d|"195 Because Dickens i3 unable to acknowledge that
. the relationship between men and women 1n his sooclety is
based on a caste aystem malntalned by sexual repression,
(because he himself accepts the repressldn and sees 1t as

natural), there 1s a great deal of sggression latent in
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his handling of Miss Havisham., His desire to do away
~
with Miss Havisham 1s glven expression in the form of a

fantasy.

I turned ny eyes,.., towards a great wooden beam

in a low nook of the bullding near me on my right
hand, 'and I saw a figure nanging there by the neck.
A figure all in yellow white, with but one shoe to
the feet... and that the face was Mlss Havisham's
with a movement goling over the whg‘g countenance

as it she were trying to call me, 9 :

The assoclation between Pip's fantasy and Miss Havi-
sham's death 1s made explicit in tke novel, Just before
Pip dizcovers the fire, "a childish association revived
with wonderrug/;orce in the moment c¢f the slight action,

and I fancked that I saw Mlsgss Havisham hanging to the

PRy 1 .
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the beam.s\shuddermg from head to foot before I knew
it was a fancy--though to be sure I was there in an in-
atant."197 The close approximation of Pip's fantasy
and Miss Havisham's death conhotes a strong psychologi-
cal implication., Belng the-suLJect of one of Plp's
aggressive fantasies 18 the équlvalont of recelving the
kiss of dea&h. and éituatioﬁ'is no exception. All the
characters against whonm Plp harbours murderous feelings
are injured, not by Pip's hands, but certainly as a re=-

sult of Pip's having wished them 111, When Miss Havi-

shan's death does occur, it is caused by ratural means,
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Although Pip ostensibly attempts to save her, the des-
cription of the soene,‘@aken alone, could very well be

the description of a murder,

I had a double-caped great-coat on, and over my
arm another thick coat. That I got them off,
closed with her, threw her dewn, and got them
over her: ,..that we were on the ground struggling

like desperate enemles, and the closer 1 covered
her, the more %ildly she shrieked and tried to

free herself; ...I still held her forcibly down
with all my strength like a priscner who might
e3cape, and I doubt if I even knew who she was,
or why we had struggled, or that she had been 1in
flames, or that the flapes were out, until I saw
the patches of tinder that had been her garments,
no longer allfsg. but falling in a black shower
around usS... o

Not only is Miss Havisham's death oodsldercd a -blessing

in dlsguise 1n\%he context q; the novel, her reaction
<

to her trial by fire 4is exactly the same as Mrs, Joa's

reaction to her assallant., Unable to speak or move,

- 8he communicates her penitence, even her gratitude, to

Pip.

Toward midnight she began to wander in her speech,
ani after that 1t gradually set in that she said
innurerable times in a low solsmn voice, "What

have I donet® And then, "When she first came, I
meanrt to save her from misery like mine.® And then,
"Take the pencil and write under my name, ‘I for-
give her'",,, At about six o'clock of the morning,
therefore 1 leaned over her and touched her 1lips
with mipe, Jjust as they said, not stopping for
being touched, "Take the peggil and write under

my name, 'I forgive hert»,l

Y _J
Women are, it seems, happler and more fulfilled when they
have learned submission, even if it is necessary to sub-

due the more reseng}ul of the female species, by striking
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them dumt and motionless,

For Pip, Joe represents the ideal of strength in
submissiveness, His gtolcal suffering and his empathy
for Pip's xisfcrtunes, become a touchstone of virtuec,

*] wish it was only me that got put out, Pip;

I wish there warn't no Tlckler for you, old

chap; I wish I could take it all on myself; but
this is the up-and=down-and-straight on it, Plp,
and I hope you'll overlook shortcomings.®

Young as [ was, I believe that ] dated a new
aimiration of Joe from-.that night. We were -equals
afterwards, as we had been before; but, afterwards
at quiet times when I sat looking at Joe and think-
ing about him, I had a new sensation of feeling
conscious that I was looking un to Joe in my neart,200

Overlooking Joe's shortcomings 1s preciselz§the course
that Fip follows, When his expéctatlons c¢ollapse, he
‘repents of his folly of ﬁantlng'sdmethihg’ﬁgtter. Joe,"
at least, has remained faithful to him, despite his
rejection of Joe. Thus, Pip regresses to an infantile
[ 4
state 1n order toq rééarn'thduoné sure source of secur-
ity and affection he hss ever known. He attempts to
re-cnact the relationship between doting parent and
child,
For the tenderness of Joe was so beautifully pro-
portioned to my need that I was like a child in
his hands. He would sit and talk to me in the old
confidence, and with the old simplicity and in ths
0ld un~assgertive protecting way, 80 tnut I would half

believe that all my life since the days of the old
kitchen was one of the mental troubles of/|the fever

that was gzone, ‘
We looked forward to the day when I should go out

e
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for a ride, as we had once looked forward to the.
day of my apprenticeship, And when the day came,
and an open carriage was got into the lane, Joe
wrapped me up, took me in his arms, carried me
down to 1it, and put me in, as if I were still the
small helpless creature to whom he had so abun-
dantly given of the wealth of his great nature.201
Pip repents of any of those desires he had for autonomy
and self-fulfillment and accepts Joe as a man without
moral blemiih--"o God bless him! O God bless this gentle
S
Christiarn man!"2°2 In this reversion to the game of
L
#little Plp"2°3 and the gentle protecting father, Pip
s
recovers his physical strength at the expense of his

intsllectual or emotional well-being.

. _Such an arrangement can not continue indefinitely,
be it oniy a;ooncession—towvefisihilztude.—~Forever—- e
expelled‘rrom the garden of paradise, Pip nust learn to
live in an alienated state. However the 1deal 18 not
attacked in itself, In Joe, educated out of his most
distressing symptous of commonness, and Biddy, Pip fin-
ally realizes what are, to him, ideal parents. Though
it 1s too late for him, the younger Pip has the kind of
childhood that Pip feels he should have had, Instead of
mesting a conviot in the cemetery, a benevolent unclé
places 1little Pip on the tombstone.

I touched the 014 kitchen door so softly that I

was not heard, and I looked in unseen. There,

smoking his pipe in the old place by the kitchen
tirellght. as hale and as strong as ever, though

-
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a little grey, sat Joe; and there fenced into the

¢ rner wilth Joe's leg, and s8ltting on mg own

'8tool looking at the fire was--I agailn.<04
Though there 1s no direct fulfillment postulated for
Pilp, he is allowsd to share in this sentimentalized
family group, if only vicarlously. However a fantasy
of being able to change the past by reliving 1t through

the yaukger Pip is hardly an adequate substitute.

\ .

Plp goes through the same struggle between his repug-
nance toward commonness, and the feeling that he ought
to be grateful, with Magwitch. .

Nothing was needed but this; the wretched man
after leading me with hi3 wretched gold and
allver chains for ygears, hed risked his 1life to
_COmd 0 mE, &and 1 held AU Viiere in my keepinsgi
If I had loved him instead of abhorring him, if
I had been attracted to him by the strongest
admiration and afféction, instead of shrinking
from him with the strongest repugnance, 1t
_could have been no worse .20 L
" Pip's conflict 1S not made easier by tae realization
that he !s being ussd, in part, as a tool of revenge,
Though Mazwitch has been humiliated and beaten down,
the dream that sustained him was to make'Plp a gentle~
man: "that there hunted dunghill dog wot you kep
life in got his head 80 high that he cculd make a gen-
tlemann,206 Nevertheless, Magwitch has sﬁcriflced much
to provide for FPip, as his pseudonym, Provis, indicates.

Pip reallzes he ought to feel grateful for Magwitch's

)

e
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loyalty andi devotion, but the vision of "the slouching
fugltive on the marshes"207 always intrudes,

«s.he dracged one of his legs as if there were still
a welcht of iron on it, and... from nhead to foot
there was convict in the very grain of the man,

The influences of hls s0litary hut-life were
upon him besides, and gave him a savage alr that
no dress could tame; added to these were the in-
fluancés of his subsequent branded life amcng men,
and, crowning all, his conscliousness that he was
dodginz and hidinzx now. ...in these ways and a
thousqu’other small nameless instances arising
every minute in the day there was prisoner, fel-
on, bondsman, plaln as plain could be,208

Pip's dllemma of having to acknowledge publicly that his
benefactor 18 a criminal, 1is finally resolved. At Mag-

witch's death, Pilp professes to see him in a changed

light, . . . o~
For now my repuznance to him had all melted away,
and in the hunted wounded shackled creature who

hald me hend 4rn hia, T onlr aazw o mon whs h=d

meant to be my benefactor, and who had feit affec=

tionately, gratefully, and generously towards me

with great sonstancy through a series of years.<09
The changed relationship 18 due as nuch to the change in
Magwitch as it is to a change in Pip. Instead of being
rebellious, MagWitch becomes submissive and resigned. Pre-
viously he refused to accept his lot passively and sought
retribution through making Pilp a gentleman. Later, how.

ever, he confesses his guilt, and becomes a reformed crim.

. inal.

The kind of submission or resignation that ne showed
wag that of a man who was tired out. 1 someiimes
derived an lmpre<sion from his manner ‘or frcm a
whispered word or two which escaped him, that he
pondered over the question whether he might have
been a bettar man undepr better circumstances, But

-
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-

he never jnstified himself by a hint tending

that way, or tgied to bend the past out of its

eternal shape,<10 S ,
In the novel, Magwitoh's repentance is not seen striotly
as an acknowledgement of soclal standards and judge-
ments, But ascocomodation to soclety is certa}nly a part
of it, /At hils trial, Magwltch redeems himself by saylng,
"My Lord, I have received ny sentence of death from the
Almighty, Wut I bow to yours",211 Pip is only able to
sympathlze with victims when they accept thelr lot
passively. This 13 the reason that Joe 1s 1dealized,
and 1t forms the basis of Plp's forgiveness of the rebels,

Only when Mrs, Joc, Miss Havisham‘and Magwitch are beaten

down and more than half-dead, are they exempted from Pip's

aggression,  Although eacn of Lnese nus been viobimizeu, - -

each 1s also gulity: "0 Lord, be merciful to him a

‘8inner",212 The only emotion that 1s tolerated is re-

morse-~the only response, pity.

. Pip's acceptancs of the socilal norms also leads
to sexual repression and sublimation. When he is out
walking with Biddy on the marshes, he beglns to enter-'
tain romantic notlons toward her. Intellectually he
‘ realizes that a relationship with Biddy would be more
appropriate than one with the beautiful but cruel Estella,

"If I oould only get myself to fall in love with
you'--ooo.

ane
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*But you never will, you see", sald Biddy.

It d1d not appear quite so unlikely to me that

evening as it would have done if we had discussed

it a few hours before. I therefore observed I

was not gquite sure of that. But Biddy sald she

was, and she said 1t decisively. In my heart I

believed her to be right, and yet I took 1t rather

111, too, that she should be so positive on the

point.213 .
At this crucial moment Orlick rises up from the primeval
ooze, And the-looming of Orlickian desires effectively
negates the’gontlnuance of a relationship with Biddy.
Pip's response is one of outrage on hearing that Orlick
dances at Biddy whenever he catches her eye: "] was
very hot indeed upon 01d Orlick's daring to admire her;
es hot as if it were an outrage on myself".zlu- Pip warns

Biddy that he would have no opinion of her "if he danced
st [hei}'ﬁité her own sonsent."?1S

Generally speaking, however, it is Estella who
captures Pip's romantic fancies., Her distance from him,
socially and emotionally, is conducive to a sublimation
of sexual drives, It is more difficult to romanticize
the familiar than the unfamiliar, and, in addition, the.
gsublimation is encouraged by enhancement of selr-esteem:
winning a lady is more prestigious than wooing a commoner.
At first Estella is assoclated with Satis House and the
prospects it represents, but the adoration which Pip feels

for her outlasts his disillusionment.
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Truly it was impossible to dissociate her presence AN
from all those wretched hankerings after money and
gentility that had dlsturbed my boyhood--from all
; those ill-rezulated aspirations that had fArst made
me ashamed of home and Joe--from all those vislons
that had raised her face in the glowing flre...
a word, it was impossible for me to separate
her, in the past or 1ln the present, from the inner-
- most iife of my life.216 . AU _

Pip miintalns that from his childhood Estella has been a
guiding star to him, in keeping with her name, "I saw
her pass among the extinguished fires and ascend some
llghtriron stairs, and go out by a galley high overhead,
ag 1f she were goling out into the sky.'zl? Even though
she 1nf11cteq\untold humiliations and degradations him,
Pip asserted\his own commonness in relation to her. His
magochism does not exist without some resentment, Just
ef Orlick 1= a profjection éf Pin's repressed drives, go
Drummle represents Pip's repressed aggression and eroti-
cism. The blotchy, sprawly, sulky Drummle, nicknamed
Spider, takes to following Pip like a shadow, with no
apparent motive other than sheer malice, When Pip and
Herbert are out rowing, Drummle would follow in their
wake, under the overhanging barks and among the rushes
®1ike some uncomfortable e.mphlblousnreature".zl8 Pip's
self-repression, manifested in his view of Drummle, leads
to an idealized imags of himself as the romantic tragic
hero,

.. .¥hat pain it gave me to think that Estella

shguld show any favour to a _contemptible, clumsy,
sulky booby. 80 very far bslow the average, To
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the present moment, I believe it to have hecen refer-
able to some pure fire of generosity and disinter-
estedness in my love for her, that I could not en-
dure the thought of her stooping to that hound. No
doubt J{ should have been miserable whomsoever she
had - favoured, but & worthier object would have caus-

. ed me & different kind and degree of distreass,219

Pip's continued ardor for Estella, even though she has
chosen to marry Drummle, 1is acocomplished by his conscious
decision to split his vision of Estella 1into what he wishes
to see and what he wishes to ignore. His final words to
Estella before her marriege are the following:

"Egtella to the last hour of my life, you cannot
choose but remain part of my cheracter, part of
the little =zood in me, part of the evil.” But 1in
this separaticon I assoc¢late you only with the good,
and I will falthfully hold you te that always, for
you must have done me far more good than harm, let
me feel now what sharp distress I may. O God bless
you, God forgive youl"22Z0 . o _
The evil that Estella has done to Pip is atctributed to
 Kiss Havisham's influence., Like Pip, Estella has been
duped and victimized., It 13 on thic basis that the rec-
oncliliation ococurs between Pip and Estella, With "a
saddened and softened 1light in her once proud eyes®,221

Estella has acknowledged the error of her ways and has
become resigned like Pip. fTh5—241&#&0&&htp‘t§”§ﬁ”§111-
anceworwmasochisté,fflt 1§m£ecause of Plp's professed
innocence-in his reé;rdvfoerstella that the second end-
ing is so.unsatisfactory,---He wins what can only be a
pale shadow of his expectations, Both Estella and he

are degexualized: the bathos of sentimentiment which

Dickens offers as a substitute 1s hardly an adequate
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compensation for the loss., The risinz of the evening
mists 18 not a sign of a recathexis with reality: 1t
is a reinstatement of a further idealization, and the
tranqui}lity is an accomodation to self-denial, The
original,pnding exhibits a regression to an earlier
gstage of development, if only in fantasy., The first
ending 18 & sentimental re-enactment of the.past; the
second endinz 18 a romanticlized view of what 1s possible
in the future, The source of both endings 1s implicit
in the novel: Pip's fallure to coms to terms with ei-

ther himseif or his soclety.

Throughout the novel, Orlick follows Pip like a
shadow, displaying the erotic and aggressive impulses
which Pip denies in himself, Whether Dickens is aware
that he has embodied Pip's repreased'deslres in Orlick
is difficult to determine. However the fact that repress-
ion 13 advocated as a means of dealing with them 1is
clear., When Pip and_Orlick,confroht each other on the
marshes, the roles are reveresed. It i8.0rlick who
accusgses Plp of undermining his existence, It is Pip who
is the wolf; he 13 accused of causing Orlick to be fired
from Satis House, of coming between Orlick and Estella,
of disrupting Orlick's relationship with Biddy by determin-

ing to have Orlick driven out of the country. Orlick also
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accuses Pip of being responsible for his sister's

death by having been the favoured chlild at the Forge,

In this scene Plp proves himself to be a man of virtue
by asserting that he would do everything possible to
k11l Orlick, even if 1t meant his own death. If the
scene 18 read as a struggle between Pip and his repress-
ed‘desires, then Pip 13 reaffirming his own self-repre-
ssion in continuing to detest Orlick.,. Not surprisingly,
Pip's Teaffirmed sense of gullt results in a desire to
atone for his sins,

Softened as my thoughts of 211l the rest of men were
in that dire extremity; humbly beseeching pardon

as I did, of Heaven; melted at heart, as I was, by
the thouzht that I had taken no farewell, and never
now could take farewell of those who were dear to
me, or could explaln myself to them, or ask feor
‘thelr compassion on my miserable errors,<c2

In one passage in the novel, Plp questions overtly
the contradictions which seem to entangle him.

I consumed the whole time in thinking how strangse
it was that I should be encompassed by all this
taint of prison and crime; that in my childhood
out on our lonely marshes on a winter evening 1
should have first encountered it; that it should
have resappeared on two occasions, starting out .
like a stain thet was faded but not gonte, that 1it.
should in this new way pervade my fortune and ad-.
vancement. While my mind was thus engaged, 1 thought
of the beautiful young Eatella, proud and refined,
ooming towards me, and I thought with absolute abe
horrence of the contrast between the rall and her,
I wished that Wemmick had not met me, or that 1
had not ylelded to him and gone with him, so that,
of all days in the year on this day, I might have
had Newgate in my breath and on my clothes, I beat
“the prison dust off my feet as I sauntered to and
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fro, and I shook 1t out of my dress, and I ex~
haled its alr from my lungs. So contaminated
did I feel, remembering who was coming, that the
cogch came quickly after all, and 1 was not yet
free from the solling conscicusness of Mr., Wem-
mick's conservatory, when I saw her face at the
coach window and her hand waving to me., What was
the nameless shadow which again 1n that one in-
stant had passed?223 S
2
However the questions remain unanswered. During his {ll-

ness Bip is dlstracted by nightmare visions of Magwitch's
attempted escape and Miss Havisham's death, reflecting
his own desire to escape from the contradictions that
his experiences have forced him to become aware of.
That I had a fever and was avolded; that I suffered
greatly, that I often lost my reason, that the time
seemed interminable, that I confounded impossible
existences with my own identity; that I was a brick
in the house wall, ard yet entreating to be released

from the glddy place where the bullders had set me;
that I was a steel beam of a vast engline, clashing

end whirling over g gudf, and vet that I imnlored

B RS RRSTIRAIR S
Pip, like little Nell and Esther, becomes disillusioned
with reality. Because aggressive and erotic 1mpulses
are not assimllated as an ego tuhcfion the resclution of
the themes with which Dickens.deals leads to a sublimatica.
The fact that Orlick embodies Pip's repressed drives in-
dicates that Dickens 18 unable to reallize how damaging 1s.
his oultural environment to the attalnmert of fulfillment.
Pip accepts and reaffirms his guilt by dissociating him-
self from Orlick. In a soclety which is resbonsible for
the limiting of human potential, Pip chooses a withdraw-

al from that soclety, rather than a t:ansrormation of
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scciety. Although the witdrawal 1s not even as extreme

a3 it 18 in Bleak House, the problems still seem insur-
mountabls, At the end of thevnovei. Pip withdraws to the
colonlies and becomes successful in the business estab-
lishment of Clarriker and Co, If one examines Pip's
occupation historically, it 18 clesr that hp has not
evaded the claims of his soclety. He participates in
the colonization of the underdeveloped world which was
an important factor in the success of the Rritish Em-
pire. However an historical analysis is not of central
importance in understanding the role which Pip finally
adopts, Like the withdrawal from realltj that little
Nell undergoes, or the withdrawal from Chancery that

" Esther chooses, Pip's move to the Fast 1s an indica-
tion of his disillusionment,

-

In Great Expectatipns Pip 18 presented as beling nore

sinned egalinst than sinning. The understanding of the
forces that shaped Pip's destiny, Pip's ability to em-
pathize with Miss Havisham and Magwitch as victims, and
the realization of the interrelationships between early
childhood experiences and social ambition, give thils novel
depth apd poignaney. Dlckens presents his héro as a4 man
who has evaluated himself and his soclety in the light of

his experiences., Even though Pip chooses to accomodate
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himself to the predominant vaiues of his society, the
suggestion of loss in the novel 18 a powerful criticism

of the terms which Pip is forced to accept,

ko)

. In the analysis of caricature, sentimental and gro-
tesque, 1t was suggested that4oar1cature reflects those
values which are conscious and define one'shidentlty.
Sentimental and grotesque, on the other hand, are the
product of denied emotions whldh are seen as not-sgelf,

A relationship exists between these three stylistic mech-
anisms: 1if ths values that are consciously held are re-
pressive, ;hey,iill tend to ieed to the manifestation of
the grotesque and/or the sentimentsl. Much of that which
18 consldered ezo i3 derived frgm one's cultural environ-
ment. This 1s not to say that the ego i3 entirely a
preduct ef soclal foroes, bﬁt the rdles that predate the
individual, the roles to which he is expected to confornm,
ere a strong determinant of his self-image. In the dis-
cussion of caricature, lt}uas noted Dickens had a simi-
lar value-structure to that of much of his audience. His
early misfortunes, it was observed, accentuated rather
than diminighed wis i1dentification with his class role,
with its emphasis on sexual repression, and éllegiance to
the family. There 18 also evidence of great antagonism

«nd frustration in the novels that is occasioned by the
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attempt to oconform to the attitudes and values which

are culturallj desirable and have been adoptgd as a
self-codceﬁt.v,These conflicts and the ensulng emotions
cannot be consciously admitted for fear of destroying
selr-esteem.; Therefore they are repressed and pro-
Jected onto culturally inacceptable figures, Ideals are
also continually being erected in order to assure self-
esteem by projecting cultural and self-expectations., Thus
the gfotesque can be seen as an unconsclious caricature

of what is most feared”about the”selr._nhile the senti-
mental expresses an idealized view of the self and others.

Both the sentiemtnal and the grotesque must be viewed in

4]

elation to the occnsciously held values.
It i3 important to pote that the processes descri-
bed &n Dickens' novels do not ococur in a static or
neutral environment. The tendency to repression and
sublimation existed in the society and Dickens absorbed
the predominant values of his culture in order to pre-
serve his self-identity and self-esteem whioh was seri-
ously endangered by his early traumatic experiences,
While it is important to note the specific biographlcal
data that gave rlse to certain oconflicts and motivatloné.
the total cultural impact on an individual cannot be over-

looked.
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Historical and social forces, we said, shape the
function of art in general and nore speoiflcally
that of any given medium in any historical setting,
determining the frame of reference in which cre-
ation is enacted, We have long come to realize
that art 1s not produced in an empty space, thnat
no artist is independent of predecessors and models,
that he no less than the sclientist and the phll-
osopher 18 part of a specific tradition and works
in a structured area of probtlemns, The degree of
mastery within this framework and, at least in
cartaln perlods, the freedom to modify. these strine-
gencies are presumably part of the complex scale
by which achievement is being measured., However,
there is little which.psychoanalysis hag as yet .
contributed to an under=standinz of the meaning of
this framework itself; the p°ychology of artistic
style 1is unwrltten.245 e e A R

An attempt has been made in this paper to explore the
psychology of style within the rather narrow contezt of
three of Dickens!'! novels, The cholice of styles 13 seen
sz 3 produnt of the interaction of personal and social
factors. The conflict, which could not here be fully
explored, betieen Dickens' values and hls experiences
results in his choice of caricature, grotesque and sent-
imental. Dickens did attempt to examine his soclety by
the standards which he himself had inherited from that
soclety, and he found it lacking. However the path he
advogates is to withdraw from society, Unable to toler-
ate vulgarity, commonness. overt sex or aggression, his
understanding of the mechanisms by which soclal structures

and attitudes are maintainad, is limlited., An examina-

ticn of his novels from his earlier to his later ones



140

indicates, however, that Dickens was able to become
moch more specific about the nature and the source of
the conflicts with which he was involved. After little
Nell's desperate flight from a‘hostiie‘and unfulfilliing
reality, Dickens is able to postulate a way of existing
more independently with more awareness, Paradoxically,
as insight increases, Dickens 18 able to express his

disillusiorment more openly. In Great Expectations,

though Pip achleves more than any other of the three pro-
tagonists dlscussed, the ironic title of the book indi-
cates that 1t 1s not enough., In thelr own way, Dickens!
novels are documents for personal and'soolal change more
eloguent and more forceful than any polemic, because they
"detall, with humour and pathos and understanding, the

difficulties of realizing a full human existence,



VONATNEWN

14
15

16 Tbid

17
18

20
21
22
z3
2
2

141

Sigmnund Freud, Jokes and their Relation to the Un-
conscious, g; 105.
¢ Pe 132
1513. p. 179,
1tid, p. 166,
ibid, p. 168,

—uma——

¥rnest Kris, Pgychoanalytic Explorations in Art, p. 174,

Oxford English Dictionary, “grotesque”

Ernst Rris, Psycﬁoanalycio Explorations in Art, p. 175.
Tbid, p. 183.

Inid, p. 197.

Charleeg Dickens, Bleak House, p. 4.5,

Ibid, p. &4, "

Sigmunéd Freud, Jokes and their Relation to the Un-
conscious, p. 165,

Charles Dickens, 01d Curiosity Shop, p. 27.

Ibid, p. 43,

., P. 43, .

Gordon Allport, Psycholczy of Rumour, p. 42,

Sigmund Preud, Jokes and thelr Pelation to the Un-
conscicus, p. 179. -

M. Stelg, "Defining the Grotesque: An Attempt at Syn-

f 4
thesign, . 254,
oia. ’p! 83522

Ibid, p. 253. ’

L. B. Jennings, "Klein Zaches and his Kin", p. 690,

G. Allport, Personality and Social Encounrer. b, 3534,
Charles Rycroft, Iiazinafion and JEallty, p. 28.

‘W. Kayser, The Grotesgue In Art and Literature, p. 186,
L. B. Jennings, "Klein Zaches ard Lis Rin®, p. 692,

G. Allport, Personality and Soclial Sncountsr, p. 384,
A. Hauser, The coclal nlstory of Art, vol. 2, p. 220=~1.
G, GlSSIBg. S 5 ~K2ng, P =Lle

H., House, The Dick=ns wWorld, p. 219.

Charles Dickens, Jold Curiosity Shop, p. 231.
Ibid, p. 231.

IEl‘i. p. 231-

1513. p. 99.

ivid, p. 98,

Charles Dickens, Great Expectations, p. 211.
Ibid, ». B84,

Charles Dickens, Bleak House, p. 266.

Ibid, p. 268-9,
Ibid, p. 51k,
1b1d, p. 628,
1bid, p. 628,
I6Id, p. 629.
Chalres Dickens, 01d Curlosity Shep, p. 43,
Ibid, p. 36.

15id, p. 48,




Charles Dickens,
Charles Dickens,
Ibid, p. 199,
Ib6Yd, p. 305,
Charles Dickens,
Ibid, p, 325,

» P. 362,
lélﬂ. P. 379.
ibid, p. 379.
IBTE( p- 3?30
I51d, »p. 373.
161d, p. b9s,
1bld, P. 50

142

Bleak House, p. 39,
Great Expectations, P. 129,

0ld Curiosity Shop, p. 172.3,

George Orwéli. Essays, p. 58-9.
Charles Dickens, Eleak House, p. 485,
Humphrey House, The Dickens}world, P. 220-1,

Ibid, p. 49.
Charles Dickens,
Charles Dlckens,
Charles Dickens,
Charles Dickeng,
Ibid, ¢. 225
1b1d, p. <o
161d, p. 388,
ibid, p. 232,
Ib1d, p. 406,
Iu;u, res #15.
Lbld. Ps 417?
arles Dickens,

Ibid, p. 312.

bid, p. 308,
Charles Dickens,
Charles Dickens,
Ibid, p. 426,
Charles Dickens,
Ibid. P. 3150
I5L3, p. 323.
Charles Dickens,
Ibid, p. 607.
Charles Dickens,
Ibid, p. 428,
Charles Dickens,
Ibld. P. 9,

. » Pe. 9.
I61d, p. 9.
I%4d, p. 6.
I51d, p. 6.
bid, p. 6.
15id, p. 308,
m. p. 304-5.
T61d, p. 313.

0l1d Curiosity Shop, p. 314,
Bleak House, p. 256.
01d EurIosItz Shgg. p. 313.

01d Curiosity Shop, P. 313.

Bleak House, p. 149,
Great sxpectations, p. 419,

0ld Curlosity Shop, p. 314,

Bleak House, p. 326,

Great Expectations, p. 425,

01d Curiosity Shop, P. 9.

-



143

98 1Ibid, p. 312,

99 .Ibld. p. 380-1.

102 Th1d, p. 500.

101 Gharles Dickens, Bleak House, p. 1.
102 J. H. Miller, Charles Dickens: The

p. 165.
103 Ibid, p. 163.
104 Charles Dickens, Rleak House, p. 1.
105 Ibid, p. 1. -

106 Tbid, p. 2,
107 Ivid, p. 2.
108 Tvid, p. 38.
py 40,
38

109 Yoid,
110 1513, p.

i1y Ioid, p. 1.
112 T01d, p. g.
113 m' p. -9.
114 T6I3, p. 416.
115 Tb1d, p. 475.

Wworld of his Novels,

World of his Novw

116 7. H. Miller, Charles Dickens: _The
els, p. 21?-3. S _

117 Tbid, pv. 223.

118 IBid, p. 222, .

119 Charles Dickens, Bleak House, p. 11.

120 Ibvid, p. 14,

121 Itid., p. 19,

S 2
122 .i..ﬁj.'u..p. e S - -

123 T5Id, o. 713.
124 T61d, ». 387.
. 125 Ibid, p. 386.
126 Ib;a. Do 389.
127 Toid, ». 390.
128 TEid, p. 390.
129 Ibid, p. 390.
130 Ibld, p. 370.
131 Totd, p. 370.
132 Tbid, p. 326,
133 Ibid, p. 382.
131‘ Tb’fa P 275'-6o .
]

13 .LS a. p. 07.
13 r Do f"’060
137 IGIE, p. 336.

138 Ibid, p. 464,

139 Tbid, p. 520.
" 140 Tcid.
141 Tbid,
142 I»i4,
143 1514,
1h4 1513.

p. 665.
p. 318.
p' g}?o
P 245
p. 381.

-

ey



P.
P.
P.
P.
pP.
P.

144

665,
662.
275

6 [ ]

152 Crarles Dickens. Great Expectations, p. 21.

153 Ibid,
154 Thid,

156 15?3
157 Ibid,

o s
\n
O o
;ﬁg

Ja »

160 PRI
162 Ibia,
i1

165 Ib“E
166 Ttid,
167 T5id,

fué

P.
P
P
Pe.
b.

hi,
61,
110,
il.
8.

p" 13.

p.
P.
P
P
Pe.
p.
P.
P.
p.

—7.
13
11,
13.

168 Charles Rycroft, Imazination and Reality, p. 36.
169 Charles Dickens, Great Lripectatlons, P 47

‘1;0 Ibtd,
1

172 THUA
17
1?7
175 *bfﬁ
176 ibvia,
178
179 ibid,
180 I5IT,
181 Ibid,
182 1bid,
18 rSTE.
184
185 T
186 Ttid

- o

ﬂ%& 3

it

P.
P.

P

P.
b.
Ps
P.
De

1 Do

P
P
Pe
Pe
P
P
p'
Pe
P.
P

Pe

P
P.
P.
P
P.
Pe

vii.



V4

[
\Vel
Q

» Po
P.
P
P

b g s
\YejVo Vo)
O O~
o d [
olo’
(W)
e

2
-
24

200
201
202
203
204
205
206
207
208
209
210
211
212
21 Pe
214 v Po
215 To1d, p.
216 15, p.
217 151d, p.
218 1%id, p.
219 Ibid, p.
220 i%id, p.
22i T01d, P.

P.
P
P
D.
P
P
P
P
P
P
P
Pe.

]t
olur
=

® W@ % W ¢ @ vV U W v O e B9 e w

et bt
[of logiey
e [t o e

|

=

44
i

- 2221534, Pe

223 Tvid, p.
225 64, p.

P. 4

396.

128-9.

129,
22,
62.

199.
305.
359.
473,

:

q"lo c

260,
458,

145

229 Ernst Kris, Fsychomnalytic

P. 21,

Explorations in Art,




146
Bibliography

Allport, Gordon W., Personality and Social Encounter,
Beacon Press, Boston, 1968,

Allport, Gordon W., The Nature of Personality; Selected
Papers, Addison-Wesley Press, Cambridge, Mass., 1950.

Allport, Gordon W,, The Psycholo of Rumour, Russell
and Russell, Inc.,, 1965.

Anderson, Sherwood, Wiresburg, Ohio, Viking Press, New
York, 1960,

Axton, W., "The Trouble with Esther", Mod. Llang. Q..
26, 1965, 545-557.

Boege. Prederick, "Point of View in Dickens”™, PMLA,
5, '1950, 90-105, -

Broderick, J. and Grant, J. E., "The Identity of Esther
Summerson®, Modern Philology, 55, 1958, 252258,

Brown, Norman O., Life Against Death, Vintage Books,
New York, 1959. .

-

Comfort, Alex, Darwin and the Naked Lady, Braziller,
New York, 1Go6Z.

Comfort, Alex, The Novel and Our Time, Pendego Press,
Vancouver. 1960,

Crews, Frederick, (ed,), Psychoanalysis and Literary
Procegs, Winthrop, Cambridge, Mass., 1970,

de ?oggemont, D., Love Declared, Random House, New York,
963,

de Rougemont, D., Love in the Western World, Pantheon,
Newxw York, 1956,

Dewey, J., Art as Experience, Capricorn Books, New York,
19‘0.

Dickeng. Charles, Bleak House, Riverside Press, Boston,
1956,

Dickens, Charles, David Coppprfield, Riverside Press,
Boston, 1958.

Dickens, Charles, Dombey and Son, New American Library
of World Literature, New York, 1964,




147

Dickens, Charles, Great Expectations, MacMillan, Tor-
onto, 1968,

Dicgegz. Charles, Hard Times, W. W. Norton, New York,
966. )

Dickens, Charles, The Mystery of Edwin Drood, New Amere
ican Library, New York, 1961,

Dickens, Charles, 0ld Curlosity Shop, Doubleday, New
York, 1961.

Donovan, R., "Structure and Idea in Bleak House", ELH,
29, 1662, 175-201.

Erlksg‘r:. E', Childhood and Society, Norton, New York,
1964 .

Erikson, E., Young Man Luther, Norton, New York, 1962,

Pledler, L., lLove and Deaxth in the American Novel, Stein
and Day, New lork, 1500,

Fledler, L., No}! in Thupder, Beacon Press, Boston, 1960,

Nickena and hlis Reasders, Norton and Co.,
1. N

- ¥
(¥4
By &) Je

Pord, Geo

roe
T

WSwW iAo

Fradin, J., "Will and Socilety in Bleak House", PMLA,
81, 1966, 95-109.

FPreuwd, S., Civilization and Its Discontants, Norton,
New York, 1962, o

Freud, S., Jokes and Theilr Relation *to thke Unconscious,
Norton, New York, 1900,

FPreud, S., On Creativity and the Uhconscious. Rarper,
New York, 1950,

Preud, S., The Future of an Illusion, Bogarth Press, lone
don, 1982,

Garisé H., The Dickens Theatres, Clarendon Press, Oxford,
1965. .

Gissing, G., Charles Dickens, Kennikat Press, Port Wash-
ington, New York, 1356,

Greer, G., The Female Eunuch, MacGibbon and Kee, London,
1971. .




148

Hagan, J., "Structural Patterns 1n Great Expectations”,
EL3, 21, 1954, s54-66.

Hauser, A., The Soclal History of Art, vol, 2, Alfred A.
Knopf, New York, 1952. )

Hollard, N., Dynamlcs of Literary 3Jesponse, Oxford Unive
erglity Press, New York, 190d.

Houvghton, W. E., Victorian Frame of Mind, Yale Univer-
Bity Fress, New Haven, 1957.

Bouse, H,, The Dickens World, Oxford University Press,
London, 1900,

]
Bynes, -J. A., "Image and Symbecl in Great Expectatlons",
ELH, 30, 1963, 258-292, .

Jennings, L. B., "Kleiln Zaches and his Kin®", Deutsche
Ylerkellahrgschrift, #, 1970, 687-703.

Keyser, W. J., The Grotesque in Art and Literature, tr.
U.6Welsste1n. Bloomington, Indilana University Press,
1963. \

Korz, Jacor, (ed.), Twentieth Century Istorpretations of
UiSab nouse, rFreniiveepHali, iew versey, 1yoo,

Kris, E., Psychoanalytlic Explorations in Art, Schocken
Books, New York, 1967.

laing, D., The Divided Self, Tavistock Publications,
London, 1950, -

Lalng., D., The Folitics of Experience, Pantheon Books, New
York, 19o7.

Manheim, L., F.,."The Law as Pather”, American Imsgo, 12,
1955, 17-23, )

Marcus, Steven, Dickens from Pickwick to Dombey, Baslo
Books, New Yorlk, 1905,

Hariuzg. Y., Eros and Civilization, Beacon Press, Boston,
966, . .

Marcuse, H.,, Cne-Dimensional Man, Beacon Press, Boston, 1966.

Harouzz. H., Reason and Revolution, Beacon Press, Boston,
1964,




Miller, J. H., C. Diokens: The World of his Novels,
Harvard Universlty bress, Cambridge, .

Millet, K., Sexual Politics, Doubléday. Garden City,
New York, 1970

Moynahan, J., "The Hero's Guilt: The Cass of Great
Expectations", Essays in Criticism, 1970,

Orwell, G,, ‘Essays, Doubleday Anchor, Garden City, New
York, 19

Heich, Annie, "The Grotesque~Comic Sublimation", Yearbook
of Psychoanalysis, New York, 1950, 194-2C7, ,

Ryercoft, C., Imarination and Reallty, International Uni-
vergities Fress, New York, 1908,
Sch%&tgl. E. G., Metamorphosis, Basic Books, New York,
59.

Sonntag; S., Azainst Intervretation, Dell Publishing,
New York, 1lUbI.

Spllka, M., Dickens and Kafka. Indiana University Press,
3leomington, 19%03j.

Steig, M., "Defining the Grotesque: An Attempt at Syn-
‘thesis", The Journal of Aesthetics and Art Criticlsno,

29, 1970, 253-260,

Steig, M., "Dickens' Excremental Vision", Victorian
Studies, 13, 1970, 339-354. I

Stélg, M., "Structure and the Grotesque in Dickens:
Dombey and Son; Bleak Foude®, Centennial Review, 14,

» i)=
Stelg, M., "The Central Actlon of The 0ld Furioqlt Shop®,
Literature and Foychology, 15, -i70,

Steig, M., "The Grotesque and the Aesthetic Response in
Shakespeare, Dickens and Gunter Grass", Comparitive
Literature Stvdies, 6, 1969, 167-181.

Steiz, M., "Tho Whitewashing of Inspector Bucket: Ori-
gins and Parallels®, from Papers of the Michligan Aca-
demy of Sclence, Arts and Letters, 50, 1905, YA SR




150

Stoshr, T., Dickecns: The Dreamer's Stance, Cornell
University Press, 1thaca, hew rork, 1905.

tons, H., "Pire, Hand and Gate: Dickens! Great Rxpeca
tations™, Kenyon Review, 24, 1962, 652-63G1,

van Ghent, D,, "The Dickens! World: A View froa Todgers",
Sewanse Review, 58, 1950, 419-438.

van Ghent, D., The Enzlish Ncvel: Form and Funotlon,
Holt, Rinehart and winston, New ilork, 1953.

Watt, Ian, Rise of the Novel, University of California
 Press, Berkeley, 1904,

Wright, T., A History of Caricature ani Grotesque 1n
Literature and Art, Frederick Ungar Publishing Co.,
New Yorx, 1968,




