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A study of imagery must begln by defining three things:
i1ts scope, its purpose, and 1lts terminology. &ilthout sueh
definition, the study may easlly expand beycnd manaygeauvle
bounds, since imsgery as a subject can become elusive even
with recognized limitations.

In my consideration of Dlckens's imagery, I have concen=-
trated on the larger works of narrative fiction, that is, the

fifteen novels (cone of tunem incomplete), excluding Sketenes by

Boz, since 1t 1s not strictly a novel and slnce tne imagery in
it is of little importance apart from ilts [coresnacowlin: cof
later developnents. Likewise, since the same general trend
persists through the ifive anort Christmas books, the sixteen

Christmasg storles contributed to Household Viords and All the

Year Found, and the several other short stories contributed to

the same magsazines, I have referred to them only for particular

illustraticn.l I have tnus excluded the travel books, the later

An exceptlon, or speclal case, is jaster dumphrevy's Clock,
winose original conception (&8s a continuling vehicle for trans-
mitting short stories in single instalments) was abandoned by
Dickens himself., Thus it stands in an asnomalous position be=
tween Barnaby HBudse and The 01ld Curiosity 3hop &8 & snort fic-
ticonal work having some afiiillaticn with those two longer works.
I refer to it, but I have not named it specifically in the iist,
since 1t wag never ocutlined as an artistic whole. In this sense
it differs from Edwin Drood, wnlch, thougn: also left unfinlished,

pae

was presumably cutlined as a whole in Dickens's mind.




sketches, and the informal essays, vecause I think that
imagzery is likely to be of more artistic significance, or
at least of different sigsnificance, in works of narrative
fiction tuan in other types of prose.

The purpose which I have set for myself 1s to attenpt
an elucldation of the litersture itselfl as works of art, by
careful study of this aspect of it to find meaning whichh is
not conscicusly recogniged by the ordinary reader. &y aim,
therefore, 1s literary criticism ratner t:ian blograpnlical study.
The object of my study is primarily the novel or the story
rether than the author who wrote them.

Imagery, as I shall use the term, 1s taken in its widest
sense to include four general divisions or types of [igurative
expression: imaye, metaphor, symbol, and myth. These follow,
in general, the dlvisions defined by VWellek and %warren in

Ineory of Literature,B a8 the simplest and most worksacle

theoretical classification for my purposes of discussion.
Images are defined as "the vestigial representatives of
sensatlion."™ An image is an appeal to perceptual sxperlerncs;
it may inveolve not only the commonly called five senses buti
other modes of perception alsoc, sucl: as thhe tnermal, tsctile,
kinaestnetic, cr otiers; it is trhus a mental reproduction or

r'ecall !ioz-p N v mr emmmean b foawal mwa v +Foim T e a1 e Ao "4 T 4~
R 1 N 3 3 -
Rene Wwellek and Austin Wwarren, Theory of Literature, New
1942, Chapter XV. "Imape. ietapnor. gvmbol. wvtha "

2Rene’ Wellek and Austin Warren, Theor of Literature, New
York, 1942, Chapter XV, "Image, Hetapnor, gymbol, wythe "

SIvid., p. 191.

471pid.
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is well to note at once that the use of an imaege made by &
novelist is, in the nature of the work he writes, different
from that of the poet, is scope being wider, nis sexpression,
one might say, being diifused cver a greater area, Thus,

the visusal lmage »f & clump of daffodils may be central to a
poem both as image and as symbol, whereas, 1f every such sen-
suous image In a novel were considered 1n one's discussion

of imagery, the study wouald soon become overladen and grow out
of ali proportion. <hat is, in a poem normally every sensuous
image counts, whereas in s novel many purely sensuous images
can bte discasrded as of too little importance in themseclves.

For exsmple, in A Christmas Carcl we are told that it wes cold

as 3Scrooge sat in his counting house, "and he could hear thc
people in ths court outside go wheezing up and down, beatlling
thelr hands upon tneir breasts, and steanping their feet upon

the pavement-stones to warm them.”5

Here are images, &8 re-
productions of sensetional experience, not only suditory, but
alsc involving the sensations named earlier--thermal, tactile,
and kinaesthetic. Obviously, discusslion of every such image
would be neither possible nor significent. However, Iin this
story, cold is of figurative as well as litersl importance

in the total picture, and one must consequsently coinslder such

images in reletion to the whole and to the use that is made of

EChristmas Books, Christmas Storiles, Illustrated Library
Edition, 3t. Louis, n. de, pe o All references to Dickens's
works hereafter will be to this edltion.
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theme. Thus, the image tends to merge and overlap In pracltice
with the second type, the metaphor. Indeed, as wellek and
Warren point out, the term image is used 1n various contexts
and for verious purposes by different writers. The responsi=
bility thus devolves upon the individual commentator to explain
what he means by the term. I can best explain my usage and
also my purpose by illustration. liost simple images in this
study come into consideration within their context as supporte
ing an asscciated meaning achieved by other means, as the ex-
ample just cited above; or they may bulld up by accumulsated
descriptive detail a contributive stmosphere or tone. A
simple description of a sunset, for instance, in which the
color red predominates--a frequent visual 1ma;e with Dickenge-
may add a slgnificant touch by implication, even withcut any
suci devices 83 would carry 1t beyond the purely descriptive:
to the metaphor with an adjective 1like fiery, or to the meta-
phorlc pathetic fallacy with an adjective like gngry, applisd
to the color red. +‘he metaphor, which includes the pathetic
fallacy, goes beyond the image as such and will be considered
later. Taken simply a&s representation, such an image as the
one supposed I include within the resalm of imagery when 1t sets
& scene, in which instance it overlaps with the third cate;ory
to be considered: the symbol. Similarly, an ima; e may become
symbol when 1t recurs, as does the ringing of the bells in The
Chimes, Simple imayes, then, may be considered imsgery by
association, by accumulation, or by repetition (repetition of

the same image being different from accurulation of different



S

images). ‘Ihese ilnstances overlap, not only among themselves,

but also into the next category of the metaphor. Consequently,

I haeve considered the simple image or repressentaetion only when

it has figurstive, rathier than litereasl, significance: that 1s,
it becomes image--beyond mere representstione-when 1t involves
idea ae well as plcture. In decidling such significence I must
necessarily follow ny own judgment, snd I trust that my selection
will become clear in the course of my discussione.

The underlying principle of the metaphor is comparison.
such comparison may involve a wide range of relationships and
mey be stated in terms of & large variety of images--or pilce
tures witin an idse. An suthor tends to bulld up hils Individual
system of such compariscns, and cne 183 likely to find within
& given worx or {iwo examples of all the types that occur in the
total body of nis work. or 1llustratiocns of Dickens's use of
metaphor, 1 need go no farther afield than two of the Christimas

books~-A Christmas Carol and The Chimes. ‘he simplest comparison

is the explicitly stated one--the gimile: "The sound rescunded
through the house like thunder."® ‘his likeness may also be
expressed negatively: "a glowing torch, in shape not unlike
Plenty's horn,..."7 The implicit comparison, or metaphor, has
& vaeriety of forms. It may be a one-word comparison stated by

means of a noun: "the passion that had taken root";8 a verb:

€1pid., p. 2. 81bid., p. 31.




Scrooge, obliced to sit close to the fire and "brood over

w10 I take

it‘*;9 or an adjective: "the vision's stony gaze,
these metaphoric usages as being calculated for emotive effect,
There are expressions involving metaphor, however, which are
in such common usage that they have become parts of the language
and are not even thought of as metaphor. Wellek and Viarren
call these "'dead? metaphor.“ll Such expressions are profuse
in Dickens: '"the dead silence of the night,"l® "Serocoge's
countenarice fell...,"!® "broken fortunea,”l4 "His heart and
soul were in the scene,..."l® Kone of these would be taken
literally. So common 1s the use of heart, for instance, in
its figurative rather than literal sense, that dictiocnaries
give sepsrate meanings for the word to signify the site of the
vital powers, of the emotions (&s contrasted wlith the reason
in the head), of the sensibilitlies or capsacity for sympath:
or courage, of the center or essence, and 830 on. Such re=
ferences are particularly prevalent in the Victorian novel
and could be considered in the tradition of the period. 1
have singled out the heart refsrence for pasrticular comment
because I think that on occesion in Dickens it may taske on
significesnce by reason of 1ts manifold repetitions,.

Somewnere between the explicit and the implicit state-

ment of likeness is the comparison which 1s brought to ate

tenticn but qualifled by the words as 1f or seemed: "The
9Ibtd., p. 13. 12Christmas Books, p. 17 1%Ibid., p. 24.
10Ibid., pe 16. *3Ibid., p. 18. 151b1d., p. 30.

1192. cit., pe. 201l.
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hair was curiously stirred, as if by breath or hot air;"‘l6

"The letter positively seemed heavier..."l7 Dickens very
frequently expresses this type of oblique comparison. In
both instances, the lmage is suggested for 1ts emotive effect,
without being either stated or implied--the halr astirred without
perceived agent, and the letter felt heavier because of its
importance.

That Dickens was conscious of some common figurative
expressions that are hidden or dead is evident from passages
in which such an expression 1s taken literally or an austraction
is mede concrete. For example, Trotty Veck expresses concern
about his daughter's not having easten: "you before me there,
never sc much as breaking your precious fast," and she replies,
"But I have broken it, father,...&8ll to bits., I have had my
dinner."1® fThe comiec turn to this passsge blends intc the
pathetic when it is considered with reference to the following
incident in which Alderman Cute so literally heaps up facts and
figures on the subject of Trotty's dinner of tripe. Similerly,
there may be a sudden transition from abstract to concrete:
"fhen he had found hia voicee-which it took him some time to
do, for it was a long way off, and hidden under a load of meatew~

he said in a fat whisper,..."19 The adjective in the final

1671p3d4., p. 1l. 181y14., p. 90.

17 {bid., p. 101. 191p14., p. 102.



phrase reinforces the juxtaposition of itwo modes of thinking
by intercnange between one sense and another, crvr sjynassthsetilc
imegery. Lebeling all posslbisc varieties of such relatiocnshilp
with theilr technicel names and illustreting them with examples
are not so importent here, I think, as simply pointing out the
principle behind the image. or the slgnificence of metonymy,
for instance, would depend upon the context, as in the sentence,
"the hand WA3 open, generous, and true"; where 1 take the use
of hand to be metonymy; this sentence follows one where the
same word is used to signify only the hand itself and not to
stand, as a psart, for the whole man: "the hand 1s heavy and
will fall down when released;..."ze I shall be more concerned
to interpret the imagery 1n terms of emotive effect, both ine
dividual and relative to the whole, then in tsrms of technical
identification.

Two further types of imagery may rely upon some kind of
relationship: the colloquial expression and the illustration
by esnecdote. "To sit, staring et those fixed, glszed eyes,
in silence for a moment, would play, Scrooge felt, the very

deuce witn him."21

This kind of colloguial folk expression

is essentially metaphoric, though not usually noticed a&s such.

A well-known story may serve as illustration, even without being
made the subject of a simile or a reference for metaphor: "If

the good Saint Dunstan had but nipped the Evil Spirit's nose

201v1d., p. 64. 2libid., pe. 15.



with & touch of such weather a&s that, 1insteasd of using his
familiar weapons, then indeed he would have roared to lusty
Both of these are common Dickens devices.

Because of its prevalence, one of the most important of
the kinds of imegery involving relationship in Dickens is the
gnimetion of the inanimate--what Huskin celled the "pathetice
fallecy"™ when it was stated as an ldentiflication, not merely
as & similarity quelified by the like of the simile. 1In
Dickens the natural and the man-made environment contribute
to the feeling of a situstion by thelr animetion: "The
ancient tower of the church, whoss gruff old bell was alwsays
peeping s8llly down at Scrooge ocut of a gothic window in the
wall, became Invislible, and struck the hours and quarters in
the clouds, with: tremulous vibrations afterwards aa if its
teeth were chattering 1n its frozen head up there."®> In this
sort of scheme, things can take on not only enimation but person=-
ification, which was a traditlonal poetic device. Dickens often
uses both the persconiflcation and its related traditionsal
feature, the apostrophe: "0 Youth and Beauty, happy as ye
should be, look at thisy"®%

Another metaphoric type is the pun, which involves a
relationship between the scund and the sense of two words, as
in Scrooge's remark to the ghost, "There's more of greavy than

of grave about you, whatever you ared"ed Irony elso plays

221bid., p. 10. 24Ibid., p. 138.
251bid., p. 9. 25Ibid., p. 15.
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with two idess in reletion, but of opposite mesning. A
stetement may be inferred to mean the opposite of what 1t
seys by the context in which it appears. Dickens often uses
this mesns for his auti.or's commente, &8 Iin his observation
on Alderman Cute: "Now, the Alderman had not yet hed his
say, but he was a philosopher, too--practical, thoughl Oh,
very practicall--"<6

The simplest and most common metaphor expresses & relsa-
tionship betwsen twoc things which are unlike, for the sake of
one characteristic they have in common. Scrooge's personallity
and the weather share the characteristic of extreme cold, in
different senses: "The cold within him froze his old festures,”
and the metaphor continues, ending this passage with 8 flour-
ish in hyperbole, or exaggeration: "He carried his cwn low
temperature always &bout with him; he iced his office in the
doge=days; and dldn't thaw 1t one degree at Christmas."@7 This
particular metaphor involving cold is crucizl in the story,
and the exsggerated effect beyond all believable bounds also
eppears ggain, but on other subjects.

These are the most cormmcn metaphoric devices in Dickens's
WOrks.

By reason of their recurrence, both metaphor and simple
sensuous image may take on the sspect of & symbol, which is
different in taking the place of that which 1t signifies without

reference to any relationship, whether stated or implied. Thus,

2611b1d., p. 95. 271b1d., p. 4.
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the coldness cof Scrooge's office and his house may be taken as
symbols of the coldness of nis nature, even though not ex-
pressed in metaphor, snd ithe wintry weather may be taken s8s &
symbolic reflection of the other coldnesses, all of thiem 8o
taken becsuse of thelr rsecurrence es images. rlaceg and objects
may also taske on symbollic properties, as do the chimes, even

though the symbolism be not pointed out, a8 it is in The Chimes.

Characters themselves mey &lso represent qualities, social
classes, or institutions, ss Scrooge himsell symbolijses the
"tightwad,” both in the business and the socisl sense. ‘7Typical~
ly Dickensian symboels are the repeated mannerismeg or gsstures
and the peculiar proper names s8¢ typlcally found in tne novels.

3

¥yth is & wider term than lmage, metaphor, or aymbol. it

applies to narratlve or story, in terms, not of particular
events or peopls, bvut of universal truth, wnat the story es-
sentiaelly means. 4hus it taekes 1ts imagery to a broader plane,
Por & particular work, I would refer to this aspect as tneme,
made up of interlockin, motifs, in turn derived from inter-
relationships of imegery. As rspetition or combination of
single imazes creates a larger significance on & broader plane
in terms of symbolism, so the Interrelationships of symbols and
characters {descrlbed in terms of imagery) forms the tneme of

a particular story in terms of lmagery. +hese themes, on a
still breocader plane, might be called mythology. In a musical
composition like an opera, 8 single phrase may trece varlations

througn & whole work as & leit-motif; a theme maey be developed,

recapitulated, and interrelsted with other themes; the same
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baslic theme may appear in different keys or develop slong
different musical lines. DPut the story of the opera is told
in one way by the words articulasted by the singers; 1t is
told in another way by the music, which i1s made up of phrases,

themss, and leit-motifs all interwoven. In the total corpus

of a composer's operatic works, the same grouplings of musicel
theme and story thneme may tend to be repeatsed, as, for lnstunce,
the curse motif recurs in Wagner's operss. +his combinstion

of motifs and themes might be termed the mythology of the
composer's world.

Sizilerly, in the works of Dickens a singlie image may
make an analogy between light and happiness. <+his image may
be repeated or combined througiout a8 single work to signify
symbolically a tiheme interrelating goocdness, Iresdom, and love
with poverty, and evil, imprisonment, and heate with riches.
All such combinations of theme stated in simplest terms from
individual works would comprise the mythology of Dickens's
world. %his mythology would be imagery, bul on a broader plane
than the symbollism.

In Chepter Il I shall consider the nature of the imagery
as & whole on the Image~ snd metaphor-levele~that is, 8l1l the
gingle images or analogles occurring throughout tne novels, as
if the novels comprised one composite world of imagery. In
this conslderstlon, the concept wiich the analogy constructs
wlill be ths important factor. In Chapter I1II I shall discuss
those repeated, unrelated images that are Dickens's favorites;

like Warren's blacklng, tliey come into the plcture without
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reference to the story, bvecause for Dickens they aymbolize
certain ideas. In Cheg ter iV I shall consider the imagery

on the symbolic level for each novel separstely, outlining the
theme cf each story by means of the lmagery used in 1t. In
Cnapter V I shall summerize my conclusions from Dickens's

use of 1Imagery in & discussion of the mytholosy of the

Dickens world.

As can be readily perceived, I interpret the role of
imazery as an important one, organically inherent in the work
as a whole., Yhether the author consclously intended all of
his imagery, particulsrly as I 1nterpret it, 1s, I think, a
question of doubtful relevaencs and of uncertain determinabllity;
that is, in the interprstation of a novel or story, the effect
achleved 1s more important than the reasons why it was =0
accomplisned, 1 shall concentrate on the aspect of this total
effect which I have designated imagery--en inclusive term em-
bracing those types of literary expression which rely on imsges,
pictures, or figures &s their vehicles: the figurstive as
opposed to the literal,

1 should make clear at the outset that I make no et-
tempt to be exhaustive. OSuch a task would be impossible. iy
purpcse 18 to discuss and i1llustrate the nature of the imagery

and to interpret the trends I find in it.
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CHAPTER II

THE HATURE OF THE IMAGERY

An objective of tnis look at the world of Dickens's
imagery is intimate acguaintance witnh it. <4his is no wmore
than the expectatlion and realization of any devoted lover
of literature., I take the ultimate objJective of my scrutiny
to £o & step bLeyond such acquaintance to understanding. *his
is the province of the critic, who not only enjoys, but also
studies and evaluates. +he end in view is thus the reecreation
of Dickens's world in terms of his own imagery. The fasclnation
of thls world is attested by a widespread acceptance of certain
of its symbols aslmost &8 household words, even by many people
who make no claim to love of literature: symbols of false
humility, of dangerously irrsesponsible nursing care, of sentie
mental sadness and of charming improvidence nhave derived from

Uriah Heep, Sairey Gamp, Little HNell, and Wwilkins ikicawber,

I. Dead Metaphor and Trite Imagery

liany expresslons which sre actually flgurative in nature,
used every day by ordinary people without recognition of tneir
metaphoric qualities, attest the lnnerent tendency of humans to
express themselves thus indirectly by mesns of images., 4Lis

tendency exists within the langzuage 1tself. When we say that we

boil with rege, pursue a train of thought, break silence,




make light of the matter, stand rooted to the spot, or cast

about for something which will come to light in the fullness

of time, we are utilizing metaphors that nave been used often
enoughn to have become integrated lnto the langusge; but as
metaphor they are dead, because their effectiveness 1in evoking
thet comparison of which metaphor consists has long 8&go been
loste Similarly, expressions whilch have lost thelr fresiness
a8 imagery may retain their function &8s ansaslogy; though alive,

they are trite. As wesak as water, go like the wind, expecta-

tion on tiptoe, white as driven snow, news ran llke wild-fire,

or the sleep from which there is no wsking are expressions which

would ot be tolerated by & serious novelist of' the present day.
Dickens used many such expressions in his work. I have not
attempted to study all of these for thelr significance, because
I think that thelr only lmportance lies in the fact of their
existence, What they contribute to Dickens's art is a negative
quality. If thiis were the only kind of imagery he used, his
work would not have the place which it cccupies. 1 can best
indicate bothh the nature and the relstive quantity of such
quasi-imagery by tracing an element of 1t through hils works,
using a different principle of selection for each: the dead
metaphor can be 1llustrated by the usages grouped sround the
ldea of the heart, and trite imagery csn be seen in passages
grouped around the typlcal Dickens heroine.

l. The Heart

In discussling Dickens's use of heart, 1 meake no attempt
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to be exnamustlive. [y intention is simultanecusly to illus-
trate Dickens's use of dead metaphor and to point out in rela-
tion to such use a trend in his entire way with imagery. Ac-
cordingly, the object is to look for any scheme iIn such varia-
tions In the heart reference as jio pity from the heart, to touch

the heart to the quick, to enshrine in the heart, to smite upon

thie heart, to take heert; fountains, vook, or lundex of the heart;

hardness or softness, coldness or warmth, shallowness or depth,

heaviness or lightnesgs, hollowneas, openness of hesrt; thie heart

in the mouth or sunk to the boots; the hesrt in the right place;

heart-ache; the broken heart; to the hsart?s content. In such

lnstances, heart signifies variously any one ol a numver of
feelings or tineir site of orin.in, according to accepted diction-
ary definitions. It may or may not be combincd with resal
metaphor.

In examining Pickwick Papers for such expressiocns, one

finds thet they are more profuse in some passages than in

others and that the same expression can have different connotae
tions in different contexts, On the occasion of MNr. Pickwicik's
convivial evening at Bob Sawyer'!s rooms, that young gentlemsan
experiences troubles with his landledy, troubles wiicii he com=-
plains of a&s belng chronlice. learing thet for his party ne is

not allowed any hot water, "with a .hastly smile" he accuses

irs, Haddle of mental derangement, remarks "with heroic firmness"”
that he must give her warning, and wishes "devoutly” that he

could. iiere Dickens nerrates: "ir. Bob 3swyer's heart-sickening
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attempts to rally under this last blow communicated & dis-~
piriting influence tc the company,..."l Since the heppenings
in this whole scene are among the funniest in the book, the
"heart-sickening attempts™ are nc more to be teken seriously
than are any of the other expressions, which 1n 8 different
context would convey a serious eiffsect, even one of misery.
Barlier iir. Flckwick has been in & similar group on his search
for Mr. Lowten, iir. Perker's clerk. On thnis occasion ¢ld Jack
Bamber discourses irately at some length on the subject of the
Inns of Court and the law, during which he exclalms, "How many
vain pleaders for mercy, do you think, have turned awey heart-
sick from the lawyer's office, to find a resting-place 1in the
thames, or a refuge in the 5801?"2 1his pessage 1is not funny,
and the reference would naturally be teken in its straight
rather than satiric sense. 4‘he same expression operates to
different effect 1in another background,

Following his tirede, Jack Bamber goes on to relate one
of the interpolasted stories which are & feature of Plckwlck,
A noteworthy fact about these storlies 1s that in mood they
all depart from the main tenor of the book. Even this story
of th; queer client, although 1t involves the law and pursues
the recurrent theme of injustice, removes the thneme from the
benign influence of kr. Pickwick and entirely changes 1lts

nature. The principal object of the queer client 1is revenge

lPickwick Pepers, p. 451. 21p1d., p. 284.
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for his sufferings in the ilarshalsea., The tone is vindictive,
These sufferings ere enough to "make the heart bleed"; his
child was deprived of "its light heart” and "the child's young
heart was breaking.”™ The villain of this piece, asccording to
its protagonist, "had all the heart to leave his son a beggar”
and had allowed his daighter to "die of want and the sickness
of heart that medicine cannot cure-" These expressions, too,
are evidently to be taken seriocusly. ©Sut even more profuse are
the heart references in another of the stories, which, unlike
the quesr client's and the madman's, is not told with malice,
but with the tone of moral admonlition one associates with 3un-
day school, the WCTU, or the Salvation Army. <his is a tale

of a bad boy who came to grielf because of the influence of

nis drunkard father, in spite of &8ll the efforts and prayers

of his sainted and long-suffering mother. In the courss of
eizgzht pages, there are ten references to the hesart, including
the ides of the fathert's systematically trying to break his
wife's hesrt, the son's reckless disrsgard of her breaking
heart, his hard heart, hlis heart swelllng when he returns to
his old home after fourteen years in prison, his heart failing
him at the throng of his recollections, his heart yearning for
affection, and reality striking coldly at his heart., This

kind of dead metaphor seems to bresk out in an emcticnal rash,
like hives, as accompsniment to the sentimental theme~--not the
would~be-horrible, as the madman's narrstive, nor the oppressed,
as the gqueer client's, but the woeful explolitatlon of aberration

for the salte of its lesson, without regard for its serious im-
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plications as & real problem,

Yet another change of pace occcurs when the heart becomes
involved in the celebration of Christmas. The famous Christ-
mas chapter relates as it opens that Christmas "was the season
of hospitality, merriment, and open-hesrtedness”; it speaks of
"the numerous hearts that were gladdened by 1ts coming"” and "the
hearts to which Christmas brings s brief season of hsppliness
and enjoyment." It deplores the fact that "Many of the hearts
that throbbed so gally then, hsve ceased to beatj..." The
pace-settser in this Iinstance ssems to be the derived reference

hearty or heartlness, of which there 1s a liberal sprinkling

in this chapter, more notasble than elsewhere, and the chapter
ends on a Jjovial note: "But bless our editorial heart, what
& long chapter we have been betrayed intol"

Pickwick seldom gets betrayed into the sentimentsal celebra-
tion of the romsntic theme. ihen it does, it has its share of
appeals to the heart, but the romantic theme never appsars
without the added sessoning of humcr to change 1its {lavor.
Therefore, romance hss little significance except in its invert-
ed aspsect of comedy. So, Mr., Pickwick barely finishes an
emphatic censure of his followers for their "blackness of
nheart" in disturbing the peace of mind ol the female population
wihnen he l1s handed the letter from Dodson and Fogg informing him
of the Bsasrdell sult. e insists that kKrs. Bardell herself
"thasn't the heart to do it.'...!'Of her heart,!' said ir. Wardle,

with a smile, 'you should ceritainly be the best judge.'"s

31bid., p. 251.
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In the seme veln is the picture of kr. Pickwlick as "the

"¢ and Hr. Jingle's re-

supposed trifler with femsle hearts,
solve "to lay slege to the heart of the spinster aunt, without
delay." It is developed further in the highflown appeal to
the Jjury during the trial by 3erjeant Buzfuz:

Of this man Pickwick I will sey little; the subject

presents but few attractions; and 1, gentlemen, am

not the wman, nor are you, gentlemen, the men, to

dellght in the contemplation of revolting heartless-

ness, and of systematic villainy.®
Ee préduces the ridiculous letters sbout the "tomata sauce®
end the warming-pan and concludes, "'But snough of this,
gentlemen, ' sald ir, Serjeant Buzfuz, Vit is difficult to
smile with an aching heart!"; and with a final flourish he
gives the jury this "!'Pickwick, who comes before you to-day
with his hesrtless tomata sauce and warming-pana--'"7 All
this is delightfully ridiculous and exploits to the fullest
the kind of inflated diction, of which the dead metaphcr of
the heart is a characteristic 1llustration.

This attitude of ridicule in the vein of gentle comedy
is the customary ons towerd Mr. Pickwick, both directly on
the part of the author and indirectly through the person of
Sam VWeller. Both may be pointed up by the heart reference.
Dickens, inimical to philosophy and philosophers throughout
his later work, uses the concept comically in connection with
both Mre. Pickwick and Sem. Pursuing isr. Jingle and Rachasl

4Ibid., p. 271. €1bid., p. 480.

5Ibid., p. 107. 7Ibid., p. 483,
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Wardle with his host, Mr. Pickwick is exceptioneally indignant
when the villain is finally encountered, but his fury becomes
unrestrained to the polnt of provoking him to hurl an inke-
stand by lir. Jingle's scoffing reference to the old gentleman's
romantic friend "'Tuppy.!'”

Mr. Pickwick was a philosopher, but philosophers

are only men in armour, after all. The shaft had

reached him, penetrated through his philosophical

harness, to his very heart.

This remark makes fun of philosophy and dr. Plckwick simule
taneously, assuming heart on the part of philosophers and philoe-
sophy on the part of ir. Pickwick in reality equally ridiculous.
In Sam's later discussion of his own philosophy, he alludes

to lir. Plckwick's heart in a similar manner, as he relsates

his experiences with the seamy side of life. "!'Sights, Sir,!
resumed lr., Weller, 'as 'ud penetrate your benevolent heeart,

and come out on the other side.'"® Sam charascteristically

makes hls reference funnier by turning the ordinarily figurative
into the literal.

But the whole heart picture has a kind of focus in
Valentine's Day end the capital that is made of it in the
appropriate occurrence on that day of the breache-of-promise
trial and in that inimitable episocde in which old Tony helps
Sam to compose a Valentine. As the fun at ir. Plckwick's
expense on the romantic-love theme is made in exagsgeratedly

would-be~poetic terms as if 1t were intended to be serious,

8lbid., p. 135. 9Ibid., p. 215.
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Sam's address to his first and only serious love 1is made in
the most unabashedly and ridiculously prosaic terms as 1l it
were not meant at all except in fun, *he Valentine in the

stationer's window that reminds him, only by accident, of his
intention is an elsborately outrageous picture involving the

romantic symbol:

The particular pilcture in which Sam Weller'!s eyes were
fixed, a8 he said this, was & highly coloured re=-
presentation of & couple of human hearts skewered
together with an arrow, cooking before a cheerful
fire, while a male and female cennibsal in modern
attire, the gentleman belng cled in a blue coat and
white trousers, and the lady in a deep red pelisse
with a parasocl of the same, were approaching the
meal with hungry eyes, up a serpentine gravel

path leading thereunto. A decidedly indelicate
young gentleman, in a pair of wings and nothing 10
else, was depicted as superintending the cookingjee.e

In his composition Sam 18 continuaslly deterred by his father,
w.0 1s resolutely opposed to anything thet smacks of poetry,
and who applauds as pretty sentiment every commonplace. Tony
approves Sam's decision "to make that rayther strong," as the
earnest lover assures the girl that he likes her betiter than
nothing at all. He 1is hias most meticulously literal in de=-
scriblng her effect on his heart, so much so that Tony fears
ites having besn overdone, le tells her that

the firsgt and only time I see you your llkeness was

took on my hart in much quicker time and brighter

colours than ever a likeness was took by the profeel

macheen (wich p'rt'aps you may have heerd on iary my

dear) altho it does finish & portralt and put the

frame and glass on complete withh & hook at thelfnd to
it up by and all In two minutes and a Quarter.

101p1d., pp. 457-458. 111p14a., p. 462.



From all thess uses of dead metapnor, certain trenda can
be traced: first, the same expressgsion can convey different
meanings according to the context, of which veins the most
notable are the sentimental, the vindlictive, the reminiscent,
and the comlic; seccnd, the references assume & slignificance
they would not otherwise have by being anchored, as it were,
to a scene or a concept. <Yhese two trends persist thiroughout
Dickens's work, and for this reason I have discussed the heart
metephor in Pickwick at such length; but both trends are some-
what modified by the change which later occurred in the char-
acter of the novels. Edgear Johnsonlg and Leonard F, Manheimls
both discuss the phases of development which can be trsaced
in Dickens's novels, which taken on new elements and aspects
after the first five. Johnson calls the following ones the
novels of growing economic snd social criticism; ianheim calls
them the enalytical novels, in which Dickens tries to under-

stand himself., With respect to ilmagery, the change tskes

place with Kartin Chuzzlewit, in which some attempt seems to be

made to direct the imagery to an intended purpose and into a
kind of pattern., MNowhere in his work, howsver, does Dickens

achieve that synthesis of imagery called the ™"Hatrix of Analogy"

>

12¢Charles Dickens: Iiis Tragedy and Triumph, Kew York,

1952,
13

The Dickens Pattern, Columbia University dissertation,
1680.




by i‘&arkfxnorer.l4 What does happen in Dickens is what I
have indicated wiith respect to the dead metaphor and the
Valentine in Plckwick; but what happensg there as 1f by accident
end in furtherance of no perceptible systematic theme later
seems, wWhether by design or by fortultous circumstance, to bve
worked more purposefully. I shall pursue the heart metephor
again far enough to 1llustrate the second of the trends I
have referred to in the later novels--stabllizing an other-
wise random set of references by a slgnificent scene or con-
cepte.

In the first five novels, the dead metaphor 1is no more
profuse than elsewhere, but the refersnces to the heart are
overshadowed by the trite imagery. I shall discuss that

subject separately. In HMertin Chuzgzlewlit the heart reference

18 of some importance throughout, but it is usually allied

to other imagery which links it to the theme., These ideas
are epitomized 1n the person of Tom Pinch, who represents the
novel's ideal of conduct. “he author frequently separstes
himself from his narrative to apostrophize Tom, and psarticu-
larly his heart. "Blessin.s on thy simple heart, Tom Pinch,
,.."15 His heart is tender, pure, gentle, and simple. He

is cut to the heart; his heart is wounded or smitten upon,

though he can have a stout heasrt et times; again, he hes no

heart for tea or supper. In his hopeless affection for HNary

l4wpiction and the ‘Matrix of Analogy,'" Kenyon Review,
XI (Autumn, 1949), 538«560.

15
vartin Chuzzlewit, p. 67.
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Graham, he advises her to thlnk of him as if he were gn old
friar, and Dickens remsrks, "If friers bear such hearts as
thine, Tom, let Criars multiply";16 in speaking of Hary to
his sister, Tom asks iIf his heart is to girow cold because he
cannot ca8ll the beasutiful creature his an.17 At the end,
when everything comes out right for everyone who deserves suche-
that is, except Tome-he finds his hsppiness in hils heart:

#iis heart was full, he sald, of happiness. And

s8c 1t was. Tom spoke the honest truth. It was,

Large as thy heart was, dear Tom Pinch, it had no

room that_day, for anything but happiness and

sympathyd
And as 2ll the forecasts are made on the last page, there
is Tom at the organ, and "the music of thy heart speaks out:
the story of thy life relstes 1tself."t® Tom 1s thus held up
to the view as a8 gsort of standard of what a heart should be,
and the other characters! hearts ere measured by his., Be-
cause of this singling out of Tom, the other references to
hearts take on an importence that they would not otherwise
deserve as expressive imagery. <The sentiment 1s expressed
with ironical significance by the American Genersal Fladdock,
wno deplores the artificial barriers which divide ths human
race into playing cards of every denomination except hearts,
even as he himself demonstrates the most flagrant snobbery.
In the light of the over-all theme of s8elllshness, the heart

becomes a sort of index, and Tom is lts example.

161p1d., p. 507. 181p14., p. 848,

17Ibid., p. 792. 191p14., p. 862,



In thne novels following kartin Chuzzlewlt, thie neart

continues to appear, but with flve exceptions 1t 1s subservient

to the othner ima:ery in formulating theme. In Dombey and Son

the waole concept of the neart 1s sharply satirized by tns
ciiaracter ol .rs. Skewton, whose conbtinual ery is for Lore

Heart and liore dsture, Central Lo thie scheme of thie story 1is
the coldness oi ur. Dombey's heart. "I there were a warm place
in his frosty heart, his son occupied i1t; if 1ts very hard
surface could rscsive the impression of any imapge, the image

of ths son was tnere;..."go

Florence is & poor, wounded,
sclitary, wandering heert which cannot find the way to her
fatner's love. Instead, she finds her way to Captain Cuttle,
the last asylum of hier bleedini: heart, whose name for her is
Heart's Delight. wsr. Toots'! rejected heart 1s a desert island.
‘ne major problem of the novel 1la one of values; 1t centers
around a contsat pgtwesn money snd love-==maberial and im-
material--and lmportant In 1t 1s the contradiction beiwesn the
appesarance and the rsallty--what ought to bs or wiab ls wished
for and wnat is. ealanclng the cold father~figure is aun ap-
perently werm asnd solicltous mother-figure--iirs, Skewton. %The
irony of it is that for all her sndeavors and protestatlions
sne knows as little of mother-love as lr. Dumbey does of
father-love, Her warmth 1s mere effusiveness, and her pro=-
testetlona self-deception. HMajor Bagstock, like Mrs, Skewton,

protests; by asserting his bluntness and his disinterestedness,

s ——

2ODombe;y and Son, p. 95.
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he tries to convey the 1ldea thet he is not affected by wealth,
only by friendship. Taese two sre an enormcus travesty on the
theme. The contradiction between whet they say end what they
ere 1s baldly and flatly revesled in a ccnverssation about iir.
Dombey:

figjor Zagstock, elthough I ¥now but little of the
world, -~nor can I really regret my lnexperience, for
I fser it ls & felse place: full of withering converie
tilonalities:; where kature is but little regarded,
end where tne music of the heart, and the gushing of the
soul, and all that sort of thing, which 1s so truly
poeticel, is seldom hesard,--1 cannot misunderstand your
meaning. *here 1s an alluslion to Edith...in your
words, bto waich the tenderest of chords vibrates
excessively.?t

"Bluntness, Ka'am,! returned the Ke jor, 'has ever
been the chsrscteristic of the Bagatock breed. You
are right. Jce admlits 1t.'eee

'kr. Dombey,'! sald krs. Skewton, when she &t
length resumed, 'was obliging enough, now many weeks ayuo,
to do us the honour of visitving us here; in company,
my dear kKajor, with yourself., 1 scknowledge--let me be
open-~-thiat it is my feiling to be the cresture of
impulse, and to wear my neart, as it were, ocutside.
I know my falling full well. My enemy cannot know
1t bettsr. But I am not penitent; I would rather
not be frozcen by tue neartless world, and eam content
to bsar this ilwmputation justlye....l fancied that I ob-
served an amount of heart in Mr. Dombey, that was ex-
casslively refreshing.?

iThere 18 devliiish %lttle heart in Dombey now,
Matam, ' seld the ma;or.z

Tinlis cresture, wio protests 1n such poetic terms about her
own excoessive Jeeling, her desire for more nesrt, and the
lack of heart and nature in the world, is descrivsd as a
slovenly bundle, a norrible doll, an old baby; sihe 13 a

fantastic mockery of a woman, both physicelly and emotionally.

21l1v1d., ppe. 377-379.
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I consider this satiric picture more affecting, in its way,
than moat of Dickens's attempts to portray the genulne article.
S8igniflcantly, in Mrs., 3kewton's travesty of tne heart, the
same dead metaphor appears in the ssame terms: Dickens mekes
fun of the idea in the most biting--not comic--way, with the
same expressicns as he uses [or his 1ldes of the genuine feel-
ing. I belleve that the satire'!'s effectiveness rests on the
fact that it 13 done in surface terms: the woman herself
need never be probed. What lMrs. Skewton felt underneati all
her masks is never known nor is any attempt made to disclose
it--nor indeed 1s such depicticn necessary. ller spesech and
her appearance are both masks, equelly concealing. but many
a sympathetic (or at least would-be-sympatuetic) DPickens
cnaracter talks just a&s kKrs. Skewton does; although the tone
and the context may be diifersnt, the terms are the sane.

Romantic love is crucisl to David Copperfield. In the

Dora episode the phrase the "undisclplined heart" recurs almost
like & refrein, forcing the dead metaphor into consideration

a8 imagery by putting the state of Dsvid's heart in a place of
prominence., David's attitude 18 expressed in hils observation
of the Court, where he sees Mr. Spenlow in operation and re-
pudietes 8ll those judges and doctors who wouldn't have cared
for Dora. "I despised them, to & man. Frozen-out old gardeners
in the flower-beds of the heart, I took a personal offence
ayainst them 811."22 In his childhood, as he stands opposed

to Mr. NMurdstcne, his heart beats fast and high, snd he believes

22David Copperfield, p. 474.
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his baby heart would have burst before he would have admit-
ted that the marks on his face were tears.23 David?’s most
important feelings asre the earliest ones, in which hlis mother
figures most prominently. He recalls hearing her sing, and
the strain fills his heart brim-full. All his feelings for
nhis mother culminate in his last memory of her, at which
memory he wishes he could have been immobilized. "I wish

I haed died. I wish I haed died then, W th that feeling ln my
heart! I should nhasve been more fit for Heaven than I ever
jhave been since.”24 When his mother dies, the calamity weighs
upon his heart. He finds solace with little Em'ly; telling

t,"25 and after

her his troubles mekes "a calm in my hear
Peggotty's marriasge he feels that he "should have gone to

bed with a sore heart indeed under any other roof" tnan
Em'1ly's.®® Lis heart is hesvy to leave the Wickflelds, but

it leaps with & new hope of pleassure at the prospect of Steer=-
forth's visiting Yarmouth with him. In one of his periods of
contemplative retrospect, he conslders the "many erratic and
perverted feelin.s constantly at war" within a men's breast

and says of himself, "whatever I have tried to do in life, I

have tried with all my hesrt to do well."@7 He mentions having

231b1d., p. 46. 261p1d., p. 148.
241p1d4., p. 109. 2 Ibid., p. 607.

251bid., p. 136.
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teken heart to write. lHeving heard Annie Strong's phrase

"The first mistaken impulse of an undisciplined heart," he
applies 1t to himaelf, and considers that adapting himselfl to
Dorat's nature would be to discipline his heart. After Dora's
deathh he leaves England, and "when I wasz left alone with my
undisciplined heart, had no conceptlion of the wound with which
it had to strive."” iHe carries a burden of accumulated sad-
nesa; "1 drooped beneath 1t, and I said in my heart that it
could never be lightened.”28 "Listlessness to everything,

but brooding sorrow, but the night that fell on my undisciplined
heart."@9 In the 1light of all this emphasis upon hearts, the
condition of other hearts, too, becomes important: Annie
Strong!s undisciplined heart and her desughter-father, wife-
husband confusion; Ham's broken heart that found rest in the
stormy sea; Em'ly's wildness of heart that led at last to s
bruised heart; Dora's fluttering little hesrt; Agnes's over-
charged heart; Lkr. Wickfisld's "I have preyed upon my own
coward heart, and it has preyed upon me, "0

Thus, the theme of David Copperfield is derived from such

accunulated meteapihor, which makes 1its impression, not by its
freshness or immediacy as imagery, but by its very weight,

with a recurring concept combined with it to glve it extra

281p1d., p. 817. SO01bid., p. 579.
2971bid., p. 818.
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force. However, in splite of this weight snd in spite of

my definition of a symbol as & result of accumuletion or
recurrence of images, I have not called these heart references
symbols, even under these clrcumstances, becsuse 1 do not
consider them true metaphcer, since they lack that vividness of
analogy which is the very essence of metaphor. The function
of & symbol is to elucidate & complex sbstraection indirectly
by illustrstion with less complex particulars. Dickens here
asserts the abstraction directly by means of dead metaphor.

No matter how intricately this abstratione-in this instance,
the heart--is worked into s pattern, it cannot symbolize it~
self. %his forcing of dead metaphor intc an important role

in expression 1is & characteristic of Dickens's style which
this discussion is intended to illustrate,

Bleak House depicts the deadening and far-reaching ef=

fects of institutions in the hands of bureaucracy and official-
dom. The Court of Chancery 1s the institution and the Lord
Chancellor its representstive. Symbolic of both is the fog
with which the astmosphere of the novel 18 permeated. Signifie
cantly, "in the midst of the rmud and at the heart of the fog,
sits the Lord Hligh Chancellor in his High Court of Chancery."SI
John Jarndyce sees 1in the whole proceeding of the sult which
bears his name "Unreason and injustice at the top, unreason

and injustice &t the hesrt and at the bottom, unreason and in-

3lpleak House, p. 6.
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justice from beginning to end--"sz Allan Vioodecourt, cering

for Jo the crossing-sweeper, deplores the strange fsct "that
in the heart of a civiiised world this creature In human form
should be more difficult to dispose of than &n unowned dog.”53
Here is the heart of the theme of the book. At the wvital

center of the proceeding wnich concerns meny of ths principsals
of the story, ils unreason and iﬁjustica; at the vital center

of the unreason and Injustice, 18 its instrument and its re-
presentative; at the vital center of the civiiized worlid, is

the condition in which such proceedings continue. It is the
inhumanity of humans that Jo represents. +he same dehumaniza-
tion has occurred in & different way in Lady Dedlock, "so

long schooled for her own purposes in that destructive school
which shuts up the natural feelings of the heart, like {lies

in amber, and spreads one uniform and dreary gloss over ths
good and bad, the feeling and the unfeeling,..."°% The
Chancery suit 1s the means by which the fresh, "green-bearted"35
Richard 1s broken, heart and soul, like Gridley, whose heart
was gradually filed awery. John Jarndyce says, "'Whsat a troop

-r

of fine fresh hearts like his, heve I ssen in my time turned

1 008

by the same means ihe process 1s one in which "the sick-

37 .
ness of hope deferred was raging in so many hearts,"” Over

521pbid., p. 822. S%Ibid., p. 762. 36114, , p. 496.
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33Ivid., p. 64l. ©°9Ibid., p. 526. 37ivid., p. 348.
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and over appears the heart in its different meanings. It is
significent to the theme, but it 1s heavily relnforced by
symbolism. As the serlous nature of the hesrt 1s emphasized

in Dombey and Son by the satire of kirs. Skewton, the same re-

sult 1s schleved in Bleak House with William Guppy, but with

more comic than satiric eflect, whicih I shall discuss later.

In Little Dorrit the design of the lmagery is also com-~

pliceted. ‘the heart metaphor achieves its impression usually
in allisnce with other imagery. It is pointed up in this in-
stance by symbolism, which will be discussed mors fully later
on. The symbolism centers sround the prison concept which
pervades thhe whole novel, but the heart metaphor serves as

& kind of accessory to the central concept. Arthur Clennam,
surveying the city on his return to it after long absence,
finds the prospect dismal. "Througn the heart of the town

a demdly sewer ebbed &and flowed, 1in the place of a tine

fresh river."® It is as if the city itself were a living
thing witn 8 heart and veins and arteries. By itself tnis
statement might pass unnoticed, but in company with other
references to the river, which teke on the nsture of symbols,
and paerticularly in alliiance witn the maln symbclism, this
ldea claims notice. Consider also the name Bleseding Heart
Yard, where the Plornishes llve and where Pancks collects

rents for old kr. Casby, who is reputed "to get & good quantity

38p1ttle Dorrit, p. 30.
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of blood cut of the stones ol several unpromising courts
and alleys."®® Combine with these ideas the many heart
references, beginning in the first chapter: "How many better
prisoners have worn tneir noble hearts ocut so“;4o Kr. Dorrit
breaks down, "in the manner of a mere serf with & heart in
his breast“;4l John Chivery, though only a turnkey, nhas a
heart which, under the influence of nis feeling for Little
Dorrit, swells to the sizZe of & gentleman's, and his genuine-
ness 18 indicated by the "contrast between the hardness of
his hat and tne softness of his heart (albeit, perhaps, of
his head, too)";42 Dyce's invention becomes throug: the years
of trying to patent it an instrumernt for probing his heart.
The landlady of The Break of Day makes tne crucial statement
with regard to heart's importance:
'But I know what 1 have seen, and what 1 have looked 1in
the face, in this world here, where 1 find myself. And
I tell you tnhis, my friend, that tnere are people (men
and women both, unfortunastely) who have no good in
tirem~=-none, That there are people whom it 18 necessary
to detest without compromise., That there are people
who must be dealt wlith as enemies of the human race.
Thet there are people who have no human heart, and who
must be crushed like savage beasts and cleasred out
of the way.'43

A direct statsment of part of the theme occurs in the

early pages of A Tale of Two Cities in the "solemn considera-

391b1d., ,, 148.  4l1bid., p. 442. 4 1b1d., p. 131.
4O1bid., p. 15. *21v1a., p. 227,
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tion...that every beatlng heart in the hundreds of thousands
of breasts there, 1is, in some of its imaeginings, a secret to
the heart nearest 1t)"%4 Sidney Certon opens hils heart to
Lucie and holds sacred the remembrance "tthat my name, and
faults, and miseries were zently carried in your hesrt. Nay
1t otherwise be light and nappy?!'"%® The book ends with his
foreseeing that he will hold & sanctuary in the hearts of her
farily.

Cne further consideration of Dickens's treatment of the
heart 1s pertinent., He occasionally acnieves a greaeater degree
of expressiveness wien this metephor is mede to come alive
wlth precise rather tnan vague comparisons, as in the follow~

ing passage (rom Dombey and Son:

He knew, now, what he had done. He knew, now, that
he had called down that upon his head, which bowed
it lower than the heaviest stroke of fortune. He
knew, now, what it was to be rejected and deserted; now,
when every loving blossom he had withered in his
1nnoggnt daughter's heart was snowing down in ashes on
him,
kven the pretty sentiment of withered blossoms in his
daughtert's heart becomes more meaningful 1In association
with the figures of retribution end penitence: 1nstead of
retribution called down upon his own head, coals of fire
are turned to asnes, emblematic of penitence, and &re not
heaped upon his hiead, but fall softly as a natural phenomenon.

Because this metaphor 1s rich iIn oblique allusion srising from

44& Tale of Two Citlies, p. 9. 46Dombey and Son, p. 857,

451bid., p. 142.
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concrete plctures (snow, ashes), one such image can clarify

at & strole the picture and the measning as pages of direct
writing of dead metaphor could not. Similarly, Arthur Clennam's
feeling~-he is overcome by emotion--is made vivid by & simile.
A clue to whait hhad passed between the father and daupnter
dropped llike a heavy stone Intoc the well of Clennam's heart,

nd7 However awkward this

and swelled the water to his eyes.
simile may seem when it 18 examined literally, it is vividly
expressive of a feeling.

By this discussion of Dickens's use of dead metaphor,
I have intended €o show that he used great gquantities of such
expressions for the portrayal of feeling; that the feeling
evoked depends less upon the kind of imagery itsel{ than upon
i1ts context; that the dead metaphor achieves significance 1in
two ways: by accumulation when 1t is allied with a recurring
concept, whether or not this concept is considered as a symbol,
and by assoclation with & concrete imayge, which can be termed
live metaphor. Further implicetions from these conclusions
will be discussed later, after I have studled the nsture of

the Imagery In genersl.

2. The Heroine

Dickens was notoriously unfortunate in his depiction of

his heroines, This field offers a valid approach to his use

47L1ttle Dorrit, p. 360.
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of trite imagery. In whet terms does he deplict & young girl?

Conslder Hose Haylie in QOliver Twist., To start with, her

name symbolically connects her with flowers snd springtime--
1f @ rose can be sald to bloom "Mayly." The first descriptlon
of her conveys her gquaslities in terms of two metaphors: the
first anticipates the name-~she 18 "in the lovely bloom and
springtime of womanhood";48 the second tskes 1its eanalogy from
the casting of metal or wax--she is cest in slight and ex-
qulsite mold, and the intelligence shining in her eye 1is
stamped on her noble heaed. Beyond that, there are sensory
images involving light: her intelllience shines, l1lizhts play
abocut her face without leaving any shadows, and ner

look beems. She is also described as throwing a gush of
affection into this beaming look. This is the concrete ima-
gery. But part of it 1s so confused as to convey little real
meaning. Wwhatever value the casting image has 1is lost, because
notining more is made of it than tnat the zirl's shape, un-
determined, 18 slight and exgquisite, and the rest of it 1s

80 mixed as to convey no precise idea at gll: intelllgence
shining out of an eye cannot very clearly be starped on & head,
noble or ctherwlse. And tkrowing & gush, even of sifection,
into &8 beam-~-even a beaming looke~conjuregs up & picture that
1s absurd, if anythling, wnen one stops to think about it. ie-

yond thiis, the author has recourse to angels: 1if they were ever

48011ver Twist, p. 213.




enthroned in mortal form, they might live in & form like hers,
and blessed spirits mignt have smiled to look upon her. Another
appeal is suggested thirouxn the concepts of hwome, fireside peacs,
and happiness, for ail of wiiich her nappy smile was made.

The dominant cnsaracteriatic of thess terms-~~-and also of
the lights and sihadows--1s tnelr generaillty and vagsueness.
wnatever one's idea of angels, spirits, home, or nappinsess,
one can fill in the rest of the picture with that. When hose
becomes 1l1ll, her face changes to a marble writeness and "a

neavy wildness comes over her soft blue eye."49

Herry, her
lover, expresses ths old sentiment about the good dyling younge-
"the best and falirest of our kind, too often fade in blooming. "°0
These examples are enoug: to 8now now vague and sSnifting is
the imagery that descrives Hose Maylle. This dimness of out-
line can pernaps be explained by the nature of tue stbry,
whieh 1s not realistic. This filmy creature fits approprisastely
into the stmospnere of strong contrasts between light and dark,
good and evil. but this atizosphere can scarcely account for the
confusion of thhe imacery. ier being like an angcecl or a fairy
might jusvifiavly allow full play to the reader's own fantasles,
but the added figurative strokes only further confuse tiie
vagueness that already exists.

The seame fantasy quality surrounds XKate Nickleby and

liadeline Bray, in Nicholas Nickleby, but Dickens is content

491pi1d., pe. 243. SOIbid., p. 263.
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to leave them wralths, mentioning only that both are very
beautiful and that Kate is sbout seventeen, kadeline about
eizhteen. <Yhe only imagery connected witin them 1is light-
and-shadow reference., HMadeline's face 1is shaded by & cloud

of sadness. Kate appears through her effect on other people,
particularly her uncle: the thought of her breseks throuzix the
usual cloud of dislike whilch derkened men and women in his eyes.
Gride appropristely describes iadeline as having ripe lips
inevitably to be kissed, halr to be played with, a8 walst to

be twined sround by his arm if he did not miass it becsuse of
its littlenesa, and feet that g;ead 80 1lightly that they hsardly
geem to walk the grcugd. Except for her eyes, eyelashes, llps,
end halilr, she slmost might not be there at sll,

The ambi@uous vagueness of 1little Nell, cogently dis=-
cussed by Dr. ﬁanhelm,sl typifies Dickens's asattitude toward
all nis "good" females, In terms of imarery, we know of her
that she sleeps in a little bed that & falry might have slept
in, in a room that is quite a little bower; she is a fsair
flower; her heart 1s a fountain when her feelings overflow,
and it is a book of which her grandfather 1s content to read
only the first page ever presented to him, ignoring the story
hidden in the other lsaves; she 1s the old man's guide and
lesder, instead of his eppropriately being hers; she is the

bright star of Kit's 1ife, and he thinks of her almost as if

5193. cit., Part Two, "The Pattern," "The lother."

weect——
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she were an angel; Short, too, considers her as unfit for

the socclety ol ordinary psople as such people‘gpe upilit for
intimate scqualintance with angels. The angsel concept is a
central one to her impression, a8 the Younger Drother points
out. There is appsarently a dynasty of hesvenly women, tracing
a steady line of descent from generation to generation In the
familye="'the Good Angel of the race’"s2 who never grows old
or chesnges and who redeems the sins of the erring members.
Little Nell is its latest avatar., Obviously, no creature who
i1s portrayed in sucn abstract terms can possibly approaci the
life of a human being.

IThe same awed attitude 1s Joe's toward Dolly in Barnaby
Rudges. To him she 1s as far out of reach &s hesven 1s. lHer
beauty 1s such that it strikes him dumb, and the room is left
dark, deserted, and disenchanted by her departure. ILere are
the light and the magic (fairy) ideas a.ain; the lignt is the
glow of youth, and it shines in her eyes, which are bri hter
than diamonds. But alonyg with beauty she has coguettishness,
denoted by "laughing” eyes and & little finger which is tilted
provokingly on the window-ledge as 1if 1t wondered why Joe
did not squesze or kiss 1t., She 18 so small that Hugh can
hold her as easlily as if she had been a bird. In adversitye-
capture by Simon Tappertit and Hugh--the'flower fades, the
bird droops like a caged one, snd she clings to &mma like a
child. The most extended image connected with Dolly joins

SCrne 01d Curiosity Shop, pe 520.
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her with ephemeral things in nature by Dickens's usual equi-
valent of the woman's essence--her heart:
Light hearts, light heasrts, that float so gally
on & smooth stream, that are so sparkling and buoyant in
the sunshine-<~down upon fruit, bloom upon flowers,
blush in summer air, life of the winged insect,
whose whole existence 18 & day-~-how soon ye sink
in troubled water! Foor Dolly's hesrte--a little,
gentle, 1dle, fickle thning; gliddy, restless, flutter-
ing; constant to nothing but bright looks, and 53
smiles, and laughter--Dolly's heart was breakinge.
Under the same circumstances, Emma, who ls the preciocus
jewel of Edward Chester's existence, becomes rigid, whlte, and
cold as marble. Her feelings are quleter than Dolly's and
not so mucn on the surface. This is all that 1s expressed
in the way of imagery to denote Emma, who remains shsadowy.
For Dolly's part, whatever life she has~-and she ls more con=
vincing than any otner beautiful Dickens female-~-is portrayed
by her acticns, which are so coquettish as to become childish
and annoying. 4Yhe light, magic, drooping-bird, faded-flower
images do not contribute much to her characterization.
Mary Graham comes out a little better. She is, of
course, veautiful. Dickens says that sne 1s not of the
common metal of love-worn young ladies; she has been reared
in a sterner school, and her nature has been stren;thened

by the hands of hard endurance and necessity. But when old

Fartin says thet her nature blossomed forth without cultiva=-

53Barnaby Kudge, p. 552,




tion and ripened without heat in the form of goodness (self-
forgetiulness, tenderness, and patience), one 1s inclined to
thhiink that he is only stating hils reaction to the same thing
from anod&her polnt of view. One posslible natursl reaction
{conveyed by the image of vegetation blooming) to the kind
of treatment Mary received is goodness and self-effacement and
the kind of colorlessness that she has. It 18 inevitable also
that Tom Pinch should almost believe ner to be s spirit and
consider ner the soul of kindness. Huth Pinch is a little
more active; in fact, she is as busy as & bee. =She 1ls also
blooming in her ocusy-ness, keeping house for Tom as 1f 1t were
all play iﬁ'a dsll's house, Her lips are rosy, and her heart,
which is/tha purest in the world, is & treasure. 3She is the
usual light sned on a man's path, and her tread 1s music to
Tom. Then there is that cute little business witin the fountain,
which some people find charming. Her best little laugh vies
vi th the sound of the water, and beats it all to nothing. She
passes llke a smile and leaves everything darker than before.
ihe fountain "might have leaped up twenty feet to greet the
spring of hopeful maldenhood, that in her person stole on,
sparkling, through the dry and dusty channels of the Law";54
there follows a list of all the other dead tnings that might
have come to life, but did not, for love of Ruth.

Florence Dombey 1s in one sspect likened to "the king's

fair daughter in the story," for she lives alone in a wilder-

S4yartin Chu,zlewit, pe 709.
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ness cof a home within a cirecle of innocent pursults and thoughts,
where nothling harms her., At the Blimbers' party she is the
queen of those small revels 1ln her sprin; of womanhoode For
Captain Cuttle she daintily performs housewifely taskes as if

she were some fairy, and the two of them s8it by the fire as a
wanderling princess and a good monster in a story-book might

have done. Her magic influence is given & sscred turn as her
hand upon Edith 1s likened to the prophet's rod upon the rock,
cauaing Editn's tears to spring forth. She becomes her step-
mother's good angel, as well as Walter'l's. The vegetation image
returns in the description of the development ol her love

for Edith as & flower from a long-cherished root and of her

own girowin in terms of spring and summer vyinpg with each other
in the bud and the blossom. Her heart 1s variously a fluttering
and wounded bird, 8 mighty well of love, and a treasure. To
Paul she is the golden link between him and all his life's

love and happlness, end she passes like & sunbeam, only leaving
her light benhind her., Here is the famlllar grouping of

images around the ideas of angel, falry, light, flower, bird,
and heart,

David Copperfield's ladies are described according to the
same ;eneral pattern. David!'s chlldish fancy makes & very angel
of Em*ly. &She has cherry lips (as s veriation from roay) and
blue eyes sparkling like jewels~--~also likened to the sky by

thhe adjective cloudless, To Kr. Peggotty she is & little witch,

a little bird, & flower; tc Steerforth the prettisest and most



engaging reiry in the world; toc ¥r. Omer & little bit of
blue-eyed blossom. Hosa Dartle reverses the angel-picture and
cells her devil and, 8stirically, pearl of great price, pure
fountain of love, end fair splirit. Dorg i3 & fairy and a sylph,
end most significantly "anything thet no one ever saw, and
everytiiing that everybody ever wented."®® 3he is the empress
and the beautiful little treasure of David's heart, his star
shining above the world, and ths stay and anchor of his teme
pest-driven bark. Her aunts regard her as a pretty toy and s
pet child. Betsey Trctwood calls her by the pet name of

Little Blossom, and the blossom withsers in 1ts bloom upon the
tree. Like Ruthi Pinch, she keeps house as il she were playing
with doll's things. 1In one instance she is diiferent--she
calls herself by the favoritse name ol Goose., Agnes 1s conveyed
almost entirely in 1lmages of light or sanctity: the better
angel, the associatlon with a stalned-glass window 1in & church,
the face shining like a heavenly light by wnhich David sees all
other objects., LEesides, she 18 like David'!s right hand or like
Hope embodled.

Esther Summerson iquleak House 1s unique in beinyg seen

malinly by reflection, as she herselfl writes, &s in & locking-
sleass, where she sees the stages of her own growth. This im-
pression is a composite of angel and housekeeper. In the lat-

ter capacity, she 1s addressed by such fond epithets as Little

55David Copperfield, p. 389.
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014 Woman, Mother IHubbsrd, and Deme Durden. As Little Olad
Woman she is seaid by #¥r. Jarndyce to sweep the cobwebs out of
their sky. <%The fairy,motif gets a slightly different treat-
ment alsoc. ZHEsther relates that, llke a princess in a fairy
story, she was brought up by her godmother, only she was, un-
like the princess, not chnarming. +he maglc 1ldea continues in
her protests that everyone's good oplnion of her 1is & con-
spiracy to make her happy and in Allan's belief that she touches
and awakens hesrts. Her light-glving qualitlies msy be sug-
gested punningly in her name--"sumrer sun."

In louisse Gradgrind of Hard Times the fountaln or well

of the neart 1s balanced by & group of fire images to express
her smouldering sasnger, sxtended by her symbolle looking into
the fire for the answers to her gquestiona. She reomembers hiome
and chlildhood as the drying up of the golden waters of lovse
that gushned from her hesrt because they were diverted for the
lfertilization of the land where grspes sre gathered from thorns
and figs from thistles. She is not the fevored princess or
fairy creature, for her interest has gone astray like a
banished creature hiding in solitary places. In her astrife
she has almost crusned her better angel Into & demon. Al-~
hough she 1s diff'erent from the usual Dickens hercine in
effect, the imagery is fundamentally the same, only slanted in
a differsent dirsction.

The epithets applied to Little Dorrit, most of them by

her sister Fannye~-induastrious little fairy, enforced sizar of
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that college, little Kole, Angel, my Anchor, little Nouse,
little Tortolse, beloved little Marplot, dear little iwoshoes,
Little #¥other--all emphasize the qualities of deintiness, self-
effacing service, slow, painsteking diligence, end, of course,
heart., She is a fairy, but a domesticated one. Iier angellc
quslities take on benseficent charscteristics in the dropping

of her tesrs on Arthur, &s the rein from heaven drops on the
flowers. Her self-effacement appears in Arthur'!s seelng her
dear face a2s 8 mirror which showg him the chen:;e in himsslf.
Her combiration of virglnity and mothernood i1s disclecsed, not
only in Maggy's name for her, but in a curious imsze which suree-
ly must have been inadvertent: "comforting her father's wssted
reart upon her innocent breast, and turning to 1t a fountain

of love and fidelity that never ran dry or waned, through all

n56 The breast-fountain-famine associsaticn

his years of famine.
makes the implication unavoidable. <T1hus in Little Dorrit the
ansel becomes domesticated, and tne motherliness only lmplied
in little Nell, Florence Dombey, Agnes Wickfleld, and Esther
Summerson becores evident.

Lucie ¥anette is nothin. but a blonde, blue-eyed presence,
like a aspirit, who weaves the golden thread of her Lappy in-
fluence into tie tissue of her loved-cnes' lives. Only one
concrete imaze 1s used in connection with her and seems to
typify her: a curious four-fold expression of her eyes and
forehsad which becomes carved on her fsce when she faints, and
appears agelin, concentrated and intensifled, when she follows

her husband to France; there it 18 stamped upon her face as

56Little Dorri t, p. 238.
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if expressly to give the face power and force in thls one passage
of her 1ilfe. %uis is the carved and stamped image seen in
Rose Liaylie, but with lucie whet 1s carved and staﬁped is more
prrecise.

Pip's Estella 1s unligue in having no heart--at least
she says she has none; Plp says 1t 1s mute and sleepling. Her
lifelessness and coldness are indicated by the likeness to a
statue and a puppet)ﬁﬁiss Havisham's exclamation, "You stock
and stoned...¥You cold, cold hearts "7 and?her admission that
she stole Estella's heart away and put ice in its plsce. Pip
regards Estelle as & princess, lierbert as a Tartar. She is
clearly a different type of woman from earlier ones, but the
Imagery ls zsenerally the same, with dilfferent empi:asis.

In Sur utusl Friend, Lizgzle Hexam and Bella Wilfer

are both charscterized mostly in terms of their hearts. The
bresking up of Lizzle's inmobility breeks up also the waters
that the c¢old heart of her seliish breother had frozen; Bellals
shallcw and frivolous heart becomes capsable of going Lhrough
Tire and water for the winner of 1t. Of herself Bella says
that she i1s as obstinste as a pig, has no more of what is
called character than a cansary, and chatters llke & magpie.
The bird, at lcast, has undergone scme transformation. Her
particulsr charscteristic 1s her dimples, by which she can
with & look, &s it were, italicize s word by putting one of
her dimples under it. Lizzle 1s tne mother-figure again--more

of & mcther than a sister to Charley.

57Great Expectations, p. 289.
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Rosa Bud, in Edwin Drocd, is by her name alone the little

blossow againe. She 1s a blooming schoolgirl. !ler rosiness
appears 1n her rosy lips and even in her 1little pink gloves
like rose-leaves. OShe 1s a little mite, & young thing with
an old hearteche. =ne 1s called Pussy by BEdwin. oShe 1s also
a ralry figure, a falry bride thaet is to be, the falry queen
of ¥lss Twinkleton's establishment, and 1s treated liks the
First Fairy of the 3es by ir. Tartar, In terms of l1light, she
i1s a sunny little creature, as 1 she represents the apirit
of rosy youth to keep the school bright and warm. e are back
to the blossom, light, falry plcture and the symbolically
blooming name.

The cconclusion from all this 138 thsat in Dickens's portrayal
of besutiful women there is not one fresh or expressive image
anywhere, ©One could call the charscterizations themselves
trite, 1n the sense of commonplsce or wlthout individuslity,
g8ince asmong all these girls and women, not one of them has sany
reality, except Dora, wno is unlque because she so literally
lives up to the Tigurstive pattern.that she falls in the
practical situation §f marriage. David finds this pattern
rapturously charming before marriage, but disastrously in-
gconvenient afﬁ%rwarda. Like the dead mstaphor accompanying the
sentimental theme, the trite image has an affinity for thsat
sernntimental attitude wnich must have had to give rise to these

female unreaiftles. *his conclusion respecting sucu a large
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area of Dickens's work ls important to an estimation of his
art as & whole,

I do not mean to say that Dickens's use of trite imsgery
is necessarily objectionable, As I shall show presently, this
18 one of his most effective sources Lf comedy and satirs.

And even 1ln other velns, trite imagery may operate to effective
purpose. A tone of slemental simplicity srd innocence, for
instance, may derive Irom such a backpypround of welleknown
Tfigures, Dickens himseli expressed a feeling on the subject

at the beginnirg of A Christmas Carol, a story which achieves

much of 1t3 appeal by this means,

Hindd I don't mean to say that I know, of my own
kncwledye, what there is particularly dead about a
door-nail. I might have been inclined, myself, to
regard a cof{fin~nail as ihe deadest plece of iron-
mongery in the trade. outbt the wisdom of our an=-
cestors 1s In the simile; and my unliallowed hands
shall not distudp it, or the Country's done for. You
will therefore permit me to repeat, empnatically,
that karley was as dead as a door-neil,SS

So it is that the background of Pickwick 13 described in
terms like these: "soft green turfl overspread the ground

like & silken mat";59

"the heavy dew, like beds of glittering
jewels";eo "the frost that was binding up the earth in its
iron fetters, and weavirg 1its besutifvl net-work upon the
trees and hedges."sl Ageinst such effects, the Pickwickians

assemble "As brisk as bees, if not altogetiier as light as

b ap———

6
58& Christmas Carol, p. 3. OIbid., p. 253.

S9pickwick Papers, p. 139. 6livbid., pp. 384-385,
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nbe and "the

felries, Joe appears "punctual &8 clock-work,

old year was preparing, like an anclent philosopher, to call

. . 64
nis friends around him."

Tihiese concepts are ncet new, but
the charm and significance of Mr. Plckwick and Sam Weller do
not rest upon such seffects as thess., Tthe ldewss of the bees!
industry, & clocsx's regulariiy, and the yesr a3 a wise old
man have appearsd often, bvut like Christmas, tiasy nsed not
brins banallity wilih tnenm, and such traaitionsl expressions
provide fliting backircound for These two treditlionsl caaracters
appearing 1ln & new aspect. +here 13 nothing common sboub the
atmosrchiere of tliose books which soon followed. In relstion
tc the monstroslity of bill 3ikes, Fagin, Helph Nickleby, and
wulilp, however, sucih expressions are lcst, cor, by reasocn of
tnelr assoclation with cheracterless creeticns like lilttle
Nell or barbsrs “"trembling like a leaf,"65 they sssume in-
ordinate prominence., in the other hand, the simplicity and
innocence of childhood wnich pervade the f{irst psrt of David

Copperfield arise largely from this type of image: "The walls

v

6
were whitewashed as white &s milk,“o "our visages sz wnite

n&7

as asnes, "my hesd is &8 heavy &8 sc much load, "%8 Here,

simplicity of dlction contributes to simpllcity of eiiect=-

&7

%31v1d., p. 260. ©®pavid Copperfield, p. 31. ©8Ipid., p.sl.

S41p14., p. 380.
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simplicity in 1ts sense of unaffectedness, when the demands
placed upon such diction are too great, 1t becomes trite
rather thnen merely simple. Dlickens's works contain large
amounts of trite imagery to all three effects--the effectivs,

the offensive, and the unobtrusive.

3, Comic Use of Dead lietaphor and Trite Imagery

I have polnted out how the dead metaphor with the heart
as reference is turned to comic effect by ridlculous asso=-
clation in Plckwick. *he same trensformation occurs in Bleak
House around the figure of Wllliem Guppy. He is an earnest
young man with no humor about him, who 1s determined to make
a bright career for himself in the law. 8o legal 1s he that
he prefaces his offer of marrisge to Esther with the uhder-
standing that what follows 1is "without prejudice," which is
"one of our law terms, miss."%? o0n his knees, his hand upon
his heart, and addressing her as angel, he makes his declara-
tion in a speech that 1s a strange blend of the perfunctory
and the would-be eloquent. le asgerts, "Thy image hes ever

n70

since been fixed in my bresast. He complains later to his

friend Tony of the lowness of spirits that come upon & man
because of the "unrequited image imprinted on his art.“71

After Lsther's 1llness (presumably smallpox), by which her

69 70 71
Bleak Housse, p. 124, Ibid., p. 1l26. Ibid., p. 453.
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looks are altered, Guppy takes one loock at her, reminds her
that she repudieted his declaration end regrets that circum-
gtances over waich he las no control have put 1t cut of his
power to renew his offer. Yo Tony he laments, "That imare
is shattered, and that idol is laid 1ow."?2 “he essence of
the comedy lies in the incongruity, not only of his actions
and motives, but also oi his manner of speech, which combinses
the driest of legal terminclogy with the most barren rescurces
of dead metaphor snd trite imagery:

‘Nod Desh it, Tony,' says that gentleman, 'you really

ought to be careful how you wound the feelings of a

rman, who has an unrequlted image lmprinted on his

art, and who 1s not altogether happy in those chords

which vibrate to the tenderest emotions. You, Tony,

possess in yourself all that 1s calculested to chsrm the

eye, and allure the taste. It 1is not«-happily for

you, pernaps, and I may wish that I could say the

same-~-it 1is not your character to hover sasround onse

flower., The ole garden is open to you, and your

airy pinions carry you through it. Still, %ony, far

be 1t from me, I am sure, to wound even your fesl-

ings wlthout causel’d
This speecn includes hls favorite expressions dealing with
the heart (varied with mind, by which he sesms to mean the
same general idea)-~the Image imprinted on his heart and the
cnords of the human minde. It has also David Copperfield's
idea of the garden oi the heart, bul makes 1t funny instead
of romantic. This characteristic of making fun, as 1t were,

of his own images sesems to me the most slilgnificant one in

all of Dickens's fun. I use this last word in preference

721p1d,, pe 562. 73Ibid., p. 453.
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te comedy, numer, or satlre, becasuse to distinguish esuong

these caterorles 1s not pert of my purpose here, Indeed,

I believe tnat such distinction In Dickens would be dif-
ficult, since in most of his fun there are varying degrees
end Intensities of thet undercurrent of bitterness wnich
makes ridicule satire rather than comedy or humor. +he
ccommon cheracteristic of all these aspects is that they
approach the subject by & roundabout way rather then by the
direet path. The heart represents a host of fine nuances

of feeling, all of wnich Dickens expresces serlously by direct
frontsl use of dead mstaphor. 3ince this figurative ex-
pression is common enough to be incorporated into ordinary
len;uage, avoldance of sentiméntslity or bsasthos in using

it is likely to be difficult--sven the line between moods

so fer apart &s itrsgedy snd comedy 1s very fins at times,

It 18 perheps easler to meke fun of the hesrt than to portray
it. Probably mucih of the success Pickens had with the young

love of David and Dora, about which most critics do agree,

But even here Dickens makes fun of the sentiment more strongly
in the person of Julies N¥ills, who takes seriously thils type of
David's garden-of-the heart sentiment, carrying it tc extremes
by means of her "slumbering echoes in the eaverns of @emory,"vé

the blighted "blossoms of spring,” the "gushing fountains," and

74pevid Copperfield, p. 485.
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"the oasls in the Desert of Sahara." 2 Conver;ence into
tragedy 1s implied in the later sppearance of Julla, Who

1s then "steeped in money to the throat, and talks and thinks
of nothing else. I llked her better in the Desert of Sahara.,"
Tragic comment is inherent in David's remark, "Or periiaps this
is the Desert of Sahara3”76

KHrse. Skewton, in Dombey and Son, pushes the use of ine

flated language to its bitter limits. #r. Guppy 1s undoubti-
edly funny end, taken by himself, is an amusing distortion

of the hsart=-sentiment. #ut within the context of Bleak louse,

such distortion implies that the mechanisms of Chancery sand

the law have produced 1n him merely absurdity, whereas in

others 1t has produced absolute despsir. +he differences

in tone surrounding all these varieties of fu:i. can be illustrated
by a contrast 1n usesge of one image«=-the heart-behind~the-

waistcoat idea. JohnGilvery in Little Dorrit 1s a funny

figure, but he 1s also a pathetic one. lis heart is made fun
of, but it is also praised. In the face of disappointment,

he 1s continually composing epltaphs for himseli, of which the
gist is usually, liere lies John Chivery, who died of a broken
heart., His passion, like David Copperflield's, manifests it=-
gell in sartorial splendor, one item of which 18 &8 s8ilk waiste
coat bedecked with golden sprigs. After his rebuff by Little
Dorrit,

the heart that was under the walstcoat of spri:s--mere
slopwork, if the truth must be known--swelled to the

75Ibid., p. 484. 761p1d., p. 880.



size of the heart of a gentleman; and the poor cormmon
little gellow, having no room to hold it, burst 1into
tears.7

Here 18 the same contrast between ocuter asnd inner, covering
and essence, a&s appesared in the comparison, quoted earlier,
between the hardness of nhis hat snd the softness of his hesart,
Here 8lso is another instance of one of Dickens's favorite
heart imsges--the well or fountain which overflows in tears,
With poor little John Chivery, Dickens may be making fun
of the covering, but he is not making fun of the essence,.
The implicetions of this comparison are entirely different when
Sampson Bress is making it. Kit is &n even more earnest and
simple ciilld-version of John Chivery. In the scens where
Brass sets up his framing of Kit to meke it look as if Kit
had stolen money, we read:
C'It isn't the walistcoat that I lock at. It i1s the heart.
The checks 1In the walstcoat are but the wires of the
cage. But the heart 1s the bird. Ah! How many sich
birds are perpetually moulting, and putting their beaks
through the wires to peck at all mankindl'

This poetic figure, which Kit took to be in specisal
alliusi g to his own checked walstcoat, quite overcame
NiMess

The Little Dorrit passsasge made fun of John Chivery, but this

cne makes fun, not of Kit, but of Sampson Brass, who 1s the
ridiculous figure, Lthe fun at Kit's expense is pointed at

him by those readers who suspect the softness of his head rather
than of his heart, The sinister duplicity of Brass is known

all btoo well to the reader.

77Little Dorrit, p. 228. 78014 Curiosity Shop, p. 418.
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The image most frequently used in varying modes 1is the
musical one which sees in the heart or the mind strings or
chords that vibrate in tune with outer circumstences. In
ten of the fifteen novels under consideration, it occurs in
a variety of moods, {from the most hesrt-expanding to the mocst
ridiculous. ' it is used to most pathetic purpose in iicholes

Hickleby, The Uld Curiosity 3hop, and Dombey and Son. 1In

Bicholas HKickleby 1t refers to the effect of cruelty and

neglect on Smike. In The Cld Curioslity Shop 1t illustrates

the result on her old grandfather of Nellt's care of the

children's graves. In Dombey and Son it depicts the effect

of Susan's sympathy on Florence., irs, Skewtcn employs the
same figure with satiric emphasis lun the speeoch quoted sarlier,
David Copperfileld sesxpresses, by means of it, Agnest® influence

on hime In Martin Chuzzlewlt, Chevy Slyme's usage of it con-

veys an ironical quality, which, in the light of the speaker's

character, makes biting satire of the flgure. In Our Mutual

Friend, Mr. Venus's usage of 1t, in the light of his fundamental
goodness of heart, makes the ridicule more gentle, Unlike lir,.
Venus and John Chivery, Simon Tappertit hes no redeeming features;
like William Guppy, he 1s ridiculous, but besides, he is wvicious.

His reference to the heart's chords that must not be sounded

79Nicholas iiickleby, p. 510; ©¢ld Curiosity Shop, p. 405;
Barnaby iHudge, p. 1745 Martin Chuzzlewlt, p. 115; Dombey and
Son, p. 2; David Copperfield, pp. 366, 844; Bleak Louse, pp.
127, 277, 282, 530; 4ale of Two Cities, p. 90; Our Kutual
Friend, pp. 244, 815,




1s, therefore, satirical.
The interesting thing about the occurrence of this

dead-metaphor-trite-imagery combination in Bleak House 1s

its variety of mood within the same framework. 4he satiric
slant appears in the reply of that monstrosity Wr. Vholes
to Esther's inquiry 1f he would like to live altcocgether in
the country. "'There, miss,?! sald he, 'you touch me on a

tender string.’”go T

he "stralght" one comes from Esther
hersslf, and in connection with the ssme lncident which gives
rise to i¥r. Guppy's ridiculous one:

But, when I went upstairs to my own room, I surprised

myself still more by beginning to cry about it. In

short, 1 was 1ln a flutter for s 1little while; and felt
as if sn old chord had bsen more coarsely touched than
it ever had been since the %&ya of the dear old doll,
long buried in the garden.s
Tony Jobling follows an inquiry af ter Guppy's health with
a similer inquiry as to how she is. "This Wr. Guppy resents
as a liberty; retorting, 'Jobling, there are chords in the
human minde--' Jobling begs pardon."82 Kr. Guppy 1is so fond
of this phrase that he makes a habit of 1it.

For sheer genius in the ridicule of trite imagery,
Dickens was so notsble and offers such a variety of examples
that dliscussion and illustraetion of them all would compose
a separste dissertation. Wilkins liicawber, the most populsar
of these examples, adds other comic resources to this type
of ridicule. . Mentalinl dlstorts it into a fusion of the

8081 eak House, p. 53%. 81

Ibid., p. 127. 92Ibid., p. 277.
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trite and the macsebre which, although 1lndescribably funny,

has satiric undertones. Augustus oddle gives it tragic
implicstions. Sairey Gamp rings her own inimitsble cunanges

on it. Ukr. Toots 1s patnetic with it, not simply funny. Flora
Finching combines 1t with krs. iHicklseby's stresam ol strictly

personal non sequitur. Kr. Uhadbend's variation of it ridi-

cules the unctuous preacher as & Lype. 1 consider Dick Swivel-
ler particularly interesting, not only tecause of the extra-
ordinary rescurcefulness of the characterization, but also
because of his provocative jJuxtaposition to thet crown Jjewel
of triteness, llttle Nell. I am using triteness, as earlier,
in the sense, not s8¢ much of exhsusticn Irom over-use as of
meagerness, vagueness, or commonplaceness of ides combined
with sentimentelity {(or explolitation of emotion for its own
sake ). From the point of view of imagery, the principal
elsments 1in the conception of kell, as I have indicated, are
the heart, the flower, the star, and the san;el. <{here is a
suggested Kinshlp betwesn her and stars and vegetation, prin-
clpally flowerse She hears the sound of angel's wings, and
she loves a little bird, which signiflcantly remalns after

she 18 wafted away. Death is associated with sleep, the
regsnerating force, 1he significance of liell's death 1s that
it transforms the lives of those who knew her, by means of the
better thoughts engendered in them by her transmutation to
happier scenes. #&s the schoolmester puts 1t,

An infant, a prattling child, dying in its cradles, will
live agaln in the better thoughts of those who loved it,
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and play its psrt, througxh them, in the redeeming ac-

tions of the world, though its body be burnt to ashes

or drowned in the despest sea.

Notice whnat Dick Swiveller does withh some of these ideas.
He is the Perpetual vrand Maester of the Glorious Apollers. The
spelling of this last word iIs nobt only & guide to Dick's
pronunciation ¢f it, but alsc 1s undoubtedly & punning indica-
tion of his funciion, <he idea of the heart as & shrine is
found in Kit's spirit, which touched Lell's heart, "howsver
uncouti: the temple in which 1t dwelt,"S% and in the cormment,
"Keture coften enshrines gallent and noble hearts in wesk bosomse—-
oftenest, God bless her, in female breasts=--"%° Dick connects
this idea with Sophy Wackles, "'Immolatin, herself upon the
shrine of Cheggs--'“86 “1g Zeing of briggtneas and beauty
will be offered up et Chegys's altar.'"87 Dick (whom wullp

calls "pigeon-heartad“se-

-the blrd association) adapts extemp-
oraneously the breaking heart idea from & populsr ballad in

nia own variety of postry: "t'Yet loved I as men never loved
that hadn't wooden legs, and my heart, my heart is breaking

for the love of Spphy Cheggs. "®9 jHellfs "neart swelled within

her, and anlmated her with new strengtin and fortitude. 90

85514 Curiosity Shop, p. 402. B56Ibid., p. 160.
841514., p. 89. 871bid. ,pl58. 891b1d., p. 370.
2Zae o 2222 .

851bid., Pe 177, Szbido’ Do 481, 90£b1d0, De 177
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Dick expresses his version of the feeling:
I came here,...with my bosom expanded, my hesart
dilated, and my sentiments of a corresponding de-
scription. I go away with feellings that may be
conceived but cannot be described, feeling within
myself the desocols ting truth that my besat_ affections
have experienced this night a stiflerid"®
The whole bird-angel-flight idea finds repeated expression
in Dick's "favourite allusion to the wing of friendship and
its never moulting a feather;"92 sleep he poetically calls
"the balmy"--he laments his Sophy, "‘'who, during the short
remainder of my existence, will murder the balmy.'"93 The
outra, ecus flippancy of this sllusion is matched by other
guite casual ones wnich associate Dick also with the idesg of
deatnh and transmutstion--& passing reference to him as "the

phoenix of clerks"94

is 80 s8light as scarcely to be recalled
when some hundred pages later the schoolmaster considers the
transfer of his love from the dead scholar to Nell as a beautie
ful crestion sprung from ashes and still later interprets a
child's death in the fashion elready cited. The liarchioness
corrupts Dick's neme into "ikr. Liverer." "!'Liverer indeedil!?
sald Dick thoughtfully. 'It's well I am a liverer., I strong=-
ly suspect I should have died, Marchioness, but for you.'"90

He is also a swiveller, for he presumebly turns to better

ways after his transforming rescue from death.

911pid., p. 65. 931b1d., p. 411. 951v1id., p. 474.
921pid., pp. 246-247. 9%Ibid. p. 245.



Chapter LIV and LV ars concerned witn graves--their
neglect and cultivation, their function as reminders to
he living--and Chapter LV ends with & foreshadowing of the
grave closing over Nell in the spring. On the very heels
of this, Chapter LVI opens with a charucteristic Swiveller
poems:
'Twas ever thus-e~from childhoodts hour I've seen
my fondesat hopes decay, I never loved & tree or flower
but *twas the first to fade away. I never nursed a
dear Gazelle, to glad me witn 1%s soft black eye, but
when 1t came to know me wellé and love me, 1t was sure
to marry & market-gardener,®
Mr., CGhuckster enters with & ring of the doorbell, wnich sounds
to Dick's humor like a knell.

'ion't you come in?' saild Dick. 'All alone.
Swiveller solus. ''Tis now the witchinge-!?

‘Hour of nightl?

tihen churchyards yawn,!

'And graves give up their dead,'!

At the end of this quotation in dialogue, each
gentleman struck an attitude, and immedlately subsiding
into prose walked into the office. Such morsels of
enthusliasm were common amony the Glorious Apollics, ard
were indeed the links that bound toem gggether, and
raised them above the cold dull earth,.

Death wafts 1little Hell's spirit to & higher world; these

two "appallers" scar above the ordinary world on the "pinions"
of such "poetic" enthusiasm. This sort of process can be found
again and again in Dickens'!s works., It consists of the
@xpression of the most lushly sentimental and the most out-
rageously absurd in the same terms. I would conclude that
nobody ever ridiculed Dickens's sentimentality so effectively

or so unmercifully ss Dickens did himsslf.

g

96 7
Ibid., p. 410. Ibid., p. 411.



II. ilumorous Effects With Imegery

Thie sassentlal element in imsgery 1s analogy. Such
analogy 1s satisfying to the reader when he recognizes the
combination of ideas and follows 1ts implications. If the
combination 1s unexpected, the result i1s likely to be humor-
ous. But, just as tripping over an obstacle may or may noct
be amusing according to one's point of view, 80 one may be
startled by a metaphoric tumble into belly-laughter, a chuckle,
& gentle smile, or a sardonic leer, according to the nsaturse
of the surprise. The common basis of all these degrees of
feeling, as Dr. lanhelm points out,98 is economy of the
psychic processes governing this type of relationship; that
18, In the complex of feelings arising from a metaphor, there
is & anort-cut of one kind or ancther resulting in what might
be called incconsequence., It is this lack of sequence which
produces the numor. Ky purpocse is to illustrate this economy
as Dickens achieves it, iIn both effect and means. Anuse-
ment of an extraordinary range runs through the whols of
Dickens's fictional work, As an illustration of this ra ge,
I shall trace with one metephor the changes which the amuse-
ment seems to undergo through the novels, from Pickwick to

Bdwin Droode.

9892. cit., Part Two, "The Pattern," "The Father."



Tony Weller, expansively wishing to offer nils savings
tc iMre. Pickwick, calls on Sam for help in expressing his
offer, for "'I'm on the wrong side of the road, and backin!

9 R4
1199 WX e

into the palins end all manner of unplsasantness.
Weller appropriately views self-expression as an excursion
into the lsngusge, and teing unaccustomed to the terrain, he
encounters prolfessional hazsrds in a new medium., +he ana-
logy itsell ve:iween an avstract mode of progression and a
concrete one i3 natural enough, whet is unexpected is the
concrete detsall In the Incongruous illustiraticn of an abe
straction., %his 1s a favorite Dickens trick.

On the same principle, the child Daevid Copperfield
experiences difficulties under emotional duress, es the
words in his lessons seem "to have put skates on, and to skim
away Irom me wlith & smoothness there was no checking."loo
The young Copperfleld in Court, according to the same general
frame of reference, heers the voice of one of the Doctors
"wandering slowly through a perfect library of evidences,
end stopping to put up, from time to tire, a3t little roadslde
inns of argument on the journey.“IOI Ine snalogy 1is modified
from the Wellsar hilerity tc the Copperfield tone of ;entle,
childiike hurecr. Similar chlldish difficulties in Dombey

and Son are somewnat more agonized: Dr. Blimber's young

9954 cuwi ok Papers, p. 799. +0libid., p. 352.

100pavid Copperfield, p. 57.




gentlemren know "no rest from the pursult of stony-nearted

verbs, savage noun-substantives, inflexible syntactic pas-

sages, and ghosts of exerciseslO2

a3 these monsters appsar

in dreams. Rob the Grinder develops & reverence for scriptural
writings "by the perpetusal brulsling of his Intellectual shins
agsinst 8ll the proper nameszs of all the tribes of Judah, "103

In Bleak House Herold Skimpole characteristically points

cut the absurdlity of the customary lesson applled from the
industry of bees, and discoursing thus, "He pursued this

fancy with the lightest foot over a variety of ground."10%4
Expression on the part of kr. Chadband in the same novel is
involved witnh more serious factors, and the circle of =llusion
widens to illustrate botn: the impasse connected with legal
testimony and also kr. Chadband's own unctuousness (described
by Dickens in terms of a mill for manufacturing oil): "During
the projgress of this keen encounter, the vessel Chadbend,
being merely engaged in the o0ll trade, gets aground, and waits
to be floated off."lo5 The analogy has become more complicated

and more sarcastice.

In Little Dorrit it is even more trenchant, for it is

applied to Lord Decimus Bernacle, who is a towering figure
in the neational government, enormous both 1ln practical pos-
sesalion of power and in total unfitness for such power. Lord

Decimus makes his progress through the language "with the

102pombey and Son, p. 148, 104g1eak House, p. G4.

1031bid., p. 587. 1051b1d., p. 271.
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complacency of an idiotic elepnant, among howling labyrinths

of sentences which he seemed to take for high roads, and

" 1086

never so much ss wanted to get out of. #re. Vensering,

the model of pretentiousness in Our Mutual Friend, slimilarly
107

"loses his way in the usual hNo-Thoroughfare of speech."”
Several people in this novel experience several varieties of
difficulties in self -expression. George Sampson's are so

great that Lavinia usually stops him "as he reeled in his
speech."108 On one occasion, having shouted his encoursage-
ment to Lavinia with the exclamation "Go 1t!" which she
scornfully refers to as "your omnibus-driving expressions,”

she herself, "having imprudently got into a sentence without
providing a way out of it,"log is8 constralned to finish it

with the same expression. George's excursions are on other
occasions nautical: he endangers his craft "labouring among
shoals and breakers,” but managing "with admirable seamanship

he got his bark into deep water by murmuring, 'Yes, indeed,!'"110
¥r. Boffin and Silas Wegg encounter thelir difficultles with

the langusege in pronuncietion rather than in composition, and

they find them in The Decline and Fall of the HRoman Empire.

"(¥r. Boffin went over these stones slowly and with much

11
caution. )" Even Silas Wegg'!s journey to Kr., Boffin's

et ———

1067 {ttle Dorrit, p. 423. 1091p14., p. 839.
1079ur iutual Friend, p. 261. 1101p1d., p. 636.

1081114, , p. 704. 11l1h54,., pe S54.



house to do his resading vecomes mlixed in with the flgure,

as he, "being on his road to the Roman smpire, apprcaches

nll2

it by way of Clerkenwell, His task of resding Ulbbon is

both & steeplechase on horseback and a perilous Journey by
sea;

Ilhen, ¥r. Wegy, in a dry unflinching way, entered on

hls task; going straight across country at everything that
came before him; taking all the hard words, blograpiical
and geographlical; getting rather shaken by Hadrian,
Trajesn, and the Antonines; stumbling at Polybius (pro-
nounc¢esd Polly Beeious, and supposed by kr. Boffin to be

a Roman virgin,...heavily unseated by Titus Antonilnus
Pius; up agsin and galloping smoothly with Augustus; 113
finally, getting over the ground well with CommodusS;j...

esfir, Wegy took to surveying his course in the day,
and to making arrengements for getting round rocks at
night instead of running straight upon them....

The adverse destinies ordained that one evsening
Kr., Weg. 's labourling bsrk became beset by polysyllables,
and embarrussed among & perfect archipels;o of hard
words, It belng necessary to take soundings every minute,
and to feel the way with the greateaflgautlon, ir.
Wegy's attention was fully employed.

The humorous tone of David Copperfield has shsarpened,

in Great Expectations, Into the rather patronlizing alr of

Pip, &s he views Joe in distress, "tripped up by some ortho-

k,"115 or conjectures that krs.

graphicael stumbling bloc
Pocket's father "had been knighted himself for storming the
English Urammar et the point of the pen, in a desperate ad-

dress engrossed on vellum."*1® In Edwin Drood this military

figure, directed toward ¥r. Sapsea s&s & representative of

1121414, , p. 79. 1141p314,., p. 599. 1161p14., p. 178.

Ilszbid., Pe 61, 115G reat Expectations, p. 442.
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mayors, 18 provided with real weapons: "kayors have been
knighted for 'going up'! with addresses: eXxplosive machnines
intrepidly discharging shot and shell into the English
Grammer."117
As Dickens could use one dead-metaphor-trite-imagery
combination to express a pathetic sentiment and also to make
fun of that sentiment in a pretentiocus form, so also could
he ring many changes on one metapinor to a variety of humorous
effects. <vhis metaphor describing different modes of loco-
motion is very frequently applied by Yickens to the 1llumina=-

tion of many different ideas. 1 have shown how widespread

13 his humorous verslon of this metaphor.

1. The Macabre

Sam Weller is genersally conceded to be Dickens's greatest
humorous creation, perhaps his grestest chearscter of 4 1.
Sam's individuality manifests itself throughout his conversa=
tion, which is & blend of simple wisdom, humorous philosophy,
and imaginative practicality. is conversstional mennerism
consiats of illustratlion by allusion to what someone says,
the saying usually being a mythical creation of “am's own,
as lirs, Harris was of Sairey Uamp's. Sam first appears in
the yard of the White Hart inn, polishing shoes. To the

chambermalid'’'s request for number twenty-~two'!s boots, Sam

———————

117Edw1n Drood, p. 11l4.
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imperturbvably replies, "'Who's number twenty-two that's to

put all the others out? No, no; regl'lar rotation, as Jack
Ketch said, ven he tied the men up.'"lls ihe anslogy involved
is tantamount to saying, "This situetion is like that one.”

It is the same Iundemental principle as occcurs in many literary
allusions. <%he interesting thing about Sam's allusions is

the macabre tone to almost sll of them in application to some
everyday occurrence, like the servant-girl drinking a cup of
laudanum to 1llustrate the refreshing quality of sleep,llg
the driver'a care of the gentleman on his way to Tyburn in
relation to Sem's concern for Mr. Plckwick in the wheelbarrow,lgc
the stabbing of "'the t'other king in the Tower'" before his
smothering of "the babbies” by fichard III to illustrate

Business Before ?leasure,lgl cr the little boy who said,

"tavay with melincholly...ven his school missis died'" to

bolster the spirits of the three Plickwicklans visiting MNr.
Pickwick in prison.122 As Sam mskes these comparisons, the

comic aspect overshadows the gruesome, and the Incongruity
produces only a laugh. ©But the same kind of bizarre twist
reinforces the monstrosity of Luilp, as 1t does in his re-

assurance to HMrs., Hubbles, "'I don't est bables; I don't

like ‘tem.'"1®3 Unis 1s delivered casuaslly, as he might ex-

1185 okwick Papers, p. 124. 1211pid., p. 346.
9 ¢
11 Ibid., p. 216. 1221p14,, p. 643.

1201y14., p. 260. 12301d Curiosity Shop, pe 157.
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press a distaste for spinach. +hus, too, Dickens gives a

frightful alr to HMiggs' absurdity in Barnaby fudge: "liss

Migus composed hersell to walt and listen, like some falr
ogress who had set a trap and was watching for & nilbble from

a plump young traveller,"124

2. Literary Allusion

To pursue this vein a little faerther-~it 1s curlous that
Dickens's literary allusions have a tendency to be very much
like the invented sayings of Sam Weller. W#hat happens to
Shaekespeare is apt to be like Squeers' reaction to Smike;
"1What's come of my milk of human kindness? It turns to
curds and whey when I look at him.*"125 Not a1l of Dickens's
Shakespearean references take such a fall as from Macbeth
to iMother Goose or involve such an abstract-concrete relation-
ship. lLowever, a strange al teration happens to Tom's "1Rats

and mice &nd such small deer'" in King Learl®6 when they

turn up as recently departed occupants of krs. Kickleby's

new establishment in the shape of "Rats and mice and such

small gear.“127

Whatever the reasson for this change of
wording, both the change snd the application of the phrase

result in 8 transformation of spirit from the original. This

1245 arnaby Kudge, p. 74. 12871711, 1v, 144,

| 127
12551 choles Nickleby, pe 509.  Nicholes Nickleby, p. 237.
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kind of alteration in tone occurs, for example, ln the great
Majority of Dickens's allusions to Hamlet waich I have en-

countered.l28

Two examples must sufflice for 1llustrstion.

At a dinnsr party Devid Copperfield is presented by his
hostess "to a very awful lady in a black velvet dress,...
whiom I remember ass looking like a near relaetion of Hamlet'S—-

n129 4his lady "had the family failing of indulging

say his aunt,
in soliloquy, and held forth in a desultory manner, by herselfl,
on every toplc thal was introduced."*®Y Pip in Great Exe

pectations recalls, "Nr. Wopsle said grace with theatrical

declemation~~a8 1t now appears to me, something like a re-
ligious cross of the Ghost in Hamlet with Richard III--"lSl
This type of twist in the macebre or the traglic is one

observable trend in Dickens's humorous way with imagery.
3. Incongrulty

Some kind of incongruity is the besis of many humorous
effects. A less startling twist than the macsbre or tragic ones

can create an unexpectedly vivid picture by settin. sids by

B

12801d Curiosity Shop, pe. 364; kartin Chuzzlewit, pp. 50,
61, 299; Dombey and Son, p. 58; David Copperfield, pp. 10, 12,
267, 370, 371, 375, 625; Little Dorrit, pp. 85, 606; Our
lutual Friend, pp. 253, 848; Grest Expectations, pp. 23,
240; A Christmas Carol, p. 1.

lngavid Gopperfield, p. 371. l5lGreat Expectations, p. 23.

1301b1d., pe 373
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side two elements not comnonly associsted togethser, 4hus,
Sam weller's observation on kir. Plckwick, "the's & reygtlar

1nl32 makes his epitome in

thoroughbred angel for all thet,
the angel line the top breed of horse and associates both
with ¥r, Pickwick and so gives an amusing picture of that

old gentleman. Mrs. Squeers in Hicholas Nickleby is more

confused in her figurative applications, VWhen she calls
Nicholas "‘'a proud, haughty, consequential, turned-upe-nosed
peacock,'” she reinforces her meaning with "a plurality of
eplthets, some of which were of & ligurative kind," and counts
on "a latitude of construction according to the fancy of the
hearers.“153 Lickens makes an unusual assoclatlon with the
Marchioness whicin blends humor in the effect: "The small
servant nodded and winked., Her eyes were so red with waking
and crylng, that the Tragic kuse mlght have winked with
greater consistemcy."154 Because this remarkavle child is an
incongruity herselt, courageous as well as pitiful, the
pleture of her in connection with the Tragic Muse ls a8t the
same time funny and pathetic., Salrey CGamp's stream of dis-
course frequently includss an outrageous confusion of re=-
ferences: '"'Hich folks may ride on camels, but it sin't so
casy for 'em to ses out of & needle's eye.!'"135 1Ty 13 mixed

figure involves 1lncongruity of epplication and tone as well

13Zpickwick Papers, p. 654. 15401d Curiosity Shop, p. 473.

, ; &
133yicholsas kilckleby, p. 100. 138 artin Chuzzlsewit, p. 422.
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as of metaphor. A sharper emphasis appears in a f{ilgure
Dickens applies to "the corporate bepgars" besleging Mr.

Boffin in Qur Mutual Friend: "(they call their scraps docu-

ments; but they are, &8s to papers deserving the name, what
minced veal 1s to calf)."136 The effect here is not exactly
funny, but it produces that satiric tone which Dickens fre-
quently assumes, He 8968 things often in thiis kind of startling

juxtaposition, not always satirically, as I shall show later.
4., The Literal-Figurative Relationship

Ag 1in kr. Weller's [lgure abvout backing into the
pralings insteoad of procseding along the road, many of
vickens's humorous effects Involve & litergl-Iigurative,
abstract-concrete relationship in which the two categories
become unexpectedly interchanged or associated. Dickens

himself sometlimes points out this relstionship, as he does 1n

Edwin Drood after Kr, Grewgious expresses his desire to keep
Neville under his eye. "As Kkr. Grewgious hed to turn his eys
up considerably before he could see the cnembers, the phrase
was to be takemn figurstively end not literally."l37 A literal-
minded person like lir, Pickwick provides this kind of humor.

Bob Sawyer &sks, "'1I say, old boy, where do you hang out?!' ¥r.

R E TR

138 o _ 137
our Xutual Friend, p. 218. Edwin Drood, p. 180.




Pickwick replied thet he was at present suspended at the
George and Vulture."1%® iHe has @ similar reaction to the
man who remarks, "'iIt's bosrd and lodging to ms, is smoke.!
¥r. Pickwick glanced at thsa speaxer and thought thst 1 1t
were wasnhing too, it would be &ll the better."lsg
To literalization of the figurative, dead metaphor
lends itself readily. One of lickens's most commonly used
expressliong of the kind invelves the word train in the sense

of procession or series--trein of thougnts, events, circun-

stances, consequences, ir, Yoodle in DPombey and Son, who 1s

& trainmen, naturally views hls thought concerning his son

Fob in terms of his work, "'and & whole train of ideas gets
coupled onto him, &fore I knows where I am, or where they

comes from. W¥hat & Junction s man's thoughts 18,7140 quig
ssme procesg occurs elsewhere, but In & serlous cdntext.

&dith Dombey hears Carker "laying a long train of footsteps
through the silence."!4l Lere not only is the figurative made
literal, but a sensory image is given in terms of asnother sensa-
tion. &o frequent with Dickens 1s thls assocletion with

tralin that he sbstracts it even farther, in Little Dorrit,

but the effect 1s cerious and sad.e On & gloomy Sunday Arthur

slts looking out the window at the mlles of houses stretciing

138 140
Pickwick Pspers, p. 424, Dombey and Son, p. 9548.

1391bid., pe. 282. 141l1v1d., p. 775.
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into the distance, hearing the church bells and associating
them in his thoughis with all the people who would die in the
coming year. %hes "sound had revived & long train of miser-
sble Sundays, and the procession would not stop wiin the

nl42 417 the different kinds

bell, but continued to marcihh on.
of trains become assoclated Logether--houses, bells, Sundayse--
iz & train of thoughts, snd they all suggest symbolicelly a
funersl.

4 Trequent humorous device in Dickens 1is the literaliza-
tion of common g2ayings involving concepts like taking Time

by the forelock, sowlng wild cests, what'!s In the wind, or

felling between two stools., 1In Blesak House tihie housekecper,

"taking Time by the forelock, lsads him up and down stair-

cases.“l43 And in Grest BExpectations the Pocketg Yhad taken

Time by the forelock (wnen, to judgze from its length, 1t would

seem to have wanted cutiing), and hed married."144 This
unexpected application of the literal to tihe fliuretive inm-

parts a slight tone of bLanter. In Litvle Dorrit, for examplse,

the subject under discusslon 1s not really amusing, but
Dickens writes of Henry Gowan that hie genius is "of that

eéxclusive agricultursal character which applies 1tselfl to the

: ot

cultivatlion of wild C"atsz‘."ll‘hJ In Edwin Droeod Nr. Grewgious
lézLittle Dorrit, p. 3ie 144Great Expectations, p. 178.
143

Hleak Rouse, p. 583, 145Littla Dorrit, p. 215.
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inquires, "'what's in the wind besides fog?‘"146 In 0ld

iz mavaes

Curicsity Shop the process is reversed in a description of

Sally Bress clerking Iin her brother's law office, whare she
occuples a stool opposite to that of hor brother. MAnd
equally certaln it is, by the way, that between thege iLwo
stools & great many people had come to the grouné."l47 And
again, "lKiss Sally all st once gave 8 loud rap upon the desk
wl thh her clenclied fist, and cried, 'I've hit itl?--as indeed
shie hsd, and chipped 8 pisce out of it too; but that was not
her meaning.“148

To this process irrsverence can add yet another nuance,

ss in Bleak Hcocuse, where Lkr. Vholes is seid to be "making hay

of the grass which 1s flesh, for his three daughters.“l49 inis
bantering, somewhst patronlzing tone has many veriaticns; it
disposes ghortly of ¥Fenny Dorrit going intc soclety head-
foremost or lyin; et full lengthh in the lap of luxury, Pip
being brougsnt up by hand, or the children of hls friends the
Pockets tumbling up instead of growing up or beln: brought up
and Herbert even continulng this practice in tumbling ocut into
life. lrs. General, thie teacher of propriety to the Dorrit
girls, chides Fanny for using such an expression, "tumbled
over the subject," snd su-gests that “inadvertently li:hted
upor, or accidentally referred to" would be much more

146&reat mEpectations. p. 102, l481bid., DPe 432,

147514 Curiosity Shop, pe 223. 149Blesk House, p. 5E3.
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proper.lao A variation arrives at the effect, making the

customary figure plural, as in Pickwick, where "Miss Bolo

nlbl

looked & small armoury of daggers, in Great Expectations,

nlb2

where lir. Barley swears "like a whole fleld of troopers,

or in Qur Mutual Friend, where Lightwood views lir. Boffin's
 nl53

proposed reward as "'a whole tool-box of edged tools.

5. The Abstract-Concrete relationship

Allied to the foregolng type of humorocus twist, is the
device which bridges the gap between the abstract and the
concrete. Since the metaphorlic analogy and the unexpected
turn are common to both these devicés, there 1s some overlapping
in the examples cited, but there i1s3 likely to be some slight

difference in effect. In David Copperfield this equation of

categories contributes to the rhapsodic«fun blend of tone
which I have mentioned above. David sees "the flowers on the

carpets looklng as if freshly gathered, and the green leaves

154

on the paper as 1f they had just come out"; or "all the

romance of our engagement put saway upon a snelf to rust, "155
This elision appears in the remark on Niggs in Barnaby ifudge

that "her modesty caught cold st the very thought"lss and in

Our Mutual Friend on Twemlow's cousin, "who has gout in the

150
Littls Dorrit, p. 500, 1830ur wutusl ¥riend, p. 95.

151pickwick Papers, p. 513. +°%David Copperfield, p. 631.

4 [ o 4
lszreat bxpectations, p. 3€0. loolbid., pPe 635.

lsaBarnabI Liudge, pe. 75,
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temper."t®7 It is likewise in Salrey Gamp's "flowers of
spesch she had already strewn on Nr. Chuffey."98 1In the same

vein in Our iutual Friend a servant strews "flowers on the

w189 op Mpr. Wilfer strews “the

1160

rosy hours and on the stalrcase
path with smiles, iIn the absence of flowers. Or the
gbstract and the concrete may be sdded together, as lrs.
Lirriper's Jemmy added three saucepans, a toasting-fork, a
nutnmege-grater, and other miscellaneous articles to get
fifteen, and carry the ohoppingboard.161 S0 Hr. Pickwlck's
partner at cards "went stralght home in a flood of tears,
and a sedan chair"l62 ana Pip, says Herbert, "'brougnt your
adoraticn and your portmanteau here, together.‘”155

This process can also proceed in the other direction, whers

an abatractlion 1s unexpectedly conjured up from & substantiale

ity, as in 0ld Curiosity Shop, "sundry young ladies and

gentlemen who were employed in the dry nurture of babies.“164
It can also, like many another Vlickens device, produce a
result more nesrly traglc then amusing, a8 in describing lrs.

Plornish in Little Dorrit, who is "so dragged at by poverty

157,
158

ur Hutual Friend, p. 255. lslThe Christmas Stories, p. 431,

Hartin Chugzlewit, p. 330, 162ps ckwick Papers, p. 513.

1890ur Kutual Friend, p. 121. 163Great Expectstions, p. 234.

1601b1d., p. 634, 164014 Curiosity Shop, pe. 273.
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and the children together, that their united forces had al-

ready dragged her face into wrinkles, "165

&. The Pun

The pun can alsc tske different forms. Essentia ly
it is a8 play with word-meanings. lost simply it associsates
two dissimilar meanings of the same word. As Sam Weller
remarks of the impartiality of justice, "'There ain't a
magistrate going, as don't commit himself, twice as often as

wl66

he commits other people. In Little Dorrit Nr. Heaugles

twirls the dumbe-waiter on his table to bring the sugear within
hls reach, and the narrstive continues, "he had two other not
dumb walters, in the persons of two parlour-maids."167 In the
same novel, kr, Chivery, the turnkey, carries his professional
proclivities into other flelds: "Even his custom of bolting
hhis meals may have been a part of & uniform whole."lss Harold

Skimpole in Bleak House, perpetuslly in financisl difficuities,

remarks that he is "'constantly being bailed out--like a boat,"1069

Mre. Boffin in Our Mutual Friend obtusely refuses to comprsehend

John Rokesmith's offer to work for him as secrstery or steward,
saying that he always understocod a secretary to be & plece of

furniture and that he never expects to need the services of a

.

1651 5¢t1e Dorrit, p. 141. 1681p14,, p. 310.
%ggmckwiok Papers, p. 347. wgmeak House, p. 528,

Little Dorrit, pp. 205-206,
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steward, since he may never go upon the water.lvo

Edwin Drocd contains several examples of & slightly more

complicated variety of pun. One of liss Twinkleton's pupils
is requived toc copy some lines as a punishment. "'Kiss Ferdinand

is at present weighed down by an incubuse-! liss 4winkleton

wl71

mnignt have sald a pene-and-ink-ubus... Kre. Sapseat's accusa-

tions of Neville Lendless are called "These dropping shots from

w172

the blunderbussses of blunderheadedness, and certain young

orphans are sald to have been "glutted with plum buns, and
X . wi73
piump bumptiousness,

The reverse of the process confuses words of similar

meaning but different scund. In Bleak House Sir Leicester

Dedlcock calls his housekeeper's younger son "the iron gentle~
man" because he manufactures that metal. (Dickens writes
of one of the industrislist's speeches, "If he mean this

/
ironically, 1t/may,be truer thnen he thinks."17%)

Rouncewell's
brother George, vlisiting him after many years of estrangement
but wishing to remein unidentified at filrst, when asked his
rare, "deorge, full of the idea of iron, in desperation an-

swers, 'Steel,'"79 A gimilar confusion of surnames occurs

in both Hartin Chuzzlewlit and David Copperfield. Young

Martin, trylng to recall Jdohn Wwestlock's name, calls him

170 ur Mutual Friend, p. 185. 179Ipid., p. 47.

‘ 174

171Edwin Drood, pp. 82-83,. Bleak House, p. 663.
172 175

=" Ibld., p. 1lEG. Ibid., pe. 85C.
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Korthkey, saying thst he knew it had something to do with a
door and a point of the compass. In the same way, ir. Peg-
gotty calls Steerforth Rudderford, ssying, "'I knowed it was

sosethiing 1n our way.‘”lvé

7. LExsggeration and Unlerstastement

Zxeggeration is ¢ typicael Dickens mannerism. It consists
of an Ima;e cornjured up, but instead of that which bears ® re-
semblance to this, 1t 1s presented in the form of tonis multli-
plied or squared. Instead of two pictufes compared, there is

one pleture magnified. In 01d Curlosity Shop "little Jacob was
ul77

squeezed flat, and the bsby hed recelved divers concussions.
Little David Copperfiesld says of the scuoolroom, “Thére could
ot well be more ink splashed about 1it, if it had been roofless...
and the skies hed rai.ed, snowed, halled, and blown ink,"178
and the young David remarks that Dorafts "finpger got steeped
to the very bone in tnk, 1179 Pip deserives a "hackney-coschman,
who seemed Lo have a3 many capes to his yreasy greatecoat as

180

he was ysars old." Both great age and many capes &re sug-

gested. This sort o” neightening conveys an idea forcefully

a8 well as humorousl . v
17%pavid Coppers eld, p. 142. 179Ib1d., p. 646.
177014 Curiosity Shop, p. 290. 180Grest Bxpectations, pe. 153.

178David Copperfileld, p. 78.
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This kind of facetiocus exaggeration adds force also to

a metaphor. In Barnaby hudge Dickens describes Wrs. Vearden's

capricious natpre in terms of the changes she rings on all
possible moods: "performing, &8 it were, a kind of triple bob
ra jor on the peal of instruments in the female bslfry, witn =a
skilfulness end rapidlty of executiocn that astonished all who
heard her."®l A related effect comes from the oppoesite
principle of belltitlement: Iin the removel of goods from the
0ld curiosity shop, strong men were "balancing chests of
drawers and other trifles of that nature.”182
Further discussion of Dickens's numor would have to
take into consideration the context, which would invelve a
larger fﬂame of reference, or imaeglistlc combinetions within
eacin novel, &3 a whcle. Before proceeding to thet larger
cstegory, I shall consider the nature of the rest of the

imagery in general,
C. The "as if" Image

The simple imepe, as I have defined it, is & picture
invelving some varlety of sensory perception. It claims cone-
sidseration for my purpose if it is reinforced by esnalogy into
metapnor or by repetition into symbol. Somewhere beiween
the simple image and the metaphor, 1s a sort of huybrid variety,

nich 18 not guite & complete analogy but has elements of it.

inis is the picture which is introduced with words like seer,

—————

181 - A 182, . .
Barnaby Rudge, pp. 55-56, 0ld Curiosity Shop, p. 102.
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suggest, appear, or as if. “4he snalogy 1s not there elther

explicitly or implicitly; it 1s only surgested. The sltua-
tlon is like Eksther Summerson's, as she wrlites in Bleak

House, "There was éometbing in the plecture of ir. Turveydrop
baestowing ‘his Deportment on kir. Jarndyce, that quite took my

fsncy. here is scomething to take one's fancy in tne

picture of Alfred Lammle in Qur Mutual Friend. "Too much of

hhim every way; pervadlingly too much nose...and hls nose in his
mind and his manners; éﬁhis gives a sidelong glence at the
nose in other people's business/...too many large teeth to

nl184 In this

be visible at once without suggesting & bite,
pilcture there is sucﬁ a combination of figurative devices that
tney defy exact classification: there is the Dickensian exag-
geration and a suggestion of animality without metaphoric

reference to any animal.

Much of the stmosphere of Oliver Twist is created by the

same kind of suggestion, as iIn Oliver 's reaction to the
books Fagin gave him to read:
The terrible descriptions were so real and vivid, that
the sallow pages seemed to turn red with gore; and the
words upon them, to be sounded in his esrs, es if they

were Whiaggged, in hollow murmurs, by the spirits of
the dead,

The pages were not pele from loss of blood, and the splrits

were not whispering, but to Oliver they seemed to be. The

8 1885 .
1 SBlaak House, p. 545, Qtiver Twist, p. 148,

1840ur Kutual Friend, p.-432.
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image is suggested. Nicholas kickleby sees "a very pale,

shabby boy, who looked as if he had slept underground from his

infency, &8 very likely he nad."1%%  In Bleak House Tony

Jobling's "hat presents at the rims a peculisr appearance ol a

glistening nature, as 1f it haed been & favourite snalle-promen=

.n187

ade iladame Defarge "tied a knot with flasning eyes, as

if 1t throttled a foe."188 In BEdwin Drood ir. Honeythunder

twists "a double eyeglass by its riband, &s 1l he were roasting

1. 189

All these plctures are figurative malnly by suggestion.
iThey are would-be simliles. +*he effects created by them are
different from those produced by any strictly flgurative means,
and the eflects vary greatly, as tnese examples showe This

type of image derives 1ts importance from the peculiarly

Dickensian flavor 1t imperts to the total atmospuere.

o

LD, Mets hor

The most frequently used rhetorical device in Dicuens's
work is the metaphor, which 18 expressed through many kinds of
analogies. Amorg the asnelogies as types 1 shall not discriminate,
but rather I shall group the figures according to the ideas
involved. Of such 1deas, sasily the most often repeated 1is
light and the obstruction or deprivaetion of it--gnedow., Like=
wlise, because of its manifold complexes of meaning, this lignt-

. .

18N1cholss sickleby, p. 194. 188Tale of Two Cities, p. 1&8.

artasn cpopcnorey

1878108k House, p. 279. 189 3win Drood, p. 49.
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shadow analogy 1s one of the two such imasages which most often
by their repetition claim attention as symbols, The other
is water.

Dickens sees as radiation from a lignht-giving source like
the sun, moon, or stars such qualities as love, happiness,
youth, or hope. 1he essential element for the imaege is the
brightness, snd $ickens someti es makss no distinction among
intensities of brigntness: a star may serve as well as the sun
for the analogy. Also, the idea appears on seversl leavels,
since 1t occurs elwost automaticsally, as 1t were, in dead

metapnor in such usages as 1n the 1lipht of and under & cloud,

or expressions of face which brighten or darken or cloud. Thus,
Dickens's practice with this more actlive lmsge is similar to

that whieh ] have explained with reference to the heart dead
metaphor, except that the light-image does not require combination
with some other concept for its activation, as does the neart,
Under these circumstances, 1t 1s difficuit to convey an 1dea

of the frequency of this image in Dickens's work or even 1in

one novel &8s & whole. 1t appears in every novel Dicksens wrote.
Byt its importance as imsgery varies with the conditions of its
appearance in relation to the scene, the incident, or the

character portrayed. In Oliver Twist, for example, where good

and evil are boldly juxtaposed, the heavy shadows even of
the scenes described, a single sensory ima.e in dramatic pro=-
minence, and the symbolic shadow of the galliows or of deatn must

all be considered withlin the framework of the story. In
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Bleak louse® even the expressions of people's faces and the

climate of theilr prospects bear a relation to the weather which

is so intrusive as background. In Little Dorrit the story

opens glaringly with & chspter entitled "Sun and Shadow," and
this contrast follows the freedom-imprisonment theme through-

out. Such _symbolism gparates in almost every one of the novels,

et e g = g

28 1 shall point out more fully in s later chapter. iy
purpose with respect to Pickens's use of metaphor is to ine-
dicste what analogles occur most frequently and to illustrsate
what ldeas they convey. Again, I cannot be exhaustive; I

indicate trends and illustrate methods,
1. Light and Shadow
As with many otuers of Pickens's images, light appears

both in the form of dead metephor and in the tone of humor or

satire. In the light of and foreshadowing of future events

are customsry enough phrases to be sccepted casually, without
consideration &s imagery. DUickens commonly uses light and snadow
in this way right along with his more lively lmagery, as 1ln 4

Tale of Two Citles: "And yet his misgivings were not so dark

as, ilmagined by the light .of this later time, w..ey would appear,"190

Similsrly, in Edwin Drood, #r. Grewgious's remsrk, "'if there
5 "191

is any young lady at &ll under a cloud, might also be

19025;3 of Two Cities, p. 240. 191pgwin Drood, pe 82.
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taken as dead metapnor. Amusing treatment of such an ex-

pression appears in Qur lutual Friend. Pleassant ﬁiderhgod,

displeased with Mr. Venus's profession of articulsting skele=-
tons, doea not wish "'To regard myself, nor yet to be re-

1nl92 On the occasion of N¥r. Venus's

garded, 1In that bony light.
first visit to Silas Wegg, the latter admires his friend's
capacity for seeing things in a calm light. Nkr. Venus protests
in reply that the lady's displessure has csused the unsocia-
bility of his naturs; he springs up in his emphesis and causes
¥Mr, Wezz to tilt over backwards in nis cheir, Indignant, kr.
Wegg objects, ¥'And as to being regarded In lights, there's
bumpy lights as well as bony. In which,!' again rubbing his
head, 'I object te regard myself.'"

In the same novel this expresslion appears in e satiricsl
passage on education, in which Dickens writes of the pattern
"engendered in the light of the latest Gospel according to

#1983

Monotony, where there 1s a sarcsstic and ironical reference

to the 1idea of illumination or inspirastion connected with
Gospel. Likewlse, lignt as adornment andas explanetion 1lsa
played upon with ridlcule, as ¥rs, Wilfer objects to Bella's
attractions illuminating WMrs. Boffin's house and explains her

reasons for objection., Dickens csalls this tirade "this lumlnous

wl94

elucidation of her views, Such varying treatment of ima-

gery 1s usual with Dickens.

1g2 183 194

Qur Mutual Friend, p. 312. Ibid., p. 226. Ibid.,p. 214,
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I have shown how Dickens depicts nhis lovely wonen
larsely in terms of this image of light. In connection wit
them, light sipgnifies a diffused composite of 1ldeas, including
ot only besuty, but also comprehensive nobllity, love, &nd
devotion. #&ather Summerson repeatedly sees her cousin Ada, her
dear girl, surrounded with this kind of light. "The days
when I frequented that miserable corner which my dsar zgirl
brightened, can never fade in my remembrance....there is a
mournful glory shining on the place, which will shine forever, "185
The girl's golden hair connects her with the benaficenrt in-
fluence of sunlignt. ©nt thls influence ce&n as easlly come
from starlignt, for "She shone in the mlserable corner like

nl96 ihis power, however, is not astrolo:lcal.

a beautiful star,
Involved 1s a concept most completely expressed in a short
story,"Child's Dream of a Star," where a star 1s assoclated
in chlldish fantasy with light, heaven, an;els, and heppl-
ness.lg? It is to this kind of light that John Rokesmith

refers in Our Kutual Friend when he says to his wile, Bells,

"1You are like 8 bright light in the house, '"198 This is

the light, also, which shines in the face of Lucie lianette

sand which is the golden thread uniting her father to & past or
& present beyond the misery of hils prison racollection.lgg

Her "radiant hair," like Ada's, also signiiies that beneficent

T re———

196
19551 eak House, p. 833. Ibid., p. 825.

lg?This idea 1is also ridiculed in Barnaby Rudge; HKiggs
picks ocut the star which she will inhsblit after death.

198

gur Butusl Friend, p. 711l. 19%%ale of iwo Cities, p. 73.
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influence; in this instence, it "warmed and llghted Lﬁis cold
whitse heagf'ag though 1t were the light of Freedom shinling on
him.“goo Sueh illuminsation is a property also of Little

Dorrit, the light of wnose eyes 1s "so Angellically comforting

and true Florence Dombey this quality is seen by

her father on the night of hils return with his new bride "for
an lnstant by a clesrer light," as "the spirit of his home. "202
Edlth Dombey, slso, 1s described in torms of light, but
her light 1s of a different kind; instead of the "strange
ethereal 1lght that seemed to rest upon [ﬁlorance{§7 nead,"205
Edith's 1s moré of'ten aasoclated with fire or lightning, and it
spaerkles, glcows like an angry sunset, or is sullenly velled.
It is parallelesd LDy & slwilar flery light connected with Alice
ilarwood and her mother; this variety signifies passion, as
differentiasted from a more exemplary emction. The distinction
ié shown in the figurs which describses zdith &s & llgnt around

which a variety of motiis had fluttered.?9% This type of light

emanates also from Estells in Grest Expectations. She remarks

scornfully of her cwn congquests, "Woths, and all sorts of ugly
crestures...hhover about a lighted candie. Can the candle help
1£7"20%  nig light 18 related to & kind of masgzic. &Lstella

206
"outshone all other beauties"; she "lookrnd more bright and

2001416 of Two Cities, p. 42. 203Ibid., p. 667.
201 it41e Dorrlt, p. 787. 2041p14., p. 523.
0
2 2Dombey and Son, p. 516, 205 peat Expectationg, p. 205,

2061p14., p. 204.
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beautilful than before, and I was under stronger enchantmsnt."207

Miss Wade in Llttle ~orrit has a simller type of beauly, but

its attraction is darkened by pride. "The shadow in which she

set, falling like & gloomy vell across her forehead, accorded
8

very well with the charscter of her beauty."zo Bradley Head=-

stone in Our Mutual ¥Friend feels the same kind of encnm tment

as Plp felt; to him Eugene's "very presence beslide [iizzig? in
the dark common street, /was/ like glimpses of an enchanted

world, wnhich it was natural for jealousy...to be unable to bpear

n20%

the brightness of, Emily in David Copperfield has tnis

attraction, whilcn Rosa Partle refers to in her satiricel re-
mark, "it is a plty such a light as you should be among them,
and concealed, "°1°

The two plctures-~as 1t were, of sacred and profane light,

of noble love and passlion--are mingled in the picture of Annie

Strong of Vbavid Copperfield. To the dim but intuitive com-

prehension of lr. Dick,.she is "'s shining star. I have seen
her shine, Sir. But...clouds, Sir--clouds. '"211 1pe loydl ty
and truth of her devotion are questioned, and on Annie, "once

u2l2

like sunshine in the Doctor's house, a change "came on

slowly, like a cloud when there is no wind....Gradually, an

207 el

Ibid., p. 226. Obavid Copperfield, p. 724.

20811ttle Dorrit, p. 25. 2llipi14., p. 654.

2080ur wutual Friend, p. 423. -T°Ibid&. | pp. Bus-024.
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unhappy shadow fell upon her bDeauty, and deepened every day."213

#hen she is justified, "{The beautiful, calm manner...came
e - 3§ . 3 - n214
back apain, &8 iif a cloud nes passed from a sereine sky.

Signlficantly, the leck in Louisa Gradgrind of lard Times is

described by the seme analogy: "struggling througn the dis-
satisfactlion of her face, there was a light with nothing to
rest upon, a fire with notnlng to burn, a starved imagination
keeping life in 1tsell somehow, wnich brigntened its expres-
sion."215 sacnael, on the other hand, has the necessary
quality that Loulsa lecks, snd to 3tephen "the light of her
face shone in upon the midnight of his mind, *€16 Sissy

Jupe furnishes this quality in the Gradgrind family, and final-
ly "the once deserted ;irl shone like & beautiful lisht upon
tiie derkness of the other."%17

ihe Influence of love as natural light extends to tne

idea of home in general, as in A Tale of Two Cities, where

"the shady house was sunny with a child's laugh."ala Lizzle
Hexam in OCur Mutual Friend finds her hope snd her happiness

in Eugene's syes, She says, "I would not have the lip.ht of

nelS

them taken out of my liife. In Bleak House Richsrd sees

R

2131p14., p. 623. 2l71p14d., p. 203.
2l41pid., pp. 369=370, 2187ale of iwo Cities, p. 198,
21%4ara Times, p. 1ll. 2190ur Mutual Priend, p. 550,

2161p1d., p. 74.



81

auch a comforting influence in Allan Woodcourt that "'the

place brightens whenever he comes, and darkens whenever he

1n220 It is said of Esther "that wherever Dame Dur-

n22l1

goes sgain,
den went, there was sunshine and summer &ir. In the same
novel, iHrs. bagnet, the motherly type, is described by her
husband in the same terms: "'She is like a thoroughly fine
day. GUets finer as she gets c‘m.'"z22 The mother-figure of

Our Mutual Friend, krs. Boffin, 1s a "good woman who had been
223

the only llght in the childhood of desolate John Harrmon."
When the wiser, grown-up Pip returns to his old home, he finds
"Biddy and Joe, whnose great forbearance shone more brightly
than before,"2<4%

The foregoing examples serve only to suggest the pre-
valence of this figure and the ramificetions of its meanlng,
for every novel Dickens wrote is fllled with light imagery in
many associstions. Horeover, in almost all the nocvels it
functions also symbolically, as I shall show.

In sddition, from tals core of meaning centering about
the 1dea of love and home, the concepts conveyed by means of
ima;es 1involving light branech out to include memory, goodness,

punishment, life, health, reaslity, happiness, hope, compre-

hengsion, &nd recognition., Dsvid Copperfield is heavily con-

cerned with recollection, wnich he associates with shadows.
e writes that he made s compact with himselfl "to reflect my

mind on thls paper...and bring its secrets to 1light.,"22% e

Bleak House, pe. 70l. Sur jkutual Friend, p. 343,

22l 1a., p. 431. ®24Great Lxpectatlons, p. 454.

22

5
2221bié0’ Pe 390, Davld Copperfield, p. &89,
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invokes the Iigures ln his 1life "to come oub from the mists
and shadows of the past."226 Jydney Carton tells Lucie that
the sight of her and her home "'has stirred old shadows that I
thought had dled out of me, 11227

The evil forces of the French Revolution in A Tale of

iwo Citles are depicted as darkness which "was closing in as

surely, when the ciiurch bells...should be melted into

thundering canncns.”ggs In David Copperfield & trace of

wickedness ls suggested in Hosa Dertle's face, "darkened and

disfigured by passion"229

ned0

and in Steerforth's "dark kind of

earnestness, In Bleak House ksther's birth is the shadow

under which her life was begun. Lady Dedlock's life haa the
same shadow. She tells her daughter, "!'I must travel my dark
road glone, and it will lead me where 1t will.'“231 In con-
trast, Sir Lelicester's gda lant shielding of his wife has the
lustre of such qualities as sare found werthy In both mechanlc
and gentlemsn., "In such a light both aspire salike, both rise
alike, both children of the dust shine equally.">°% Esther
sees goodness In the sun which shines on her guardian's head,
"as if the brightness on him must be like the brightness of the

Angela.”253 In Qur Nutual Friend, MNr. Doffin's supposed detere

©201pid., p. 646. 2501p14., p. 322.

aszale of 1wo Uities, p. 141, 251Bleak House, pe. 514,
232

2281b1d,, p. 175. Ibid., p. 802,

229 23

David Copperfield, p. 723. 5Ibid., pp. 865-866.
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joretion is shown in the darkening of the day: "One might
have said that the shiadows of avarice and distrust lengtnened

ags his own shadow lengthened, and that the night closed around

wed4

him gradually. In Zdwin Drood the atmosphiere of susplicion

which falls on Bazzard 1is .Lonveyed by means of the fabled upas
tree; he has "a general air of having been reared undsr the
shadow of that bsal eful tree of Jeva which has glven shelter to

n235 Jonas Chuzzle-

more lies than the whole botanicsl kingdom.
wit's evil deed is a "black accomplishment,"256 and "As the
gloom of evening, deepening into night, came on, ancther dark
shade emerging {rom within him seemed to overspread his face,
and slowly changed itees.until it wss black night within him
and wihhout.“237

As good and evil are pgenerally seen in terms of light
and darkness, s8o also are mercy and retribution. Bill Sikes
is pursued by a ghastly figure whose shadow he can trace even
in the gloom. In & spectacular reversal of this light-dark
association, he sees in horrible Imagination the eyes of the
corpse, "as if watching the reflection of the pool of gcors that

quivered and danced in the sunlight on the ceiling.“238 Niche-

olas Nickleby warns his uncle, "‘'Your day is past, and night

is coming on.'"23° 4nd later, confronted with failure and de-
234 237
Qur Mutual Friend, p. 61l. ibid., p. 740.
235 238 *
Edwin Drood, pe. 102. Oliver Twist, p. 366,

238y artin Chuzglewit, p. 736. 239yichoias Nickleby, p. 735.
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tection, Relpl: cries, "Y1 am tramplsd down eand ruined. The wrétceh
told me true. The nipght Lias come. '"220  wren both: Hudge and his
halfwit scn are 1in prilsocn, warnaby looks at the moon and stars,
wilen shlns throuon hls small window; "as ithirou b the narrow crevice
of one

ssod deed In a murk; l1ife of pullt, the face of ieaven sunone

bri.iit and merciful. 24l The fatality of Jonas Chuzzlewlt's deed

~

1g = his own working; "the .loom thet gatherec rouand iiim, wass the

-

shadow of ~is own 11fe."242  [i1ve p111 Sikes, PFradley leedstone in

Jur LHutual riend is pursued, bub not by gullt s¢ ruch as by the

morse wearisome state of mind in whnich he is contirually doing the

deed agagn and doing 1t more effliclently; "the pursulng shadow of

tols borture may be traced through every lie they / murderers_/ vell, 245
Like goodness anc mercy, life 1tself, both: physicsal and spirit-

ual, 1s related to the 1i,nhit. In Edwin Drood "chan:.es of ;lorious

light...penetrate the Cathedrsl, subdue its esrth odour, and preach

nedd

the Resurrection and the Life. In dartin Chuzzlewit the sun signi-

fies the wvitallty msnifested in youthful vigor: "Like a sudden flash
of memory or spirit kindling up the mind of an <ld man, it shed a glory
uporn: the scene, in wnlen lts departed ycuth and fresihiness seemed to

live again."245 Tom=-all-Alone's in Bleak House stands for loss of vi-

tallty through corruption snd disease. In & reversal of the previous
scene, darkness fslls and gradually swells "until it fills every void
in tne place" except for "some dungeon lights burning, as the lamp of

Life burns in Tom-all-Alone's, heavily, heavily, in the nesuseuus air, @46

2401pid., p. 820. 244zgwin Drood, p. 248.
24lpapnaby Audge, p. 571. 245, ertin Chuzzlewit, p. 7.
242iartin Chuzzlewit, p. 736. 24610ak House, p. 632.

Qéssur utual Friend, p. 738.
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(It is curious that sven in such a passage as tnls Dickens
can indul;e in & pun. "The blackest nightmare in the infernal
stables grazes on Tomeall-Alone's, and Tom 1s fast aslesp.,”

Dickens produces the same sort of wrench 1n Our HMutual Friend

in Betty Higden's death scene: "travellers in ths valley of

The valley of the shadow naturelly assoclates light's

the shadow of death eare apt to be lightheaded.

absence with death. 71hls shadow may be thrown by the gallows,

as 1in Oliver Twist and A Tale of Iwo Citles. Dickens con-

nects it also with the material symbol of death, the grave,
in a series of imazes in which 8 grave is shadede~in Pickwick

by a church, in Oliver lwist by the traditional yew tree, and

in both Kicholas Nickleby and David Copperfisld by & tres.

The graveyard shadow image makss the life-death, day-night

assoclation, which appesars 1n many forms: in Martin Chuzzle-

wit "the church spire cast & long reflectlion on the grave-yard
prass: as 1f it were a dial...marking, whatever li:hit shone
out of Heaven, the flight of days snd weeks and years,"248
Dickens frequently writes of the day dylng or beling born;

Pip sees the night as a "great black velvet pall outside my

ne49

little window. In Qur ¥utual Friend John and Bella ex-

perience "a twilight calm of happiness then succeeding to tueir

n250

radiant noone. Davlid Copperfield, for the first time on

2470ur kutual Friend, p. 532. - °Grest Expectations, p. 13.

248y t1n Chuzzlewit, p. 8l. <°00ur yutual Friend, p. 791.
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his own, enjoys nis life, finding 1t fresh and free by day-

light, "But as the day declined, the 1life seemed to go down

too_u?Sl

By daylizht the prospect may look brighter, but such
light also reveals the reslities of life, and the night, which
may bthus bs friendly, provides the atmosphere of dreams and
fancies,

Dreams sare the bright creetures of poem and legend, who

sport on earth in the night sesson, and melt awsy 1in the

first beam of the sun, which lights grim care and stsgﬁ
reality on their daily pllgrimege through the world,
To the dresming children of Dotheboys Hall, the light of

life 1s sad. Life's sadness also 1s expressed in A Tale of

Two Cities 1In connection with the dark part of Dr., Hanette!'s

life, which casis its snadow beyond himselfl and falls on Lucle,
Talking 1in the moonlight with his daughter, the doctor recalls
his gazing on the moon from nis cell, The sadness of the sub-
ject is projected sympatnetically to the moonlight. "In the
moonlight which 1s always sad, as the llght of the sun itselfl
is~-gs the light celled human life ise-at 1its coming and its
going."zss The reality of life is sad, but so also is the
insubstantlallty of its happiness. For this idea likewise

the light-shadow comperison serves. In Maertin Chuzzlewlt

Tom Pinch admires the beasutiful shadows of the cliouds on the

hills. "Alas, it 1s the nature of their kind to be so. ‘the

gslﬂavid Copperfield, p. 356, 253 7g1e of Two Cities, p. 176,
252

Nicholas kickleby, p. 148,
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loveliest thin.s in life, Tom} are but shedows; and they come

and go, and change and fade away, &s rapidly as theses 2ot
Hlowever, of such li;hts and shnadows is the world made up,

and 1f the insubstantiaelity of happiness i8 expressed by

shadows, the havnpiness itseis Is bright, as the pnilosopny

of Pickwieck shows:

ihere are dark shadows on the esrth, but its lights sre
stronger in the contrast, Some men, llke bata or owls,
have better eyes for the darkness than for the light;

we, wWno have no such opticel powers, are better pleassd
to take our last parting look st the visionery companions
of many solitary hours, when the Bgéaf sunshine of the
world is blszing full upon them.

Similerly, in Bleak louse Richard snd Ada "went as lightly

through the sunlight, &s thelr own happy thoughts might then be
traversing the years to come, and making them all yesrs of

256 . .
" Such happiness may be expressed in @& person,

brigshtness,
as in ¥Mr. Pegiotty's face, &s "ormehigh noon of enjoyment"257

or in Nr. Boffin ss "one broad plece of sunshine fron hsad to
Ifo0t."258 1The trouble of Kichard snd Ada's future 1s forecast
in their relationsnip to the two other Clhancery sultors, when
"the shadow of that palr, one living snd one desd, fell heavier

on Richard's departure than the darkness of the darkest night.“gsg

As David Copperfileld recells Yarmouth and its assocliatlions, he

254

Mar tin Chuzzlewit, p. 206, 257pavid Copperfield, p. 313.

255P1ckwick Papers, pp. 814-315. 2580ur wutual Friend, p. 808,

56 . : 259 , &
Bleak House, p. 182, Bleak House, p. 357.
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writes, "A drsad falls on me here. A cloud is lowering on
2260
the distant town.
In & similar comparlison, hope or good fortune appears
in the light. Pip's grest expectations were for briinht fortuns,
and he wished his "own good fortune to reflect some rays upon'”

26 .
Herbert. 1 hecording to George Sampson in Quy Kutusl Friend,

"fPortune shed her beams upon'" the Wilfer family.gsg Contrari-
wise, to Lucie wanette, hauesme Defarie represents the extince
tion of her prospects; "'that dreadful woman seems tc throw

8 shadow on me and on all my hopes."‘za:5

The comic side of the picture of hope's radiance 1s

presented by =2iless Wegg in Cur Mutual Friend, a8 he welcomes

#ir. Venus "in a glow,"

sayling,
'you come like I don't know whate--sxactly like it--I
shouldn't know you from it--shedding a halo all around
youe !
téhat kind of halo?' asked Mr. vVenus, .
t'Ope, sir,' replied Silas. ‘'‘hat's your halo, '<64
Recognition of some kind appears &s surrounding one with

light., "Nr. Tupmen felt, that as Jingle's popularity increased,

n265 Mr, Waterbrook

he {(Tupmen) retired further into the shade,
says of Tracdles, David Copperfield's friend, that he 1s

"tone of those men who stsnd in their own light.’"zs6 Betty

260pavid Copperfield, p. 447. 2640ur sutual Friend, p. 497.
26

gelgreat Expectations, Do 280, szick“fick P@ SIS, Do 104.
266

2620ur Mutual Friend, p. 840. David Copverfield, p. 372,

263»1'313 9_{ Two Citiesg, Pe 250,
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Higden in Qur Kutusl Friend will not spoll her grandchild's

prospects: "'l wouldn't stand In the dear child's 11 ik, ¢ 1267
Sydney Carton at the pulllotine sees Into the future, a
child in Lucie's family bearin; his name, "'my name 1s made
iliustrious there by the 1lluut of his,'"253

¥re. Pickwick presentga a humorous interpretation of the
light of the mlnd. "Like a a8 lamp in the streat, with the
wind in the pipe, he had exiibited for s moment an unnatursal

n269

brilliancy. ¥Mr. Chadband in Bleak House oratorically in-

tones "'the light that shines upon some of us. #hat is that
light?',..'It is,*' says “hadband, 'the ray of rays, the sun

of suns, the moon of moons, the star of stars. It is the light

§ 13270

of Terewth,. +he mind of kr. Dick in Dsvid Copperfield is

dim, but his intuition and his feeling are radlant. "To the

mind of the heart, if I may cell it so, in Nr. Dick, some bright

ray of truth shot straight,"271
Thus variously interpreted do light anc shedow rscur

through Vickensa's pages.
2, ¥Water
Water, like light, appesrs in many forms and signifles many

———————co

2670ur nutusl Friend, p. 208. 270Blesk House, p. 362.

2687a18 of Two Cities, p. 358. ©/‘David Copperfield, p. 624.
259

Pickwick P ers, p. 18,
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idegas, It takes the shape of river, sea, well, fountain, or
simply water in the mass or in the abstract, to express life,
death, time, humanity, thougnt, emotion, or spesech. As river,
it flows through novel after novel, in the ssme way a&s David
Copperfield sees it running throu,h nis memories:

Weeks, months, seasons, paess along....hiow, the Common

where 1 walk with Dors is &ll in bloom,...In a brseath,

the river that flows through our Sundsy walks 1is

sparkling in the summer sun, 1s ruffled by the winter wind,

or thickened with drifting heaps of ice. Faster than

ever river ran towsards the ses, 1t flashes, dszrkens, and

rolls away.
Pavid sees the river in three-~fold gulise~~gs unifying element,
a8 pessazyge of time, and ss life itself. *“‘he river runs sinilar-
ly through otner novels: 1t 18 not only the Yhames, on whose
banks incldents occur; it is symbollc of the life llived near
1t, and iIn these novels water takes on symbolic meanlng in
many forms., Pecple living along the shores are sometimes
described as if tihey were actually inhabltants of the river,

metaphoricslly inhabiting the river of time and of life. In

ureat Expectations a "water rat" of this kind, called 'Jack!

(a name which appears elsewhere as the generic nickname for

the British sailorgvs), is depicted "as slimy and smeary as if

n274

he hed been low-water mark too. ine nature of life's

272101d., p. p. 627.

273 phe Uncoumerclal Iraveller, V, "Poor kercantile Jack."

274
Great Expectations, p. 418,
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course is at times suggested in these terms, as in the re-
printed piece "The Ghost of Art," where "a dreary set of cham=-
bers™ is "situated in a square court of high houses, which
would be a complete well, but for the want of water and the
absence of a bucket."®7® Or unhealthy life is seen in
contrast with "all the busy ripple of sane life {or of life,
a8 sene as 1t ever is) /which/ came murmuring on from far
sway, and broke against the blank walls of the Hadhouse, like
a sea upon a desert shore.“276 These lest two illustrations
from outside the maln body of the novels Indicate tnat thnils
common concept of life in the form of water like a river or
a sea is VPickens's customsry way of thinking.

if 1ife is a river, desth, then, 1s the end of life as
the sea is the destination of the river. lr. Barkis's death
follows this course. "'People can't die, a lonzg the coast,'
said ¥r. Peggotty, 'except when the tide's pretty nigh out.'™
Berkls turns to David with his charscteristic sayin;, 'Sarkis
is willin'.' "And, it being low water, he went out with the
tzde."277 The river, too, signifies death, especially to any

who are miserable in life, as heg's plight in ‘he “himes in-

T e
Jicates:

To the rolling River, swift and dim, where Winter
Night sat brooding like the last dark thoughts of many
who had sought a refuge there before her. Where scat-

r—it————"

27%:eprinted Pieces, p. 32. 277David Copperfleld, p. 444.

2761v14., p. 172.
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tered lights upon the banks pleamed sullen, red, and

dull, as torcnes that were burning there, to show the

way to Deasth, Vhere no abode of living people cast

its shadow, on the deep, impenetrable, melancholy shade,
io the River! To that portal of Eternlty, her

desperste footsteps tLended with §9§ swliftness of its

rapld waters running to the ses.

Dickens sees time, like 1liie, as a flow of water=--time
not only as units in passing hours, but also as perlods in

the sense of epochs. Both are found 1n A4 Tale of Iwo Cities.

The fountain in the village and the fountain st the chsteau
of ionsieur the Marquis flow, "both melting sway, like the
minutes that were falling irom the spring of Time.”27g ihe
forces of revolution course in like fashion: "Yet the
current of the time swept by, so strong and deep, and carried
the time away so fiercely, thst Charles had lain in prison

one year..."280 0ld Trotty Veck in The Chimes says,

I know that our inherlitance 18 held in store for us
by Time. I know there 13 a Sea of Time to rise one day,
before which all who wrong us or oppress us will be
swept away like leaves. I see it, on the flowl<8l

In the same frame of reference, people in the sabstract

end 1n the mass are nearly always described in terms of water,

both river and seas. In Bleak House csther sees little "Charley"

"melt away into the clty's strife snd sound, like & dewdrop

in an ocean."282 And Jo s8its on & corner, "the sun going down,

278Christmas Books, p. 152. 281Christmes Books, pe. 153.
2791ale of Two Citles, p. 11S. 282816&k House, p. 21¢.

2801pid., p. 260.
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the river running fast, the crowd flowing by him in two streams--

everything moving to some purpose and to one end~="<83 1n

& psper on the theatre in *he Uncommercial iraveller, the

crowd Tlows out: "I came ocut in a strong, slow tide of them
gsetting from the voxes,"<84
Since Dickens customarlily describes any moving group of
peopls, no matter how small, in terms of flowing water, he
naturally depicts the crowd thus, also, in his two outstanding

treatments of people in the mass. The Uordon riots in Barna-

by dudie and the French Revolutlon in A Tale of Two Clties are

both seas rising. ¥or page alfter page, the descriptions of

these scenes continue the basic anaslogy. In Barnaby #udge the

roar of & mob is portrayed by one of Yickens's most unusual
imsges: ™t would have been difficult for the most vigilant
observer to polnt this way or thsat, and s&y that yonder man
had cried cut: 1t were as easy to detect to motion of lips

4285

in a seashell. In A Tsle of Two Citles, as Defarge plves

the signsl,

%ith a rosr thet sounded as if all the bresti: in Irance
had been shaped into the detested word, the living sea
rose, wave on wave, depth on depth, and overflowed the
city to that point. Alarm-bells ringing, drums besting,
the sea raginésgnd thundering on its new beach, the
attack begpun.

This sea is 8lso a flood: "the deluge risin; from below, not

2831b1d,, p. 274. %86pgle of Two Citles, p. 203.

284Tbe Uncommercisl Irsvellsr, p. 36.

285Barnabz ludege, p. 602,
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falling from above, and with the windows of Heaven shut, not
opened]"287

in ordinary speech, thought is commonly considercd a liquild
mass as well &3 a traln or procession, 83 one can see in the
idea of sometning below the surface of one's thoughits or in
the metaphoric course or channel of thoughts. Dickens character-
istlcda ly extends such dead metaphors, &8 in a reference to
Ross's curious look &t Ldwin Drood. "Did 1t mean that she saw
below the surfaece of his thoughts, and down into theilr twi-

? ﬁ288

light depthns Picholas Kickleby, thinking of Iadeline,

finds his thought "not more satisfactory than hlis previous
course of reflection, end only drove him cut upon & new sea of
speculation and conjecture, where he tossed ana tumbled in

ne89

great discomfort of mind. John Rokesmith in Our Kutuel

Friend seeks another source of information about Lizzis and
finds 1t througl: the schoclmaster. Looking at Bradley Hesad-
stone, fokesmith thinks that "he had opened & channel here
indeed, and that 1t wes an unexpectedly dsrk end deep and

260
stormy one, and diifficuit to sound." in Little Dorrit

Arthur Clennam tries to turn his attention to some "trein
cf thought,"” but "it rode at anchor by the haunting topice..."”
As though a crimlinal should be chalned in a stationery

boat on a deep clear river, condemned, wnatever countless
leaggues of water flowed past him, slways to see the

liickleby
Ibide, p. 2&9. Nicholas Nickleby, p. 534.
28

8
Edwin Drood, p. 143. 290Qur mutusl Friend, p. 404.
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body ol the fellow creature ne had drowned lying at tue
bottom, immovable, und uncha geable, except &8s the eddies
made 1t brosd or long, now expanding, now contrscting its
terrible lineaments; so Arthur, below the shifting
current of transpasrent thoughts and fancies which werse
#Zone and succeeded by others as soon as core, saw, sStesdy
and dark, snd not to be stirred from its place, the cone
subject thet he endeavoured with all his might to rid
himself of, a&nd thet he could not fly from,<®

Qverflow of both emotlion and speech are likewlsze ordin-

arily depicted in such phrases as gush, raein, or flood of

tears and course, flow, current, or tcorrent of conversetion,

In Little Dorrit both ere combined in an ima;e which charascter-

isticelly plays upon the dead metaphor: Flora Finchlng "launche
ed out among the cups and saucers into & wonderful flow of tears
and speech."292 Sam “eller makes the most of the t ears cover-
flowing in his own particular images for Job Trotter's deslings

' He says, "'Tears never

1293

in "t'this here water-cart business.!''
yet wound up & clock, or worked a steam ingln. In Our

vutual Friend HMr. Veneering literally plunzes into the cone

versation "end emerged from 1t twenty minutes afterwards with
a Bank Director in his arms,"<°%

Thus, wstsr, like light, embraces a complex of signllicances
which overla, esach other. lost characteristicaily, 1t denotes
life, death, or time, and 80 general are the conceoeptions thsat
very freguently one image signifies all three simultanscusly;

in like manner, the light-images so interlock life, happlnsss,

and goodness with the sun, the westher, and time thet there

291r:ytle Dorrit, p. 706. 299Pickwick Papers, p. 221.

29%1bid., p. 431. 2940ur NMutual Friend, p. 138.




106

is a constant interchanie among these ideas.

3. Fire

inis process is further complicsted by the relationship
between the light-image and the fire-~image, which 1 have dl ready
suggested, It is most characteristicelly expressed in Dombey
and Son:

But it is not in the nature of pure love toc burn

8o filercely and unkindly long. *he flame that in its

grosser composition has the taint of earth, msy prey

upon the breast that gives it shelter; but the sacred

fire Ifrom heaven 1s as gentle in the heart, as when it

rested on the heads ol the assembled twelve, anggabow-

ed each man his brother, brightened and unhurt. a
This passa;e concerns Florence's love for Paul, her grief for
him and her remembrance of him. With the conjuring up of thls
ima.e (of the sacred flame, presumably/, Florence 1s reconciled
to the reminder of her loss, snd she Ifrequents her brother's
room, whiere "the golden water" danced on the wall. <he links
in this novel, in which "tne golden water" is sunlight, Flor-
ence's influence 1s sunlight, Zdith's passion 1s flame, kr,
bombey's heart is 1ice, and desth is the sea, indicstes the
complexity of this type of relationship.

The fire which in Lkdith Dombey is indicstive of passion

may also signify 1life, both literal end figuraetive. In Qur

Mutual Friend thne spark of 1life sroulders in Riderhood after

his rescue from near-drowning. Sydney Carton says to Lucie

2048
Dombey and Son, p. 254.
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sanette, "' you kindled me, heap of sshes tnat I am, into

"295

firee=1% ire, as well &s light, has an association with

the sea, a8 in Bleak House, where through thie mist and the

gloom "oil lemps, with their source of 1life half f{rozen and

nalf thawed, twinkle gaspingly, like fiery fish out of water-—-

3;296

as they are. In David Copperfield, slso, lamps are surround=-

ed by "a mist rising like & sea, which, mingling with the darke
ness, made it seem as il the gathering waters could encompass
them."zgv ihere is & linking of sea and land, elso, in the
description of the valley througn which ir. Dorrit's carriage
approachies Venice, "a hollow of the black dry sea," where "there
w8 nothing visivle save 1ts petrified swell and the gloomy
5ky.a298

Another grouping occurs in both Barnaby Rudge and A

Tale of Two Cities, where a broken wine-cask acts as en impetus

to the wilder inpulses of the mobe~a linking of the figurative
fire and water through a liquid which is metaphorically both.

The relationship is explicitly stated in A Tale of Two Cities;

lie Gavelle shuts himself in his house, "on the brink of the

black ocean,"

where all functionaries are in danger of hanging;
and whosoever hung, fire burned. 4ihe altitude of the
sallows that would turn to water and guencn it, no
functionary, by any stretc% Sf mathematics, was able

to calculate successfully. 9

2¢51g1e of Iwo Citles, p. 141. <98Little Dorrit, p. 662.
: 99 -
296B1e ak liouse, pp. 802-803. 2991416 of Two Citles, p. 154.

297pavia Copperfield, pp. 675=6786,
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The next sentence, opening & new chapter, beyins, "In such
risings of fire and risings of sea-=1300

Thus, in the treastment of Dickens's most commonly used
images, there is a fluidity which blurs the outlines of his
most 1mporﬁant concepts and fuses tizem into one sasnother, so
thet 1ife, death, time, humanity, love, and happlness sre all
related in terms of ima_ ery, which sees them diversely and some=
times Iinterchien;eably in {terms of light, weter, and fire. C(ne
could not say that this imagery is distinctive or precise in
its artistry. \‘here it is most successful, as it is, for

instaence, in the mob scenes of Barneby fudge and A Tale of

Two Clties, it is so by the sheer forcefulness of the narra-

tive rather than by the freshness or vitelity of the figurastive
relationships. Dickens deplicts life's sbstractions in the

same terms tiiat have traditionally served menkind for their
concrete expression. His largest effects are fundsmental, not
new, *he elements of the emotional world are the elements of

tiie physical world.

4, Animal Life

From the world of living crcastures, Dickens takes s
variety of images ranging in subject from the elephant to the

fly. Thils range appesrs in the miniature Noah's ark which 1is

3OOIbid., P. 220.
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a toy comwmonly singled out for mentlon in Dickens's stories.

Cadleb Plummer, the toy-maker in *he Cricket on the Hearth, finds

g great demand for these toys, and he specifically mentions
the relative scale of the elephant snd the fly. the Jellyby

children in Bleak House end little Johnny in Qur Futual Friend

ere particularly fond of this toy. From this minieture re-
presentation cones one of Dickens's typical images from the world

of snimels applied to the world of men. In A lale of Two Cities

the decadent aristocracy of France on the Brink of fevolution

is lilkered to the society of flies in Defarge's winé-shop. Some

of these flies have drowned in the bottoms of wine glasses,

while others continue, seemlingly unconcernsd, as fsr removed

gas 1f they were eleplhiants. "Curious to consider how heedless

flies arel--pernaps they thought as much at court that sunny

summer day."001
This image 1llustrates the usual signiflicance of Dickens's

animal Iimagery. Its customary object 1Is to point out some dis-

crepancy in humen benavior. Thus, in Little Lorrit, Frederick

Dorrit inappropristely "shuffled like an elephant,”sog (in=-
approprlately, since he 1s weak and helplezss) and Henry Gowan
"tdeplored the necessity of breaking mere house-flies on the
whasl.'“503 Ususlly, the wild bsast denotes the savagery latent
in the human which 1is only held in check or breaks out under

certaln conditions. <“hus, in A Ysle of Two Cities, the iarquls

301
3

Ibid., p. 169. 5031p14,, p. 697.
021 ttle Lorrit, p. 8l.
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"looked like some encihanted marguis of the impenitently wicked

sort in story, whose periodical change into tilger form was

.9304

either just pgolng oflf, or jfust coming on Madame Deflarge

plans for the time to lst looss a tiger and a devil, and "iIn

the hunted alr of the pecple there was yet scme wild-beast

2305

thought of the possibllity of turning at bay. in Nicholas

liickleby, "Guadruped lions ars sald to be savage only when they

ere hungry; biped licons are rarely sulky longer thian wnen thneir

n306

appetite for distinction rerains unappeased. kkiss Squeers

w007

in Nicholas hlckleby is "vixenish to the last,. Alice iapre

308

wood in Dombey and Son is like & tigress. Mademolsslle

ilortense the murdersess in Bleak House, 1s "like a very nest
309

she-woll imperfectly tared."
ine jungle animal mey illustrate, besides, merely lack

of huranity, apart from savagery. In Blesk House & dearth of

imagination 1s traced through the growth of the Smallweed
femily tree to Judy, who "seemed like an animal of enother
species.” “Yhe consequence of this dearth 1s that the children
of tihis family tree grew to be inen and women with & "likeness

-to 0ld monkeys with something depressing on thelr minds."SlO

304Tale of Two Cities, p. 118, 3GBDombex and Son, p. 740,

3051b1d., p. 27. 309Bleak House, pe. 15Y.

306Nicnolas Nickleby, p. 182, ©°101pid., pp. 290-291.

307

ilbid., p. 842,
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Mre. Chadband is "not unlike ghear wino hes been teught to walk

w311

uprighte. fire. Grewgicus in bdwin Drood says, "*'I fesl, on

these premlsss, as if 1 was a bear--with the crampe--in a youth-

. 312

ful Cotililone'"
dhe domestic animals achieve the same end. DBesldes ths

customary swinisn, shnsepisih, and donkeyisn atiributss, they

furnisii such incongruocus descriptions as, in Blesk nouse, ¥rs,
nold

Jellyby's "nair looking like the mane of a dustman's norse

and, in Cur Mutuel Friend, Fleasant ilgerhood's halr arranged

"in the style of the tail of a horse when proceediny to market

udld

to be B80ld. ine ainpister charuscteristles of the ¢cat ars

stressed, mcst notavly to deplict ir. (a

g

Rer, the villain of

Dommbey and Son. +hne dog 8&liost invariably appears in iis most

unpleasant aspscts, either vicious, fawning, Insigniiicant,

or simply ridiculous. 3Steerfortin expresses nis dlstaste for
twilisnt by saylng, "'I detest this mongrel tims, neltner day
nor night.’"313 ihe pest the dog ever fares is in the assurance
in A ltale of Iwo Cities that Jerry vrunciaer in France will not

: 315
be taken for anything but an English bulldog. ? The most

famous dog, naturally, is #ill Sikes?!, a viclous creature which
guards or attacss anyone at 1is master's benest.
ihe water creatures or amphiblans indicete fitness or un-

fitness, a&as in the instance of Job Trotter, "*You seem one of

311 _
iblde, pe 265, 3145ur wutual Friend, p. 375.

Slepawin Drood, p. 78, 5lsDavid Copperiiseld, pp. 320-321.

51381@ak douse, p. 423. SIGT&IG of Two Cities, p. 224.
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the Jolly sort--looks as conwivial as & live trout 1n & lime
basket,! added kr. Weller, in an undsrtone."7 In David Cop-
perfield ¥r, Chillip's usual procedure in shaking hands is “to
slide 8 tepid little flsh-slice, an inch or two 1In advance of
nis hip."318

The birds offer the most varlety. 4he prisoners at the

beginning of Little Dorrit are referred to as birds, and the

escaped convicts in Great Expectetions are “*birds flown from
g"Slg

the cages,. Magwitch says, “"'I'm & old bird now, as has

:

dared sll manner of trap since first he was I'ledzged, and I'm

[ ﬂ520

not afeerd to perch upon 8 SCREracrow. +ne doll's drezsmaker

in Qur kutual Friend calls herself Jenny wren, and her eye is as

“prirht end watchful &s the bird's wiose name she had taeken, "<l
In Bdwin Drood Kosa Sud under the protection of her guardisn is
like "a dove in a high roost in e cage of lions, "0°2

The interesting feature of these analogles from the animal
kingdom 1s the concept of incongruity expressed, &liost without

exception, by their means.

5. Plant Life

The principel 1dea which Dickens conveys by means of the

3201y,14., p. 315.

317P1ckwick Papers, p. 218,
31

BDavid Copperfield, p. 835. 5210ur lutual Friend, p. 361.

S1l9peat Expectations, p. 11l1l. 522pawin Prood, p. 210.
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vezetation imase 1is the develcpment of emctional l1life. This
unfoldins belengs typically to the child, and it inecludes both
love and imszination. *ickens’s most thoroushgoing execution of

thias ides 1s Hard Timass, which depicts the blighting effects of

bad edusstion. "tPszcts,!™ says kr. tradgrind. "tPlant nothing
else, and root ocut evervihing alse.'"sgs The £1. ure, whlch runs
throush the story, 11ls ILoulss's final protest to her father,

YWihat have you done. ¢ father, what have you done,
witn the gardsn thet should have bloomed once, in Ghils
gpreat wilderness herel...

¥iould you heve doomed me, at any time, to tie Irosu
and ©li;nt that have hardened and spoiled me? VWould you
have roboed me--for no one's enrichment--only for the
greaater desclation of tnls world--of tine immategé&l part of
my life, the spring and summer of my bellef,...

The same flgure occurs in Oliver Twist in reference to the work-

house, "this system of farming,” which cammot be expected Lo

"produce any very luxurisant crop."sgs

Nicholas Nickleby calls
Dotheboys Hall that den "'where the lightness of childhood snrinks
into the heaviness of ere, and its every promise bli;hts, and

withers as it grows,!'"92% 1n Dombey and Son Dr. “limber's young

sentlemen are subjected to a different kind of educational mis-
management,

in fact, Doctor Blimber's establishment was & great
hothouse, in which thers was & forcing apparatus incessante
ly at work. All the boys blew before their time. Hental
green-peas were produced at Christmas, &nd intellectusl as-
paragus all the year round. kathematlcal jooseberriss (very

323 %28
Hard Times, p. l. YeYoliver Twist, p. S.

3241p1d., pp. 194~198. 32641 cnolas Niekleby, p. 256.
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gour ones too) were comnon at untinrely seasons, and from
mere sSprouts of bushes, under Loctor Bliimber's cultivation.
&very description of Ureek and Latin vegetavle was got off
the driest twl:s of boys, under the frostlest circumstances,
Nature was ol no consequence at sll. Kc matter wnat a young
gentleman was intended to bearé Doctor #limber made him bear
to patterrn, somenow or other.o
From the reaim of vsgetation comes also ths figure {or any
effect frow & ceritaln cause. ‘“he Gordon ricts, the confusion of
Chancery or of tie Circumlocution Orffice, the wasted life of
Sydaney Carton or ol Arthur Clennam, tine forces of the French ne-
volution--all such conseguences are w ritten of in these tarms.
"Sow thie samwe seed of rapecious llcense and oppression over & aln,
n . 2 i = s . ﬂ328
end 1t will surely yield tne same frult according to its kind.
In addition, around tnis idea are grouped many phrases of dead

metapnor: blignted hopes, nip in the bud, run to seed, ripen a

desizn, or take rovte.
A8 the bloom of youtn portrays Rose Maylise and other young
women, 80 also does tne vegetation image furr.sh description of

meny other Vickens charscters, but more often then not, for these

lesser lights, in & somewhat humorous fashion. In ¥Hartin Chuzzle=

wit the widow krs, Lupin "had passed throu; her stete of weeds,

and burst into flower agaln; and in full bloom shie hiad continued

ndRS

ever since. in Bleak House Yony Jobling unexpectedly accosts

nls iriend Uuppy, who &sks where he has sprun; {rom. 7Tony replies,
"1¥rom the market-gardens down by Deptford.'...Jobling looks hungry,

and slso has the appesrance of having run to seed in the msrket-

27
32 Dombey and Son, pp. 146-=147. 329 artin Chuzzlewit, p. 29.
3

28pa1e of Iwo Citles, p. 353.
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gardens down by Deptford."sso

Likewlse in the humorous style are various typlcal scattered

images inappropriately blooming from this source. In 01d “uriosity

Shop Mr. Chuckster as "a lalse collar plucked up by the roots" by

. 331 . . )
Sally Brass in a rage. David Copperfleld notices that kr.

Mell's "stocking was just breaking out in one place, like & bud. 552

Pip in Great bxpectations comments on his slster with a dustpan,
n333

"vigorously reaping the floors of her establisnment.
Like the other analogies I have discussed, these compsarisons
ordinarily serve to express certaln sets of ideas whenever they
appear, sometimes to follow throuch a theme, 7The same basic image
also furnisnes indlvidusl humorous descriptions, without regard
for the underlyling serious concept and without fitting into any

continuing pattern,

6. Militery Activity

A set of military [{igures recurs [requently in Dickens's
pages. Unlike the previous imsa, es, these seem never to follow a
concept in its development through a story, although, llke the
others, they do lend themselves to certaln sets of ldeas. kKore

often than not, the tone of them is the Yickensisn jocosity. For

330p1eak House, ppe. 276=-277. 332David Copperfield, p. 77

331 . 333
0l1d Curiosity Shop, p. 447. Great Expectations, p. 1%.
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instance, Dickens often sees an object as a defensive construction

8imply becsuse of & plling up of things: Mark Tapley In lartin

* near

ubs34

Chuzgzlewit sit "in the midst of a fortification of lu gage

a "vlack man, who sat on one of the outworks (a portmanteau).
There geems to be no value te the anslogy beyond the humor in its
pretentiousness for so sli;nht snd inappropriate an object. <This
kind of pretentlousness 18 habiltusl with Dickens,

1he most cormon use ol the military figurs occurs 'in any
domestic passages of arms,”535 expecially wherever lar. e numbers
of children are involved, as in the Jellyby household 1n DPleak
House, <+he nursemaid "charged into the midst of the little family

like a dragoon, and overturned tnem into eribs."@3% The Pocket

children in Greast Expectations are so numerous that thelr harassed

father usually looks at them as if he wondered "why they hadn't
been billetsd by Kature on somebody else, 037 They are brought in
by their nursemaids "much as though those two non-commiseioned
officers had been recrulting scmewhere for children and had en-
listed thesa."358 The baby is later "carried out in the hizhest
n339

stete of mutiny. {he humorous. sxag;eration of sll large lamilies

of chiildren to the proportions of an army 1s a Dickens custom.

354 v
Mer tin Chuzzlewit, pp. 202-233,°° Great Expectatlons, p. 184.
Sssﬁleak Hour®, p. 131, 5381b1g., pPe. 181,

5361b1d., p. 42. 3391bid4., p. 183,
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The habitual fracas between Durdles and young "Deputy" in

Edwin Drood is usually described in terms of a miiltary engage-

ment. "Deputy, as a rear rank one, taking order, and invading

the silence of the hour and place,”" "skirmishes at wider range,"
and into the road, apprises his victim "under whose victorious
fire he stands."®%0 potgey Trotwood's skirmishes wi tn the donkeys
sare similear., +here occurs "a sort of hurried battle-piece,"
involving a "variety of feints and dodges," watched by "boys,

wno hed come to see the engagemant."54l Other trifling activities
receive the same treatment, like the "blockade of Traddles by the
wandering vegetable-dishes and jugs"342 at dinner or the "cunning
generalship"” of lirs., Nickleby--"Extensive was the artillery, heavy
end light, which kirs., Kickleby brought into play."343 The larger
activity of an individuel in his place 1n life may also be conveyed

by thiese means: 1in Our Kutual Friend "Full-Private Kumber One

in the Awkward Squad of the rank and file of life, was Sloppy,
and yet had his glimmering notions of standing true to the colours.!"o%%
Such awkwardness may also be pethetic, as Jenny W“ren's father's:

"the degraded croature staggered 1lnto Covent Garden market and

34
there bivouacked." S

Speech, particularly when it is vocifercus, 1s expressed in

3405gwin Drood, pp. 39-42. °%*3Nicholas Wickleby, p. 74l.

34lpavid Copperfield, p. 207.%%0ur Mutual Friend, p. 207.

2
Ibid., p. 643. 5451p14., p. 760.
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military terminology, like "Peggoty's militia of words"346 op xr.
Boythorn's "superlatives, which seemed to go off like blank can=-
nons and hurt nothing." He spesaks slwsays in "some great volley
of superlatives," and he is "firing away with those great blank
suns, because he carried no small arms whatever."5%7 In Dombey
and Son Krs. Mac3tinger "erscked off each clsuse sharply by itselfl
gs 1f from a rifle possessing an infinity of verrels, "548
More serious enterprises are taken by storm. In kr. Gradgrind's

49
system imaginations "were to be stormed ewq;.“s

To David Cop-
perfield "both England, and the law, appesared to me to be very
dAifficult to be taken by sterm."sﬁo Apthur “Ylennam "devoted hime
self to the storming of the “ircumlocution Orfice,"™®l Also
serious ususlly are consequences, pariticularly those long impend-
ing and overdue, The plot which finally overcame «ullp was 8

"mine that had been sprung benesth him."5°2 The fai lure of Carker's

plans in Dombey and Son was "the springing of his mine upon him-

self, fwnhich/ seemed to have rent and shivered all his hardihood
and aelf—relianee.“355 The setting ol explosive furnishes a vivid

description of NMr., Kerdle. "There were black traces on his lips

34%pavid Copperfield, p. 12. 350David Copperfield, p. 825.

54751 eak House, p. 118. 5511 1¢tla Dorrit, p. 117.

348Dombay and S0n, Pe. 338, 3562014 Curioslity Shop, pe 498,

349uaprg Times, p. 2. 353Dombey and Son, P. 784.
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where they met, as 1f a little train of gunpowder had been fired
there,"0°4

All these lmagses are chosen for the viclence of thelr associa-
tions. In some, such violence is gpt, but in most the maznitude
is inappropriate and consequently more or less humorous. 1 have
not found any group of military figures used bto trace the develop=-

ment of one idea; the nearest approach to this sort of outline 1is

the repetition of the enlarged army of children,
7. The businesas World

from the world of business Dickens takes his derogatory
cogparisons in application tc the emotions. In kr, Uradgrind'eg
system "Every inch of the existence of mankind, from birtn to

n355  upe condemnation

death, was to be s bargsain ecross a counter,
speaks for itselfl in the juxtapositlon of immaterial and materisal

values. This theme 1s most pervasive 1n Dombey and Son, which is

concerned largely with it. It is stated early in s comment on
the place of florence in the family. "In the capital of the louse's
name and dignity, such a child was merely a plece of base coin

n356  rien

that couldn't be invested--a bad Loy--nothling more,
Susan Nipper makes the anelogy: I "wouldn't sell my love and duty
at a tlime like this even 1if the seavings' banks and mere were total

strangers."357 In Richolas Nickleby the projected marriage of

354  1ttle Dorrit, p. 638. 556Dombey and Son, De 3.

55%4ard Times, p. 259. 3571vid., p. 803.
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Madeline Pray, like ndlth Lombey's, is considered in terms of
sale. Says licholas, "you ars betrayed and sold for money=--
for ;old, whose every coin is rusted with tears, if not rsd with

. s8 . . ~ .
the vlood of ruined men."3 ¥re Boffin in Cur Mutusl Frlend

bluntly states Belle's desire for & rich husbend: "This young
lady was lookling about the market for & good vig, "S9%

Sam weller expresses his denunciation of commerciesl dealings
and the lew to nis lanclord in the priscn: "'you bought houses,
vich 1s delicate English for goin' mad; or took to buildin?,
vich is & medical term for beln' incurable.!'” Whpen the cobbler
tells hinm that 'leaving it on trust! is & lew.term, Sam remarks,

10380 16 cold-blooded

"ilhere's wery little trust in that shop.
aettitude of the law as seen by *ickens is typified by the conatable

in 01d “uriosity Skop who takes robbery, petty lerceny, housebreaking,

and all such ventures "in the regular course of business, and re-
garding the perpetrators in the light of so many customers cculng
to be served at the wholesale and retall shop of crininal law

w361

where he stood behind the counter, ihe law's wmercenary

attributes are epitomized in Pleak House in the person of ir,

Viwoles and 1n the vald statement, "The one great principle of the
English law 18, (o make business for itself....Let them /Jthe laity/

but once clesrly perceive that its grand principle is tc make

598, ioholas Nickleby, pe 713. O360piokwick Papers, pp. 630-631.

3590ur Mutual Friend, p. 613. 991014 Curiosity Shop, p. 440.
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buginess for itself &t thelr expense, and surely they will cease

to grumble."dsz

The epiltome of the mercensary individual 1is
Jonas Chuzzlewlt, whoss precept is, "'Do other men, for they
would do you. <hat's the true business precept, All others sre
counterfelts, 1 "O028
Any preference for ths letter over the spirit is likely to be
grpressed by vPicksesns in commerclsl terms. Henry Uowan's system
o appraising other men "miight heave been stated: 'I claim to be
always book~kseping, with a peculiasr nicety, in every men's cass,
and posting up & gareful 1ittle mccount of Good and EBEvil with
fiim, 11565 Bradley Headstone's educstion had been such that "his
mind had been a place of mschanical stowage. The avrrangement of
nis wholesals warenouse so that 1t might be slways ready to meet
the demands of retail dealsrs,..nad imperted to his countenance
a look of care,"5%
The incidence of mercantile figures in DPickens's novels 1is
net sc nigh as, ror exsmple, that of the mllitery ones, at lsast
in point of numbers. Their suverlor effectiveness arises both
frorm thelr felling into e pattern relative to & theme and from
the baldness or irony of thelr presentation. =gueers 1s such an
snormity. "'Sut you came to the ri ht shop for mercy when you
came Lo me, and thank your stars that 1t is8 me as has ot to serve
you with the article.,'" Vickens comments, "Anybody not in kr.

362
Bleak House, p. 553, 36311tt1le Dorrit, p. 213,

64
56224 artin Chuzzlewit, p. 190. S Qur Kutual Friend, pp. 224-225.
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Sgueers's confidence would have supposed that he was quite out
of the srticle in guestion, instead of having 8 large stock on

_ 366
hanc ready for all comerse.e..”

e Heligiocn

In keeping wilth the light-love-gcodness complex, the
influence of noble feelings {1lls the world of the heart with an
atmosphere also of sanetity. The concept is sxpressed in terms
of relizlon as well as of radiant light. “+he home is "that great
glter, where the worst among us sometlmaes psrform the worship of
w366

the hesrt, in some less worithy homes this sltar has & pagan,

neathen, or playful aspect. Ir. iiould, the undertsker in Martin

Chuzzlewit, 1s "surrounded by his household gods." His home 1s
his "household sanctuary,” lrs. kould's sittins-room his Harem,

His deughters are sc chubby that their bodies might have belon_ed
to the bodlless cherubs in the shop, end their cheeks ere so plump
that "they ocught of right te be performing on celestisl trumpets,”
like those sams cherubs, "who were depicted as constantly blowing
those 1instruments...entirely by ear."367 Mr. Pecksniff ironically
considers young Martin as'"a sacriloze upon the altar of his house-
nold gods."BaB she stateliness of lir., Dombey's mansion msaikes one

) . . 7
think "wnet an sltar %o the household gods is raised up here, "o09

365ﬁicholas Nickleby, p. 507. 367Martin Chuzzlewit, pp. 415-41¢.

3663annaby ‘udge, p. 634. 3681p14., p. 200.

369Dombey and Son, p. 509.
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In the Wilfer family of Qur iutusl Friend, it is a family custom

in observance of wedding anniversaries "to sacrifice & pair of
fowls on the altar of Hymen."570
Angels fill the atmosphere of childhood's sanctity which
surrounds little Nell, whose noble heart, enshrined in her wesk
bosom, answers toc the spirit of Kit, swelling in e&n uncouth temple
not made with hands. And "Ho boy attermpted to violate the sanctity
of seat or pe&’"EVI or to occupy the vacant place of the little sick

scholar whom lell befriended. The radiance surrounding Ada Clare
t 9

in Bleak House transforms her golden hsair into & haloc &s her plty
372

bends her head over the brickmaker's sick child. ihe motherlie-

ness of little "Charley" in taking care of her brother and sister

causes her dying father to exclaim, "'l see a Angel sitting in

[] "5 73

this room last nilght along with my child. “ut angels in

connection with others, as in the instance of ¥r. lould's dasugnters,
are matters for mild joke rather than for sanctity. Barkis "seemed

w374 -

to be nothing but a face-~like & conventional cherubim. In

Bleak House the four o0ld faces of the ®mallweeds "hover over the

teacups, like a company of chaatly cherubim."375 The sign of the

Chiverys' tobacco shop in Little Dorrit is a small Highlander "who

et —c———

370 ) ‘ 373
Our Hutual Friend, p. 468. Ibld., p. 213,
01ld Buriosity Shop, p. 184. David Copperfield, p. 307.

37QBleak House, p. 112, 37531eak House, p. 294.




124

looked 1like a fallen Cherub tnat had found 1t necessary to tske to

8 kilt. "0 70

As Dickens writes in terms of business (&s previously noted)
of the emotions somehow gone wrong, 8o also he writes sarcastically
in terms of religion (pagan as well as Christian) of business and
soclety gone wronge. Kate Nickleby serves her "novicieste" in
Madams Mantalini's "temple of f&shion,"577 and lirs., boffin's
Fashion is "a less inexorable delty than the idol usually worshipped

n378  yprs, ierdle in Little Dorrit speaks "as a

w379

under that name.

Priestess of 3Socliety. Iin David Copperfield the office of

Spenlow and Jorkins is a "temple, accessible to pllgrims without

n3 80 281

the ceremony of knocking. Even bars sre sanctueries, and

Dick ®wiveller, havin: drunk his beer, "poured forth the few re-
maining drops a8 a libaetion upon the gravel.“saa An indication of

the madness of poor iKiss lite in Bleak House is that she calls the

Great Seal of Chancery the sixth sesl mentioned in ilevelations. in

the worship of kr. serdle in Little Dorrit, the rich man "had in a

manner revised the hew Isstament, and already entered the kingdom

1383

of Heaven. The system of #r, Podsnap in Our Mutuel Friend is

]

"the Gospel according to Podsnappery,” and its preacher finds the

376 380

Little Dorrit, p. 223, David Copperfield, p. 34%.

377nicholas Hickleby, p. 262. 58lBarnaby fudge, p. 77, 420;

our Kutual Friend, pp. €3=64.

3780ur putual Friend, p. 59.
379 382014 Curiosity Shop, p. 286.
Little Dorrit, p. 409.

831ittle Dorrit, p. 638.
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"text of a sermon, 1ln the leturns of the Board of Trade, "054%

The religious allusion does accompany the serious theme
also, particularly death, snd usually & nobls death, Frobably
the best-known one is 3Sydney Carton's remembrance of the words,
"I am the resurrection and the life" and his own “iblicale-sounding
pnrases, "It 1s a far, {ar better thing that I do, then 1 have cver
done.” Pip, wetching beside the bed of hls dyin: benefsctor,
"thought of the Lwo men who went up into the Temple to pray,e.s

, 0385

'O Lord, be merciful to him a sinner! 0l1ld Betty Higden in

Qur Mutual Friend lays herself down to die, "supporting herself

apeinst the tree. 1t brought to her mind the foot of the Cross,
and she cormitted herself to Him who died upon 1t."556

Dickens uses religious allusion or imagery for lofty sube-
jects, of which his most important 1s childhood. Such imagery
accompanies also pathetic subjects, especielly 1f the pathos in=-
volves waste, loss, or courayeous sacrifice. When the subject is
reprehensible, the religious terminology helghtens the ironical
significance by emphasizing contrast. “he same kind of imagery

is also used [rivolously, and the resulting tone is flippant.
9. Sensation

ihe moat expressive sensory imeges in Dickens are not the

84 |
384, ur Mutusl Friend, p. 524. 5%%0ur Kutual Friend, p. 533.

385Great Expectations, p. 438,




vlisusal ones, the most Important of which I have discussed under
light and shadow, it is probably significant that Dickens very
seldom mekes anything of the dramatic play of light and shadow
from an artistic point of view, as does, for instance, Thomas
Hardy, who frequently describes faces In terms of flesh tones
painted by such artists as Correggio or fubens. Dickens's re-
ferences to the fine arts are almost invarlably scoffing. Hr,

ileagles in Little Dorrit has a painting of a 'Sage Reading'! which

1s supposed to be a8 fine Gusrcino. It 1s described as "a aspecially
oily old gentleman in aklanket, with a swen's down tippet for a
beerd, and a web of crscks all over him like rich pie-crust."387
¥r. lisrdle and ir. Tite Barnacle seated ruminatingly on & yellow
ottoman bear 'a strong resemblance to the two cows in the Cuyp
picture over a.ainst them." Lord Decimus composes himselfl into

388 Th

tiie pilcture and makes a third cow in the groupe. a transflormed

1
3crooge 1s so frisky that in dressing he maskes "a perfect Laocoon of

himsslf with his stockings."sag
Dickens's mentlon of colors is limited. <The most freqguent are
bleck, red, and green. 4+he green is the green of vegetstion; the

red appears most of ten In the sunset; the blasck 1s usually meta-

phorlc, often the color of London, as in Qur Mutual Friend, "a

black shrill city”590 op in Edwin Drood, "the great black city cast

87, ~
3%7.1ttle Dorrit, p. 201. 389Christmas Books, p. 71.

3881bid., P. 582, 3900ur Hutual Friend, p. 149.
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1ts shedow on the waters, ‘ne gallows 18 a black phantom to

392

the elder sudgze. fiss Wade in Little Dorrit is plunged into

323

"a black despondent brooding.

n394

Flp finds that to be ashamed of
home 1s "black ingratituds.
Because of this tendency to see thin. s as metaphorical, and
becazuse of his practice of blanding the concrete into the abstract,
Dickens creates many 1' wes involvirg sensation which snd up by
belng not wholly sensory. +his practice ray be seen 1n his treat-
ment of the idea of sharpnesas, for instance, in a dsscription in

Bleax louse of Sragsby's nlece, who had a "sharp nose like a sharp

autumn evening, inclining to be frosty towards the end."?% 1Ip

Qur Mutual Friend, Jenny #Wren's "bright grey eyes were 3o sharp,

that the sharpness of the manner seemed unavoldaebles., As 1f, being

w396

turned out of that mould, 1t must be sharp. ¥i-gs in Barnsab

t

[udge has a sense of hearing with "as sharp an edre as her temper.“sg?
a. Synaesthesia

Related to this practice is that of merging into one sanother

different sensory perceptions. It may be further cumplicated, again,

39li4win Drood, p. 226. 395pleak House, pe. 129.
< .
39”Barnaby nuc-e, p. 574, 3980ur Mutual Friend, pp. 229-230.
3930 1ttle Dorrit, p. 692. 397 5arnaby tuige, p. 72.
394

Great Lxpectutlons, p. 100.
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by the abstract-concrete combination, &s Pip's “hunger for in-

L S

formation®” sna nis asking "ir. ¥Wopsle Lo bsstow some intsllectual

crumbs upon me, or in his corment on Joe's mention of "a
cool four thousand”-«"I never discovered from whom Joe derived
S . ok P . . . 3 “399

the conventlional temperature of the four thousand pounds.
3o David Copperfleld has "a greedy relisn for a few volumes of

voyages. "400  ing sr. Boffin in Our :dutusl Friend "seemed to save

up his misers as they had saved up their money. “s they had been
- = K v 1 "401
greedy for 1t,...s80 he was greedy for them.
Dickens makes this kind of combinstion over and over again.
This hsbit glves rise to such phraases as "a fat sort of lausi,"
"laughing teeth," "a dark bri:ht poutin: eye," end "three pairs
of listening legs upon the steirs.” It ori_instes sore of
Dickens's most vivid descriptions of sensetion. tor instance,
woen David Copperfleld writes, "A clo.py sensstion of the luke-
> Pa 2 ) 9402
warm st of mest 1s upon me, one knows just how he feels. A

description of the ssnsation of exiiency a8t dswn is summed up in

our futual Friend in the phrase, "in the rew cold of that leaden
1403

crisls, In the same way as leaden in this phirase expresses
color and r'eeling simultanecusly, ancther description, from one

of the reprinted pleces, suggests emotion connected with color:

sgaﬁreat Expectations, p. 102. 4OIOur Mutual Friend, p. 487,

39971p14., p. 443. 402payia GCopperfield, pp. $0-S1.

%,
400David Copperfield, p. 56. 40"0111' Mutual Friend, p. 175.
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"iven the noises had & black sound to me=--as the trumpelt sounded

red to the blind man."%0%8 1, Bleak House lrs. Jellyby's voics

impresses Lsther's fancy "as i1f 1t had a8 sort of spectacles on

11 404 & am

too,” snd Ada says the lady hes "choking eyes. Vieller

aptly describesg the taste of the waters of Bath as having "'a

wery strong flavour o' warm {lat irons,'"405

b, Smells

As expresslive are the descripticns of smells. DPickens 1is
more particular about mentionini this sensaticn than any other,
sxcept, of course, the visual. !1s cdors are all combinsgtions.
David Copperfield‘’s schoolroom smelled "like mildewed corduroys,
sweet apples wanting sir, and rotten books. 9%  1n the entry to
the theatire where lilcholas Nickleby worked with the Crummnles
family, was "a strcong smell of orange-pecel and lanp-oil, with an
vnder-current of sawdust. %97  Lpr, Venus's shop, decides ir.

wege, 18 "'musty, leathery, festhery, cellary, gluey, gumay, and,!

with another sniff, ‘as it might be, strcng of old palrs of bellows,

Anyone who has been to Venice would recognize from Little Dorrilt

the "prevalling Venetian odour of bilge water and an ebb tide on

; 409
a weedy siore."

Reprinted Pieces, p. 218, Nicholas Kickleby, p. 283.

404Bleak House, pp. 102-103. 408’0ur Mutual Friend, p. 8l.

405p1 ckwick Papers, p. 528. 4091 it tle Dorrit, p. 508.

406pgviq Copperfield, p. 78.

10408
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Dickens 's heblt oi combinin, smells 1s apparently authentic
according to the latest scientific information, since "It 1is
almost impossible to describe a smell except by comparing it with
another smell. According to Dr. E.C. Crocker of the 4rthur D.
Little Laboratories, there are only four fundamental odors:
(1) fragrant or sweet; (2) acid or sour; {(3) burnt; (4) putrid.
All others sre combinatlons of these four."$10 ag any rate, Dickens
succeeds in conjuring up vividly efifective images whlich compel

recognition,
10. Incongruity

Combination of ordinarily incongruous thiings extends from
sensations to objects. <The effect produced by this way of locke=
ing at thin.s is one which I find peculiarly DPickensian and
common enough througsout his works to be considered apart from
the humorous effects achieved by this means. 1This effect 1s a
sort of outrsge to the leelinys which may be humorous or occsasion-
ally somewhat shocking--like the "ecarbuncular potato." There is
a whole class of such descriptive images-~-of clothing that looks
outrageously as if it ha§géélona time meant to be eaten, of food
that looks monstrously s if it had never besen edlble, of people

as if trney were topoyraphy, and topography as if it were human--all

kinds of varigtions on these combinations. Thus, in Little Dorrit

410

New York Times iiagazine, “ection 6, iMareh 29, 19853,
Poe 51.
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there 1s a countess

who was secluded scmewhere in the core of an immense dress,
to which she was in the proportion of the heart tc the over-
grown cabbage. I 80 low 8 simlle msay be admitted, tne
dress went down the staircase like a richly brocsesded Jack

in the Greegx and nobody knew what sort of small person
carried it.%1l

Haggy's dress "had a stron; peneral semblance to seaweed, with
nere and there a gigantic tea-leaf. Her siawl looked particular-

ly like a tea-leaf, after long infusion.“412 In Great Expectatlions

one ol Jagger's clients wears & hat "which had a greasy smd fatty

surface like cold broth."415 In Yur Mutual Friend Silas Wegg's

umbrella looks "llike an unwholesomely forced lettuce that had

lost 1In colour and crispness what 1t had gained in size."41%  The
drunkards neasr Govent Gaerden larket sre seid to have companione-
ship with "the trodden vegetable refuse, which is soc like their
own dress that perhaps tiney taske the karket for & great wasrdrobe";
these wretched objects appear as "such rejected cabba:e~leaf and
cabbage-stalk dress, such damaged-orange countenance, such squashe-
ed pulp of humanity."41% dony Weller's "complexion exhibited
thet pecullarly mottled combination of colours which is only to
be seen in gentiemen of his profession, and underdone roast beef."416

Ser jeant Snubbin "had that dull-looking bolled eye which is so

often to be seen in the heads of people who have applied them-

411
Little Dorrit, p. 26%. 4léi)ur Mutual Friend, p. 45.
4121pid4., p. 104. 4151414., p. 104.

416

413, reat Expectations, p. 248. Pickwick P ers, p. 319.
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selves to...study."417

The limbs of stout gentlemen or of thin
ones in tlght clothes look like rolls of flannel, Uerman s&ussages,

puddings, or plncushions. iir. #Meagles in Little Dorrit has among

his collection of antiquities "morsels of tessellated pavement

from ilierculaneum and Pompeil, like petrified minced veal.“418

Food, on the other hand, often looks remarkably unappetizing:
the diet at Dotheboys Hall, "a brown composition wich looked
like diluted pincushions without the covers, and was called pore
ridge";419 Davld Copperfield’s "hard mottled substance...which
resembled marble...labellisd 'kock iurtla'“;ézo some mummied
sandwiches, various disrupted masses of the geological cake“;421
the Cratchits'! "pudding like & speckled cannon~ball";422 "a

n 423

Druidieal ruin of bread-and-butter. In Great Expectations

"the Aped" prepares "a naystack of buttered toagt,"éz4 Kr., Trabb

8lices hils rolls into feather beds with butter in between the
nd25

4

blankets, and Pip 18 served tea which includes "ioses in the

bulrushnes typified by a soft bit of butter in a quentity of

parsley,” and "a pale loai with a powdered lmzns\ci."ég8
417{bid., p. 436. 4220nri stmas Books, p. 45.
41821@816 Dorrit, p. 201. 4gaBleak louse, p. 296.
419yicholas iickleby, p. 91. 4346reat Expectations, p. 281.

420David Copperfield, p. 358, 4251bid., p. l42.
421

Martin Chuzzlewlt, pp. 96-97.%%% 1vid., p. 254.
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Topography supylies a number of images which either magnify
or belittle dimensions. %The effects vary, to include a lost
quality as of David Copperflield!s childhood, & mildly humorous
disproportion, or an incongruous sense ol belng out of tune.

Young David, esting in a restaurant whose walls are decorated with
maps, doubt "if I could have felt much strenger if the maps had

been real foreign countries, and £ cast away in the middle of

them. "#27 e sees the prospect arcund Yarmouth, where the town
428
and the tide are "mixed up, like toast and water." In Blesak

House Judy Smallweed'!s glance "has been previously sounding the

basin of tea,”

and she has been "lsunching two or thres dirty tea
cups into the ebbetide of the basln.“429 Even in a scene of sus-

pense like that in Our kKutual l!riend where Brasdley leasdstones plans

his assault on &Sugene, Ridsrhood has "the sport of pursulng the
clots of concealsd gravy over the plain of the table."éso Betty
Higden's little "minders" come "across the floor,...as 1f they

were traversing an extremely difficult rosd intersected by brooks,"
and they return "hand-in-hand across country, seemin; to find the
brooks rather swollen by the late ralns, 491 Mr. Gradgrind's

hair "bristled on the skirts of his bald head, a plantation of

firs to keep the wind from its shining surface, In & Tale

of iwo Citles, Jerry Cruncher's hair grows "down hill slmost to
w433

his brosd blunt nose. in Cur Mutusl Friend Fledgeby continual-

4273av1d Copperfleld, p. 66.

3l1pid., p. 205.

428 _ P
b 1 L L ] * .
ibid., p. 28 4324arg Times, p. 1.

429B)leak iouse, pp. 296-297.

4331816 of Two Cities, p. 10.

4300y Mutual Friend, p. 734.




ly rubs his chin, hoping to find that he has grown whiskers and
usueally ascertains "the bareness of the land,"434
Suenh images impert s pervesive stmosphers of elther mild

or harsh distortion indiscriminately throughout Yickens's peges.
1l. Animation of the Inanimate

Ag Dickens often describes people in terms of landscape and
objects, 80 he habl tual ly depicts landscape and objectas in terms
of people. *hings become animate, not only in such passsges as

thet in Gresat Ixpectations where Pip, apprehensive over Magwltch,

recslives from Vermick a note wnich tells him not to go home, and
thereafl ter sses and hears everytihilng sround him conveying that
message, "Don't go home"; even when there is no character involved
whose state of mind projects his feelings into surrounding objects,
there 1s animation In everything. Typically pne hears "the great

435 or "a bell

wd36

voice of the sea, with its eternal 'Never more.
with an old voice" which "sounded gravely in the moonlight.

In Yur Kutual Friend "The white face of the winter day came
437
"

sluggishly on. The tavern "stood dropsicelly buli.lng over

w438

the causeway. Lven abstractions have lives, like the Drama,

whilch iir. Wopsle 1in Great Lxpectations was determinsd to revive

R

437

438ibid. 1] p‘ 28.

4340ur Mutual rrlend, p. 426. Qur Kutual Frisnd, p. 76.

435Lavid Copperfield, p. 672.

436grest Expectations, pp. 256-207,
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but would end by crushing: because "his deceass would leave it

n439

utterly bereft. In Yur Lutual Friend, Silas Wegz looks at

the fivre with a debtermlined expression of Charity, "as if he had

ceughit that cardinal virtue by the skirts, s she felt Lt her

painful duty tc depart from him, and held her by main force,"440
The most extended pessapge in which the inenimate 1s animated

opens Chapter II of Kartin Chuzzlewlt and continucs {or more than

thres peages, depicting hnow the setting sun looked down and brizht-
ensed up everything into chesrfulness and then sot, lesaving everye
thing no longzer smiling. <“hereupon, the village Iforge tock over
and brought a glow to the night's melancholy face. The angry

wind cuffed the Blue Dragon on the sliin of the inn until the
animel "reared clean out of his crszy frame.” This wind, which
frigsntens the leaves, and creates & general disturbance, 3lams

kre. Pecksniff's door ecainst him &nd blows ir. Pecksniff into the
story. Yhe result of this intrccauction is to indicste what kind

of story iartin Chuzzlewit is likely to be. One can not expect

real, warm goodness in such cheracters as the Pinches and the
liartin Chuzzlewits. +n such a story it is at least sccording to
the pattern that the setting sun would seem to convey 2 lesson

to the murderous Jonas or that the coy fountaln should sympstnize
with thne love-lorn Huth, This animation of the inanimate is the
characterlstic Dickens atrospnere. 1t occurs in every sin:le

novel and 1n almost every short story,

12, Ghosts

439 reat Expectatlions, p. 245. 44°0ur Mutual Friend, p. 310.
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In keeping wilth the animation of the surrcundings ls the
prevalence of [fiosts, thiose images without real suvstence.
Lickens's most famous ghost, the ghost of Marley, appesrs in a
story that begins with a reference to the ghost of Hamlet's father
and a surgestion that somethling remerkable iIs to come. ‘he fog
makes phantoms of the houses, and the cloud it collects sug;ests
"that Nature lived hard by anc was brewlng on a lar;e scale” or
that “the Uenlus of the weather sat in nmournful meditation on the
thresnold® of Scrooge's house. The church bell pseps e8lyly down
at Scrooge and strikes the hours "as 1f its tseth wefa cnattering
in its Irozen hesad up there."” Overflowing water turns to lce
which is "misanthropic.” The cold gnaws end murbles "as bones
are ynawed by dogs." +he irost outside is even "morse congenisl®
than the frost of werooge. +n such an stmosphere, 1t is not so
unexpected tnat the door knocker turns into kKarley's face or
even that narley hicself appears.

but ghosts turn up in other places too, and thiey are not
always warnin:.s frowm the past, like karley's, or like the Dedlock

ghost in bleak House that walks when dlsaster 13 about to strike.

They need not even be dead., <The unhappy look of Annie Strong
haunted David Copperfield, Lartiia was ths ;host tl:at called little
En'ly Ifrom beslde her open _[rave, John Jasper haunted nosa ~ud's
thoughts 1like a dreadful ghost, and the prisoners with Charles
Darnay were all ghoatse--of beauty, stateliness, elegance, and pride.

The idea is so common thset it is applied to enytilng troublesome,

depsrted, moribund, or indistinctly seen, both serious and jocular.
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Thus, in Dombev and Son MNrs., Toodle is troubled by the spsctre of

her son in his school uniform and 0ld Sols is "tonly the ghost

of thie business.'“éél

+he shaede of kr. Uradgrind's house 1s
"alweys haunted by the gnest of damp mortar."%42  yprs, Snagsby

in Bleak House suspiciously follows her husband, "A ghostly shade,

frilled and night-capped."443 lir. Micawber "pointed the ruler,

ni4d Frederlick Dorrit's chin "vanished

like & ghostly truncheon.
in the pale ghost of & velvet collar,”" snd hls manner "had the
pale phantom of a gentleman 1in it.”445 Pip's little servant
haunted his exlstence as an avenging phantom.

12, Games and Sports

Dickens sees mctivities and even life itself, not only &s a
business, but also fantastically as & kind of game. Sam Wele
ler comments on the law in these terms also: "'Pattledore
and shuttlecock'!s a wery good game, when you ain't the shuttle=
cock and two lawyers the battledores. '"44% Davig copperfield se.s
the law as & round game played out at leisure, and Pip says that
~the only thing Herbert did at the stock exchange was to "walk in and

wd47

out, in a kind of gloomy country dence fi ure. #4 shard in

Blesk House finds the proceedin,s of Chancery nothing but wasteful,

wanton chess-playing. Sydney Carton plays thie rescue of Charles

44
'Dombey end Son, p. 41. 44511 tt1e Dorrit

4 pi 81, 245.

442gard Times, p. 13. 4481 oxwick Papers, p. 274,

445Bleak House, p. 386. 447;.q0¢ Expectations, p. 280.

444pavig Copperfield, p. 753.
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Darnsy with Barsad, the apy, for desperate stakes, like &
reckleoss game 1in which he holds the winnling ace. & government

officer visiting the = chsol with Kr. Gradgrind in Zard Times 1s
(=] &

a "professed pugiilst®

b

" 3

who "was certaiin bo knock the wind out

of commen sense and render thait sdversary deafl %to the call of

1448

tinme. In Qur KMutual ¥Friend iHr, snd Mrs, Lammle act "like

partners at cards wno played a pame against all England,"44g
end opposing tnem, Fledpeby threatens to bowl them down. **ider-
hood's near-drowning is a pupgilistic encounter in "the ring in

. . , s 450
winicih he has nad thet little turn-up with Death.”

Hr, Wliller
is, besides a conventional cherub, the Knave of Wilfers. +he
inspector discovers the identity of John Rokesmith "™witli the
half-enjoying and half-piqued sir of a man who hed siven up &
good conundrum, aflter much guessing, and been told the answer."451
Tnis significance of these figures 1s usually to convey
lusdequacy or distortion--a serious matter taken frivolouslye
ine idea iz so important that it shapes one short s tory and an
entire novele "Tom Tiddler's Ground" is a chlld's game, to whose

small and mean activity the voluntery isolation of & hermit is

compared; follcowin; the trall of the villain Elsndcls through

Little Dorrit is the refrain of a song from a child's zame:

Who passes by this road so late?
Compagnon de la kajolalnel!

448
ilard Times, pp. 4-5. 4501p14., p. 466,

44%ur Mutual Friend, p. 139. 451Ibid., p. 794.
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fg: Axiom and Story

Dickens's most common literary allusions are not tothe
classics of either the ancient world or of English literature.
Far more frequently the refsrences sre popular: to the ballad,
the proverb, tne nursery rhyme, the fable, the legend, and the

fairy tele. In A Yale of Two Cities, for example, Gabelle flees

-

the villagze "llke & new version of the German ballad of Leonore,"452

Fonselgneur escapes from Paris "Like the fabled rustic who ralsed
the Devil with infinite pains, and was so terrilied at the sight
of him that he could ask the Enemy no question, but immediatsely
d R 12455

fle and Charles Darnay answers the duty beckoning him to

France "Like the mariner 1in the old story," driven "within the
454
influence of the Loadstone Rock."

This idea, too, shapes an entire novel. In Our iutual Friend

allusions to ballads, nursery rhymes, and falry tales appear &;ain
and again, and the titles of the four books into which the story
i1s divided aere taken from common sayings like "There's many a

8lip between the cup eand the lip." In such &n instance, the al-
lusions impeart not only & figurative snalogy but alsc & symbolic

qualitye.
14. Husic
From the realm of music come imsges indicatlive of harmony

4527a16 of Two Clitles. , p. 120. 4%41p14., p. 2290,

4531b1d., p. 221.
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or discord., I have mentioned the use masde of the phrase "chords

of the human mind" or heart, %he idea, phrased differsntly, ap-
pearse often, as, for example, in ir. Dombey's feeling that rlorence
"had an innste knowledge of one jarring and discordant string
within him, and her very brsath could sound it."455 Quilp sounds
Dick Swiveller for his own purposes by plying Dick with beer and
drinking the heelths of Dicke's Iriends; he thus lesrns "the key=-

1458

note to strike whenever he was at a loss, The most notable

use of the keynote ldea occurs in Lard Times, where Dickens period-

ically sounds the "keynote" of Coketown, which, although it does
not use musical terms for 1ts expression, is nevertheless plainly

discordant in meaning.

15, Diseass

Not 80 numerous, but significant for thelir assoclations,
are figures taken from the ides of disease., The mass mcvements
of the Gordon riots and the French Revolution are seen as sick-

nesses, +1he Protestant Assoclatlon in Barnaby ludge "infected

with a comnon fear,”" and the mania spread until, during the most

violent disturbances, "a moral plague ran throuin the city."457

In A Tale of 1Iwo Cities, before the outbresk of the revolution,

"The leprosy of unreality disfigured every human creature in at-

u458

tendance upon lonseigneur, The violence that followed was

455Dombey and Son, p. 31.
456

457Barnaby hudge, p. 283, 40s.
Qld Curiosity Shop, p.6l.498
t8le of Two Citles, P. 9¢

< 9
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a "frightful moral disorder™ which "smote equally without distilnce

tion," &s physicel diseases "seize on victims of all degrees, "459
Dizcussing kr. Dombey's pride and the qguestion of wnether or

not such pride is natural, Dickens conslders how the unnatural

can arise natursally, as it were., iils comparison is taken from

disease: gs unhsealthy sir can produce piysical sickness, so the

corrupt sections of the cilty can breed also "moral pestilence”

460
which can "spread contaglon among the pure.” In Little Dorrit

the universal trust in the ilerdle name led people to invest their
life savin s in the hope of making money, until this blind trust
in the untrustwortny spreed like & moral infsction with the

"malignity and rapldity of the Plague.“461

But Dickens uses the [igure also in & favorable sense. In

Hicholas Nickleby we read that "Among men who have any sound and

sterling quelities, there is nothing so contaglous &8s pure copen=

ness of heart.” '“he men with thesc qualities is one of the

462
Cheeryble brothers, and "Hicholaes took the infection instantly.” °

Hope, alsc, 13 "as universal sz death, and more infectious than

n463

disease,. The figure appears flippantly toco. David Copper-

field, trying to admonish Dora about their household inefficiency,

tells her that "‘'there is contagion in us. We infect everyone

e S————

4 462,

591bid., Pe 330Q. Micholes Nickleby, p. 460.

450ponpey end Son, 7 662. %3Ibid., p. 236.
46lr1tt1e Dorrit, p. 5¢1.
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about us.' I might have gone on in this flgurative menner,"
if Dora had not looked as if she wondered "whether I was golng
to progpose any new kind of vaccination, or other medlcal remedy,
for this unwholesome state of ours,"%464

Dickens uses this analogy, a8 others, to both serious and
jocular purpose. +in the serious sense, 1t occupies & significant

place in tne dlscussion of large moral issues,

16. Astronomy

A number of astronomical figures eXpress various ldeas, such
a8 the star appearing es gulde, as malignant fate (evil star),
or as the center of a system surrounded by satellites. These
figures, wnich may be tasken humorocusly as well as seriously,
are variations on the star analogy {or the good woman, which I
have already discussed. 4in that snalogy, death is also pesrt of
the picture, as the ultimate happlness.

The ster epltomizes a world to different purpose in A lale

of Two Cities:

eee==a Wnole province of France--all France itself--lay
under the night sky, concentrated intc a faint halirbreadth
line. So does a whole world, with all its greatnesses and
littlenesses, 1lie in & twinkling ster. And as merse human
knowledge can split a ray of light and analyse thie manner
of 1ts composition, 8o, sublimer intelli cnces may read

In the feeble shining ol this eartn of ours, every thought
and act, evggg vice and virtue, of every responsible crea-
ture on it.

~="464pavia Copperfield, p. 694. %%°Tale of Two Cities, pp. 165-166.
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Simillar contrast between the world of the stars snd ocur own

occurs in Edwin Drood. #Kr. Urewgious turns his gaze to the stars

ag 1 he tried to read there something which was hidden from him.
jiany of us would, if we could; but none ol us sSo much &s
know our letters in the stars yete--or seem likely to do 1it,
in this state of existence--~and few éanguagas can be read
until thelr alphsbets are mastered, 466

The astronomical figure points up the dry practicality of Ekr.

Uradgrind's system, which would kill imagination; each little

Uradgrind "nad driven Charles's Waln like a locomotive sngine-

driver. 367

¥r. Gradgrind's "Observatory," fromwhich "he had
no need to cast an eye upon the teeming myrisds of human beings
around him," is like an observatory with no windows, in which
the astronomer arranges the heavens only by pen, ink, and paper.
The analogy in this instance points out the need for imaeginative

knowledge in both the physical world and the human world.

The 1des of stars as & system runs through botn Bleak Louse

and Little Dorrit. <he fashionable world of the Dedlocks is &

solar system in which S3ir Leicester is "a bright particular star

surrounded by a cloud of cousins" and Lady Dedlock is the moon

vinich outshines everything 9139.469 In Little Dorrit kr. lerdle

is "our shining mercantile ster," and the fatuous kr. Sparkler

is contemptuously gilven a bright but otherwise insignificant

486pgwin Drood, p. 184, *©Bipid., p. 86.. .

467Harq Times, p. 7.

468



144

place in the systam.évo The general import of these refersnces

is made clear at the beginning of the story, at the close of
Chapter I: "the stars cams oubt in the hesavens, and the fire-

-

flies mimicked them in the lower alir, as men may feebly imitate

the goodness of a batter order of beings...“471

lqo wood

Wood furnishes descriptive analogy for & number of Dickens

pecple and for an estimate of character. Hr. Lillyvick in

Nicholas Nickleby, Mr. Toodle in Dombey &nd Son, kr. Bagnet in

Bleak House, Mr., Doyce in Little Dorrit, kr. Wemmick and iiss

Skirfins in Ureabt Expectatlons, and Mr. Wegg In Our Mutuael Friend

are all wooden of face,., Iir. Bagnet 1s even nicknamed Lignun

Vitae by his regiment becsusse of the hardness of his physiognomy,

end his wife affectionately calls him Lignum. Kkiss Skiffins has

a figure like a boy’s kite; she sits like & violoncello in its

case and submits to an embrace as that instrument might have done.

Mre. Wegg 1is wooden, not only of fsce, but also of leg, and he 1is

knotty and close-grained; he is a "ligneous sharper” and "so

né72

wooden a man that he seemed to have taken his wooden leg naturally.

Mr. Grewgious in bdwin Drood is dry and angular, and he says,

"1I am a hard men in the grain.'"®75 Herbert in Great Lxpectations,

A

471
4995100k Housa, p. 572, 584, 655, 794, Little Dorrit, p. 15.

470 ittle Dorrit, p. 579, 610. 72

Qur Kutual Friend, p. 47, 54.

473Edw1n Drood, p. 109,
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glving Pip some pointers on true gentlemanliness, quotes hls
father?®s precept, "'He says, no varnish can hide the grain of

the wood; and the rore varnlsh you put on, the more the grain

will express itsalf.’“474 Pip later says of HMagwlitch that "there

néd75

was Convict In the very grain of the man, “he function of

Mrs, General in Little Dorrit is indicated by the continual

references to her varnishing propensities,
Thus, the analogies from the properties of wood point up

both the Intrinsic human qQualities and the obscuring of them.
18, ilstal

¥etal, also, provides analogy for besic human gquality,
particularly for the proving of it. Gold as a value which is

ultimately false is vitel to Nicholas Nickleby. Ralpn lives on

Golden Square and possesses quantities of gold, but "there ware
countless treasures of the heart which it could never purchase.“476

The concept is importent in Uld Curiosity Shop, perticularly

through the "legal gentlemsn, whose melodious name was Brass,"477

which the single gentleman says 1s "'a good name for & lawyer,'"%478

, nd79

Quilp calls him "'you brazen scarecrow, and Brass sends Pick

74
Great Expectations, p. 170. 477Old Curiosity Shop, p. 83.

4751p1d., p. 319. 4781p1d., p. 254.

470h1choles Nickleby, p. 408. 479Ibid., p. 45a.



145
480 , .
on "the execution of some Brazen errand.” ‘he idea of the

true metal of the heart is crucial in both Martin Chuzzlewit and

Our Mutual Friend. In kartin Chuzzlewit the trestment is usually

satlricsl, as in Peckeniff's speech, "'The heart 1s not always &

royal mint, with patent machinery, to wcrk its metal lnto current

, w481

CcoineeseBut it 1is sterling gold,. In Our bMutual Friend ikr.

Boffin is the Goldern Dustman, and the big question 1s, "was the
Golden Dustman passing through the furnace of proof and coming
out dross?"482 Dotk novels study the effect of large smounts

of money on character.
19, #scninery

Dickens often sees the destructive or distorting aspscts of
society as machinery. In Pickwick the public offices of the legal
proieassion are places where "ingenious little machines éﬁr§7 put
In motion for the torture and torment of her N¥ajesty's liege sub-

n483

Jects. In Bleak House Snaegsby's servant roegerds the shop

"as a storehouse of awful implements of the great torture of the

law,"48% 1 A iale of Iwo Cities MNovember returns, with its fogs

atmospneric and legal, to "bring grist to the mill azain.™¥85 pp,

8 o
480014 Curiosity Shop, p. 284. “o0pickwick Papers., p. 425.
48lyertin Chuzgzlewit, p. 339. 48451933 House, p. 133.

4820ur wutual Friend, p. 480. *%%71a1e of iwo Cities, p. 128.
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Lorry regsrds himself as & mere professlonal machine withh no
feslings, spending his whole 1life turning e&n immense pecunlsary
mengle, 1In the same novel, the earth itselfl is a ,rest frind-
stone, to wWaich is compared the lesser grindstocne on whicn the
revolutionists sherpen their weapons. Time 1is & macliine whose
whirling whesls stunned Lucle lManette. The people of St. Antoine
heve undergone & terrivle grining in the mill thaet grinds young

people old. In Little Dorrit the Circumlocution Office is a great

whecl, upon wihich are broken 8ll those who have any deallings with
it. Vorkers in counting-houses or banking-houses are grinders 1in

& vast mill. In Our Hutual Iriend the offices ol the city after

closing time are money-mills from which the master millers had

departed snd the Jjourneymen were departing. +in lartin Chuzzlewlt

society to fr. *igpg 1s ironlically so monstrous & machine that
his friend Slyme'’s being held responsible {or paying a bill
indicetes "'a screw of such magnitude loose somewhere thati the
o - t » ” b e '"486
whole f{rameworx of soclely is shnaken.

Bducational systems are machines., The Squeers’ business "was

tc get as much from every boy a8 could by possibllity be screwed

out of him,”487 and these young students spent their lives "in
the midst of drea&faiﬂéngines winich make young children old beforse

they know what childhood is."488 In Hard Times Mr. Ii'Choskumchild

had been turned out on &n assembly-line baslis Irom a factory with

P b

438 | 488
Martin Chuzgzlswit, pe. 103. Ibld., pe €67,

P R Y

87
Hicholas Nickleby, p. 88.




forty cother schoolmasters, "like so many planoforte legs.
Life at the Gradgrinds' Stone Lodge went on "llke & nlsce of
machilnery wilch discouraged human interference.“4go Lime iIn
Coketown, with its "innumerable horsepower,”" went on like Uloke=-

g § i n . 4391
Lown'a own machinery.

Typical of the desdening powsr of machinery is 1lts represente
ative of Ythe conquerin: ongines,” the train, which occuiles a

prominent place in Pombey and Son as '""The power that forced itsell

upen 1ts iron way"™ and "was a type of the triumphant monster,
Death,"4°2  ip Our Mutual Friend also it appears--gs & bombshell
and & rocket, "spurning the watery turninie and doubllings with
ineffable contempt, and golng straiznt to its end, as Fatier Time
coes to nis."ég3
Lickens typically regards machinery as & [orce of greub

power, usually for evil purposes, IHe ordinarily eguates with 1t
all those {orces of soclety whichh he thinks produce on huw.an Lee

ings the same effect of deadening vitelity and imapginstion.

20. ixed Figures

Jccasionally score of “ickens's usa;es of Imajory resuli in

figures just mixed enou. . to csuse confusion in tone reader's mind

493, rd Times, p. 7..  °Lombey snd Son, p. 289.
¢ 493 i )
éjﬁlbid.,_p.~50. Qur hutual Frlend, p. 733,

P me——

élepid., pe 81.
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if he stops long enough to consider thelr significance., Fre=

quently the confusion arises from Dickens's way with dead metaphor,

which he apparently used sutomatically at times, without con-

siderin; it as metephor. 1t causes & mixture only when it is

combined with live metaphor with which 1t conflicts: "ir. Dorrit
nd94

stood rooted to the cerpet, a statue of mystification. o

long as stood rooted is taken glibly as dead metapnor or the man

is considered figurstely growing from the csrpet, there is no
trouble; but when the man rooted is combined with the statiocnary
idea in the different figurative terms of a statue, the plcture
presented becomes confusing. Simlilar trouble arises in the fami-
liar about-to=-overflow-well-of-the-heart plcture, as with the
song which David Copperfield's mother sings, filling his "heart
brim-Tull; like a friend come back from & long sbsence."495 op
with the wounded hearte--"so I, when I was left alone with my
undisciplined heart, had no conception of the wound with which
1t had to strive."%9% 1The pictures of a friend overflowin; & well
and of someone striving with a wound do not convey very clesar
meanings., Suck difficulty results, I think, from Dickens's fre-
quent casualness and indistinctness ol attitude toward imagery.
Occasionally ¥ickens makes capital of this kind of mix-up
for its comic effect, as in “umble's pronouncement on the poor,
"tthey'll come back for another...ss brazen as alsbester.' YThe

matron expressed her entire concurrence in this intelligible simile, "497

4 496

[»}
®4.1ttle Dorrit, p. G45. Ibid., p. 817.

7
495pavig Copperfield, p. 109.49 Oliver Twist, p. 168,




150

Also, Dickens occaslonally creates this effect inadvertently him-

self, as in nhis description of irabb's boy in Great Expectations:

"an invulnerabls end dodging serpent who, when cheaesed into a
corner, flew out again between his captor's legs, scornfully

yelping."498

From this survey of Dlickens's most freguent imaces, I have
reached certain genersl conclusions. I would say that VYickens's
use cof dead metaphor and trite imagery 1s a common enough feature
of his method to be significant. He usually depicts the most
vital emotions directly through their traditionel source, the
heart. Thls practice is one of the origins of the common charge
of sentimentality made sgainst Mickens, since apparently his only
way of indicating the tender feelings of any of his éeriously
concelved characters is to write some varlation cf thls dead
metaphor, such &s that the heart 1s touched. Similarly, a
nazy concept of women &8 love objects~-anocother origin of the
sentimentality-~gives rise to imagery which 1s essentially trite
for descriptions of them. 4‘he femasle figures that do achieve
lifelikeness--notably the Marchioness-=do 80 principally by meuans
other than figurative. +he Harchioness, for instance, is ase
socliated with no 1igzht, blossom, falry symbolism., She is depicted

simply and literally; she speaks plainly her matter-of-fact

QQBGreat Expectations, p. 233.
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language, whichh 1s rarely highli.hted by such an expressive

device as that found in her phrase "'to squench my nunger, "

where her fusion of squelch and guench speaks volumes. Dora be-
comes human, for her part, mainly becsuse the reader recoznizes
through David that the pitiful 1little creature is quite humanly
unequal to the idesal ized picture set up for her., Even this ideal=~
jized picture is modified by VYavid's somewhat pitying, humorous
reminiscence.

The dead metaphor occasionslly comes alive througn com=-
bination with more vivid imayes by which it achieves effective-
ness, It may also cause confusion by the creastion of mixed
metegph.or when 1t is combined wlth cther metapnor to glmilar
effect.

ITrite imsgery contributes favorably to the genersl effect
where an atmospnere of simplicity or innocence is suitable, as 1in

Pilckwick or Pavid Copperfield., It is at its most effective,

howsver, when 1t is reversed, &s it were, and turned aszalnst the
sentimental attitude in ridicule {in the same kind of terminoclogy),
as 1t 1is throug.out “ickens's works in the comlc portrayals,
notably in the charscter of Dick Swiveller,

ihe most profuse of Dickens's metaphors sre those involving
the traditional elements light, water, and fire. +hese anslogies
support the most significant concepts pertaining to such large
abstractions as life, death, time, love, happiness, and hope.
ihe most common metaphoric (and also symbollc) structure in all

the novels 1s that of light and shadow., Dickens uses other analogies,
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usually in the same sets of ldea-comylex, sometimes seriously,
sometimes humorously. ‘he overla pping of concepts as well as of
thelr metephoric and symbollc manifestations, combined with the
interchanye of mood, mekes for the same kind of indlstinctness
in figurative usagze as occurs in the dead metaphor snd the more
obviously trite imagery. At his most effective, Dickens maneges
to resolve this indistinctness by sheer force of narrative power
or by great welght of symbolic significsnce. hls treatment of
business, religion, the fine arts, and machinery would 1indicate
that e has no ver? hign ldea of any of these things in their
ordinary manifastaéibns; he assumes them to be commonly corrupting
or corruptad influences.

Dickens's view of the physicsal enviromment, in a similar
vein, assumes 1its components to be either inimical or friendly.
ine animetlon of the inanimate, which is & part of every Pickens
story, contributes to the primitive atmosphere thereln existing.
Vontributing furtner to this satmospihere is the nature of almost all
ot his allusions, which are principally of & traditional or folk
nature,

The most distinctive and effective of eall ¥Yickens'!s com-
binations are those whichh express somehow the oblique or the
distorted view. The oblique view is charzcterized by the typical
"as if" image, which I have merely illustrated but which I will
discuss more fully in the nsxt chapter in connectlon with the
pervasive *ickenslan tone. 4he distorted view is best known in

the Dickens comedy, which 1s basically some variety of incon;rulty.
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it 1s likewise found in the cheracteristic repeated images
wnich are nelther always outright comedy nor yet trisd-and=-
true sentiment. 4ihese are the ones which exclte simultanecusly
the latent risibliitles and the creepling flesh. dhis 1s the
typlecal Plckensian effect, which humorcusly and artistically

cxazgerates the folble into caricature,
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CHAPLTER I11

KIitwG CuARLES'Y HIEAD

Heretofore, 1 have discussed Uickens's lmagery as a whole,
in those respects in which the same images recur (o the same
purpose, I have, for Instance, indicated tihie lmportance of llight
and shadecw both in the formulation of complex ideas llke love and
nappiness and in support of the central them:s8ymbolically by re-
petitior of sensory ima:es. =ince Dlickens consilstentl; repneats the
same® images to 1liustraete various plots, cnarsacters, and themes,

I nave lumpad togetner all the novels without ulstinction, as 1If
taey formsed a sepsasrate world of their own.

in this trcatment I have dealt only with the content of the
imsg es ratner taarn wit: thneir function &3 related to the t heme of
tns story in wihichi they occur. In Chapter ~V I shall considsr for
eaci: novel separately tis ways in whicii the theme 1s elaborated by
means of imagerye.

But in ordsr to round out the plcture of this consistent world
of imagery, I must now mentlon certain charaters and objects tsken
from literature, tradition, or Dickensa's own history which recur
frequently without supporting the central thems by repetition in
eny one novel. Suelh recurrencesgs--emerging scmewnat like Xing
Charles's head in kr. Dick's efforts-econtribute lmperceptibly
to the total atmospnere, and they function as symbols of a kind.
it is important toc make clea; that these symbols are different
from those pervasive onas which can bs traced througnout a single

story in pursuznce of its theme. ‘ihese may help to charscterize
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& person or to crsate the atmosphere of a situation, but they
do 80 by their relation to that single context in whicn they
appear, rether than by their relstion to the story in 1lts en-
tirety,

Moreover, in order to complete the account, i shall consider
the ime;ery in relstion to its purpose rather than its content;
that is, I shall point out Dickens'’s atititude to certain concepts=-
such as law, rovernment, imeglination, death--revealed by the
varicus lmages he uses to portray them. +inally, I shell examine

certain firurstive devices which nhelp to create the Dickensian

tone,
1. Robinson Crusoce

The most popular of the chsracters is Robinson Crusoce, who
appears Iin nine of the fiftesn novels and two of the five Christe
mas books., HHe conveys the ldess of Imaglinstion, adventure, lone-
liness, or remoteness from civilization. His story is an importe
ant recollection to David Copperfield, to Tom Pinch, and to Scrooge
looking back on his past life, That David records the childnood
reading of Charles Yickens, too, 1s only incidental to the fas-
cination of this figure in the world cf Yickena's imegery. As
Tom Pinch looks at a shop window full of children's books, he
recsalls how "he [ﬁrusog], of all the crowd, inpressed one soll-
tery foote-print on the siiore of boyish memory, whereof the tread

of senerations should not stir the lightest graln of sand.“l So

liartin Chuzzlewit, pe 75.
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over and over agein his footprint appears 1in Yickens's imagery.
Kr. %ardie goes out huntling, carrying bota guns like & second
Robinson Crusoce. Young Yavid Copperfleld, going off to school,
fesels more solltery tnsn Hoblnson Crusoe, and Captain “:ttle, as
lonely as Hobinson Crusoe, rises esrly "wita the solitary air of
Crusce finishing his toilet with his goateskin cap.“2 The in-
dependence of the solitary individusal appsars in such varicus
associations as in Sam “Weller's narrative of the doctor called to
see thie man who was fond of crumpets, the doctor's carrisge having
& kind of Robinson Urusoce steps that he could let down; in {Quilp's
retreat, which was a "'solitsry, ssguestered, desolate-island sort
of spoﬁ’“;ﬁ in John westlock's bachelor arrangesents such a3 might
have sugyested themselves to Hobinson Crusce; and in Dasvid Copper-
field's chambers, which were a "lofty castle” in which he felt
"like Hobinson Crusce when he nad got into his fortificetion and
pulled his ladder up after him."4 Betsey irotwood sitting on

her luggage with her two birds and her cat was like & Ilemale
nobin;on Crusos., The evidence on one of DLavid's cases was just
twice the lengtn of Robinson Crusoce, according to a calculation

he made, and Wkr. Jarndyce 1in Bleak House doubted if Hobinson

Crusoe could have rsad krs. Pardiggle's admonitory pamphlet,
sven if ne had had no other reading on his desolate island,.
Similar implied comparisong, in varicus guises, between civilization

and savsagery are msde by Solomon Uills in Yombey and Son, who

2Dombez and Son, pe. 563. 4David Copperfield, p. 355,

3014 Curiosity Shop, p. 368.
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says he csnnot live like the savages who came on Robinson Crusoce's

island; in “Yyrus Choke's letter in Martin Chuzzlewit denouncing

the savege nature of the Sritish lion; in Bob Sawyer's sppearance
like 8 dissipated Robinson Crusoce or that of two guests at the
Hochester Agssembly attended by the Pickwickians, like a psir of
hlexsnder Selkirks; in Krs, Plornishis lm juage to the Italian
whom she calls Nr. ©aptist, in such sentences as Friday addressed
to Roblnson Crusoce; in Arthur Clennam's youthful affection, like
Robinson Crusce's money, exchengeab:le with no one; or in Lady
Tippins's salutstion to Lirfhtwood after an absence, "'Long
banished Robinson Crusoeg...how did you leave the 1sland?'"5
Tilly Slowboy, in A Cricket on the Hearth, records her ascents
end descents by notches on her legs, as Robinson Crusoe marked
the days on his wooden calendsr, Thus Robinson Crusce resppears
a;ain and azaln as 8 kind of symbol in Dickens'!s imaginary world,
regardless of the story being told. As 8 solitary symbol, Hobine

son Crusoe contributes his bit to the atmosphere of this world.

2. Dick ¥®nittington
The "noble Whittinston, fair flower of merchants,"o comes in
as a symbol of phenomenal success in dirfferent ways. In Hartin

Chuzzlewlt WMr, Tipg says that young Martin and Tom Pinch remind

him of two Dick Whittingtons without the cst. <he young pese in
LYgvid Copperfisld's establisnment 1s Diek Whittington without

nis cat, whose cilef function is to quarrel with the cook. lrs,

o ———

5Our #¥utual Friend, p. 850. 6Barnaby “udge, pe 242.
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Merdle in Little Dorrit considers it heresy to regard her huse

bpand "as snythiny less then el 1l the British ierchents since the
deys of Whittington, rolled into one, and gilded three feet deep

all over."v In Bleak Bouse the ringing of bells reminds Richard

of his nemesake Whittington, and Harold Skimpole drinks to Richard's
success, sayin; that it should be reserved to Richard, like
Wnittington, to become Loxrd Mayor of London. Dick Swiveller
corpares the Christian nemes in his case, too, and thinks per-

naps the bells will strike up for him "Turn agalin, Swiveller, Lord

HS

#iayor of London. ‘he most consistent figuretive appesrance of

Diek Whittington occurs in Dombey and Son, where Walter Gay's

uncle and hls friend Captsin Cuttle both wmake continual references
to Dlck Whittington, who married his master's desughter, and draw

the parsllel between Walter's cereer and Whittington's.

3. George Bernwell

Ancther merchant serves occasionally as illustraticn also.
r. Perker, Mr, Waerdle's lawyer, begins to cite the case of George
Bernwell in relation to the elopement of Hachasl Wardle with
Mre.+Jdingle, when Sam Weller interrupts with his opinion that the
youlgy woman In the case dessrved more punishment than Georce

dld., Simon Tappertit in Barnaby Hudps belleves that apprentices

a8 a body were stigmatized by the executlon of George Barnwell,

to whlch tihiey should not have submlitted. One of the pseudonyms

O .y

vLittle Dorrit, p. 578,

8é)ld Curiosit% Shop, p. 369, Thias is a reference, also, to
Dick's “swivelling nature,
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of iirs. Todgers's youny servant in Hertin Chuzzlewit, usually

known as Old Lailley, was ~arnwell, a&s an easy transition {rom
Uncle, in honor of thet relstive who was shot by hils nephew

George. NKr. Viopsle in Great Lxpectations reads a lesson to

Pip from the tragedy of Georyge Barnwell, identifying the whole
affeir with Pip, the youny apprentice needing guldance, and
admonisning him to take werning. “‘he picture represented by
Usorge Barnwell is & sort of reverse slde of the Pieck Wanite

tington plicture~~the success SLOTY EONS WIrChige.

4. Punch

Punch, the hero of the traditionsl child's puppet show,
taekes his place among Dickens's stock imazes as a jolly and
fentastic belng. The bagman in Pickwlck, telling the story of
his uncle, describes his merry countenance looking like Punch,
but with & handsomer nose and ciin., & reference to Punch's
indiscriminate raining of blows with the cudgel  ives color to
& description of Pecksnif{ eavesdropping on Tom Pinch and Hsry
Urzham, trying to hear what they say and yet keep out of sight,

In Nicholes lickleby policemen are regarded as followlns the

brilliant example of Punch, deallng out promiscuous blows wlth
tireir truncheons, &8 thess repregentstives of law and ordsr
usually do. ¥~avid Gopperfield sees a resemblance to Puuneh 1in
the ri ldity of Lr., Spenlow, who moves nis whole body from the

bottom of hls spine as that actor does. iir. Soffin in Jur Kutual

Friend carries his stick &s Punch carries his. <he puppet appesars
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rmoat crucially in ©ld Curiosity Shop, where the show plays

an important pert in the plot, being instrumentsl in the
younger brother's tracing little Nell tarough the show's opera=
tor, who seemed to have imbibed sowmething of his hero's cnar-

actor, becsuse of his red nose and jolly dispositlion.
5. Guy lawkes

The mysterious and ominous filgure of Guy Fawkes illustrates
that walch 1is conspirsatorial and sinister. On Kr. Winkle's
romeantic nocturnal essignation with Arabella, wr. Plckwick with
a derk lantern keeps watch, as Sam Weller says, like un amiatle
Guy Fewkes. Newman Noges, standing bolt upri:;nt in g niche in
the wall, asppears to Kate like a8 scarecrow or "a uuy sawkes lald
up in winter quartsrs."9 Uriah Heep wears "a gresat Guy Fawkes
palr of gloves," or "those scarecrow gloves."lo r. Kerdls in

Little Dorrit, calling on his daugnter-in-law, offers her "such

& supsrflflully of coat-cuf! tinat 1t was like being received by

l Ed 5 E
nll Lugene #rayocurn ac-

the popular conception of Guy Fawkes.
conpanying the inspector and Lightwood after Riderhood on the
trall of Hexam, feels like "'Guy rawkes in the veult. "2 1p

the Christmae story "The Haunted nouse," the servent girl, given

Nicholss lilckleby, pe 37¢. LlLittle Dorrit, pp. 636-637,

loDavid Copperfield, p. 376. 120ur ¥utual Friend, p. 169,
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to superstitious Irigit, was elways stiffening "like Uuy Fawkes
endowed with unreason."'S The most extended reference occurs

ln the satirieal discussion of the Chuzzlewit family tree, the
debate being whether or not there was & Chuzzlewlit in the Gun-
powder Plot, or indeed if Uuy Fawkes himself were not a scion of
the Chuzzlewit stock. Here the conspirator adds one more ridi-

culous note to the ridiculous discussion,.
6, Macbeth

I have discussed Dickens'’s allusions to Hamlet and the
change 1n spirit which occurs in most of them., T1he same process
takes place in relation to liscbeth, which is the other Shakespearean
play most often referred to by Pickens, Dickens's treatment of
elther play would serve to i1llustrate both his alteration of
the oriyginal spirit and his adding to description by means of
woll -known figures. He alludes to only the most popular and
traditional passages from these two best-known dramas, and he
does the same thing with both: he places his references from
them in humorous contexts and he uses figures from them for
descriptive purpose. In Chapter II I illustrated the former
practice by sllusions to iHsmlet. Here I shall exemplify the
latter prectice by references to lacbeth.

Only one description acquires a sinister quality from a
Macveth reference., To Pip, Mr. Ja,gers's housekeeper has a filery

Y Christmas Stories, p. 238.




alr about her {ace which makes 1t look like one of the faces
he had seen rising out of the witches' cauldron at the theatre.
Otherwise, the references are made principally for mild amusement.

In Barnaby Rudge iirs. Varden 1s 30 cepriciously adept at feeling

many different ways 1n an instant that she rises to & nigher

pitch of genius than Macbeth. In Uombex and Yon the view fronm

hilss *0ox's window is & vista of mews, where confidentisl yarments
heng "like kacbeth's banners, on the outward walls."l4 At Flor-
ence'fs weddling, the clerk's amens, llike kacbetn's, appear to stick
in his throst, To David Copperfleld the memory of the butcher

he fought with eppears like the apparitlion of an srmed head in
Macbeths OSteerforth refers to his mood of preoccupation in the
words of HMacbeth a8t thhe disappearance of Banquo's ghost. In

Jur iutual Friend krs, Wilfer washes her hands of the Bof{fins

as she goes to bed after the manner of Lady Kacbeth. 4in Bdwin
Drood ¥r. Crisparkle is as confident of the sweetening powers of
Cloisternam Velr as Lady Macbetl: was hopeless of those of all the
seas, At ¥r., Grewglous's dinner, the waiter's leg lingers safter
him and his tray, like Macbetn's accompanying him with reluctance
to the assassination of Duncan. A flgure from hMacbeth depicts
kre. lerdle's essentiel meagreness of charscter in & tone of mild
reillery: "lr. ilerdle's default left a Banquo's chair at the
table; but, if he had been there, he would have merely made the

difference of Panquo in it, and consequently he was no loss."15

o————————

14 15

Dombey and Son, p. 88. Little Dorrit, p. 732,
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But the most vliolent wrench of the sinlister into the
ludicrous heppensg to the milk of human kindness figure. I have
mentioned that Squeers' turned to curds and whey at the sight of
Smike. “he figure is connected also in & distortedly comic way

with Mr. Varden in Barnaby “udge, Mr., Pecksniff in ¥artin Chuzzle~-

wit, and Mr, Casby in Little Dorrit. Iir. vYarden's beaming face

is a gight to turn the vinegar of misantnropy to the milk of
human kindness. For an ironicel description of ir. Pecksniff,
to sey that butter would not melt in his mouth is not indicative
enougnn ol his gzentleness. He looks as if butter had been made
out of him by the churning of the milk of human kindness as it
spouted from his heart. +he image itselfl is distortsd snou:h
without the allusion. Xr. Casby's false benevolence would have
everyone bslieve that hie furnished the beverage for all mankind,
wiile all he needed was his own mlilk of human kindness.

Thus, the atmosphere of lNacbetin appears figuratively in

recoliectlon in Dickens's world mainly In distorted iorm.

7. The Arsbian Wights

Y“here are as many references to The Arabian Nlghts as to

Roblnson Crusoe, and they likewlse testify to the early reading
of “harles ¥ickens as well as furnish s&s imaginative element in
his imagery. Pfut 1In thelr most obviously fanciful nature, they
serve various purposss. <+or example, Mr. ¥!Choskumehild's unima-

ginative teachins methods in Hard Times are like the manner of




Morglane ssarcning seearehing oubt the thleves; per.aps he will
only maim the robber Fancy lurking in the jars. Dleck Swiveller,
waking up to rfind the Marchioness teking cere of him, thinks
theat he must have wskened by mistake In an Arsablian night instesd
of & London one. Young David Copperfield finds living in the
Feggottys' boat as romantic as lnhabiting Aladdin's palece.

The picnic spot he later visits with Lora mi.ht have been opened
by an Arablan-nignts magiclian., *he banking-house of Tellson's

in & lale of “wo Citlss has s Barmecide Hoom unstalrs with a

dining-table but no dinners, Lady Pippins in Qur kutusl Friend

tells her friends that the Venserings have & house out of the
Tales of the Ueniil and thst they give dinners out of the Arablan
Nights. “*he Haunted ilan receives his appserition in the dead
winter-time wiien children tremble to think of Casim Baba hanging
in the iobrers' cave., +he longest passage involving thse Arablan
Nights 1s in the “hristmas story, "The Hasunted House,” in which
the narrator takes fantastic excdlons with the ghost of Kaster B
into his childhoo¢ memories. <4hese trips ere more wonderful than
those of Sindbed the Sallor, esnd they are most expressive of the
fantasy quality which Dickens assoclates with these oriental tales.
There are several othser characters wnhno emerge periliodically
with vsrious symbollc significances, but they do not appsear so
consistently as those which I have mentlioned. For instance,
Fortunatus is the character with an inexhaustible supply, whether
its source is a purse, a goblet, or some other receptacle. Dickens

must have had some private snirmus against those minor church
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officials, the pew-openers, for wlth every wedding he reports

he makea some sarcastic remarx about them, as when David Copper-
fleld wonders "whether tiaere ls any religious dread of dlsastirous
infectlon of goodenumour which renders 1t indispensable to set
those vessels of vinsgsar upon the road to fieaven."!® Like the
other charscters, tnese are symbollic inhetitents in the Mickens
world who come in with some particular significence. The pewe
openers are depressing influences at the weddin.s of kr. Dombey,

Florence Dombey, David Copperfield, and Wr. Wemmick in Great Ex-

pectations. +“his sort of recurrence is common in Diciarns.

Il. Objsctis

In reading the novels, one notices that Dickens many times
gingzles ocut particulsr objecta for mention and in the process
connects with them recurring associstions which the contexts
reveal. Why he 1s especially fond of elgnt-day clocks or mangles
or nutmeg-greters among household articles is not ecleer, nor is
this fondness necesssarily significent from the viewpcini of ima-
gary. but when some of these objects often are connected with
concepts, they assume a more or less symbollc aspect. Y‘he nut=
meg-yrater can, therefore, e ignored except as one c¢f many items
coniributing to local color; whereas the perticularity of the
eight-day clocke=-unimportant in itself--reinforces the larger

significance tneat 8&ll timepleces are invested with,

6
Devid Copperfield, p. G633,
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l. Timepieces

The timepleces themselves which appesr in Dickens's pages
could not e considered imagery except as any description of an
object could be called a sensory image. However, clocks and
watches are mentioned so often and with such assoclations that they
come to represent ldeas connected with time and with feelin:s
whichi nelp to contribute a distinctive stmosphere to the world
of Pickens's imagery. A simlilar emphasis is placed on timepleces
by Thomas Hardy, who uses them to express different ideas, for
instance, the relstionship between man and nature., In Far From
the hisdding Crowd, Osk's close acquaintance with natural phenomena
allows him to tell time accurately even though his watch is

oroken. In The Return of the Native, there is on Egdon Heath

no absolute hour of the day, since the different hamlets follow
various standards of time measurexwent. <The relentlessness of
time's passa;e 1s indicsated frequently in Hardy's novels by the
striking of church clocks or the ticking of watches. Dickens's
treatment of timepieces, even when the idea involved is similsar,
creates an entirely different atmocsphere,

Dickens'as most specific treatment of clocks and their associae

tions occurs in jlaster Humphrey's Clock, which took a clock for its

symbol. IlHumphrey makes clear that this clock has been a companion
to him, a comfort and a consoletion, as if it were alive, and
haed a kindly face and & friendly voice. This "old servant” gives

to the soclety grouped around it its note of time and punctuslity
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eand its tick of encouragement., <The manuscripts asre kept in the
clock, so that the members may "draw means to beguile time from
the heart of time itself."l? 3imilarly, Mr. Plckwick, roused from
meditaetion by the striking of a church clock at midnlznt, feels
when 1t has ceased almost as 1{ he had lost a companione. 1o the

natives of Clolsternam In odwin Drood, the striking of the cathedral

clock and the cawing of the rooks are like voices of their child~
hood. Clocks indicate the nature of a place: 1in & lazy little
town visited by Mrs. Jarley's waxwork ceravan, for which little
Nell worked, "lothling seemed to be going but the clocks, and
they hsd such drowsy faces, such heavy lapzy hands, and such cracke-
ed voices, that they surely must have been too alow."l8 in the
churchyard where lell and her grasndfather finally find refuge,
Nell often lis tens to the bell striking the hours, and when the
younger brothsr completes his search at this plesce at midnight,
even the sun-dial 1s nearly hidden by snow, and "Time itself
seemed toc have grown dull and old, as if no day were ever to dis-
place the melancholy night."lg

In moments of stillness or suspense, the quiet is emphsasized
by the ticking ol & clocks. 4“he square on which the Cheeryble
Brothers'! counting-house 18 situasted "is 80 quiet that you can
almos €t hear the ticking of your own watch when you stop to csol
in its refreshing atmosphere."go On the night of the great storm

in which Hem Peggotty and Steerforth drowned, David Copperfield

17%aster Humphrey's Clock, pe 7. lglbid.. Pe S20.

18514 Curiosity Shop, p. 207. <2ONicholas Nickleby, p. 478.
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in his hotel room alone is tormented by the ticking of the
clock, and just before nis wedding, while nhe i1s walting for Dora,

his hesrt jerks to the ticking of the clocke In Bleak kLocuse

the stillness of the Dedlocks' closed town house 1z emphasized
by the clocks ticking in the ellence.

Guilty Jonas Chuzzlewit is obsessed with anxious listening,
counting the ticking of the hosarse clock, as if a spell were on
him er¢ &s 1f the clock represented the coming of his certeln re-
tribution. Nrs. Romcewell demonstraties to her nephew how the
step of the Uhost's Walk at Chesney Wold can be heard even through
the beat of the complicated French clock and the tune it plays.
The clock on the stalrcese at the Dedlocks' house is famous for
its saccuracy, but it would hasve been & famous clock indeed if 1t
had said, as Kr. Tulkinghorn consulted it on the night of his
murder, "Don't go home." What & watch Kr. Tulkinghorn's would
have been if it had given’him the same warning! ¥Kr, tulkinghorn
approachies his hories A gun is {lilred, the report of which arouses
the do.s, and "the churech clocks, as 1f they were startled too,

nel

begin to strike. Such is the satmosphere surroundin: the

murder of lr. ‘ulkinghorn in Bleak House. Just before the

appearance of the first spirit to Scrooge, the chimes of & clock
strike the hour of midnight. 4%hinking this time must be incorrect,
Scrooge consults hls own repeater, which reacts sympathetically.
"Its rapild little pulse beat twelve; &na stopped."22 And scrooge

wails apprehensively for the hour of one, when the spirit is to

———

21 22

Bleak liocuse, p. 670, Christmas Books, p. 20.
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maeterialize.
Bven ideas connected with the meaning of 1ife and destn 8&re

expressed in terms of timepileces. In 0ld Curiosity Shop Kit

Kubbles siunifies the comprehension of things in general when he
tells his mother tiat when the minister is able to do as much as
she does, then Kit will "'ask him what's o'clock and trust him for
being right to hsalf a second.'"23 As Fagin swaits the hour of

his executlon, the striking of the church clocks tells of life and
the coming of day, but to the Jew they bring despair. "The

boom of every iron bell came laden with the one, deep, hollow
soﬁnd—~beath."24 Before the death of Anthony Chu:izlewit, Pecksniff
end Jonas think that the pecullar sound they hear 1s something
wrong with the clock, but 1t is another kind of timeplece fast
running downe-the grains of sand in Anthony's glass fast

emptyling.

The clock takes on animaetion in the fancy of 1little Paul
Dombey at Dr, £Slimber's and seems to repest the Doctor's polite
inguiry ag a refrain, "How is my llttle friend?" This fancy fits
into Paul's view of the meaning of life--and 1t is all puzszling.
Smike remembars dimly from his unhappy childhood principally
a room in which thers was & clock; the clock seems to represent
to Smike his world's unfriendly distence. A charactsris withdrawal

from the world is signified by the cessetion of the concept of

23014 Curiosity Shop, p. 78. =%0liver iwist, p. 410.
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time in Little Dorrit, A <ale of Two Citles, and Great Expectations:

the mentel unheslthiness of krs. Clernnam is indlicated by the
monotony of her days, "the same sequences of machinery, like a
dragging piece of clockwork" and by her infirmity, which was like
that of many invalids, "To stop the clock of busy existence, at the

25 Dr. Manetté's

hour when we were parsonsally sequestered from it";
i1ife stopped like a clock during his years of imprisonment; klss
davisham stopped all her timepieces at the hour of her besiraye
el snd tried to immobilize time at that point. Bach of these
charaecters uses the clock 88 8 sl:n of his withdrawal from

i1ife. Another interpretation of life as passage of time is seen

in the clock as & symbol of time's inexorability in a simile

used in Little Dorrit to describe ir. F's aunt, who "struck into
26

ths conversatlon like 2 clock, without consulting anybody."
ihe unrecason of thls formidable woman and oi her whole existencs
is like the unrcason of a timeplece.

katches and thelr eppurtenances are also customary Dickene
sian indilcetions both of a person's circumstances end his
character. In the courtroom where the sult apainst kr. FPick-
wick is tried, sits "an elderly clerk, whose sleek appearance
and heavy gold watch-chaln presented imposing indications
of the extenslve and lucrative practice of lir, Serjeant Snubbin. "e7
Halph Nickleby regulated nis unvarying routine by his heavy
gold watch, which in the solitude of his falling plens lies

on the table before him, giving unheeded "its monotonous warn-

S : 5 27
Little Dorrit, p. 353. Pickwick Papers, pe. 435,

201bid., p. 164.
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inge" Arthur Gride's watch-cheln is made of steel, and <im
Linkinwater's timeplece is gn infallible chronometer. in

Dombey and Son Solomon “ills's sccurate wastch 1s his pride and

joy, and Captain Cuttle's is part of his small patrimony which

he offers to his friend in finsncial stralts. Earkls's Il'ace

hasno more expression than thet of & cloek that has stopged.

His o0ld gold watch with chain end sesals 18 found in his box of
treasures amon;y his other important begquests, Betsey Trotwood's

watech is like & man's. Littimer's 1s respectable, like him,

and he consults 1ts face "as if he were consultin: an oracular

oyster."za David's is a mark of his manhood and independence.

Uriah Heep's 1is suitably a "pale, inexpresslive-faced watcn, "9

Part ¢f the romsntic dream of Traddles and Sophy 1s a complicated

gold watch, capped, lewelled, and engine-turned, which she

would ; ive him toc replace his plain old silver one 1f they

had the money. At the birth of Paul Dombey, the tickings of

the watches of Kpr. Dombey and Dr., Parker Feps run a race in

the stillness, and Walter vYay customarily thinks of his lmposin

employer in terms of his teeth, cravat, and watch-chain. Hir.

Dorrit's watch is the last link with his dignity and respectability;
it 1s "s& pompous gold wateh thet made as great a to-do auvout

- 0
its going, as 1f nothing else went but itself and limo.“s In

Bleak House the rslative positions of the 4urveydrops, father

28pavid Copperfield, p. 299. SOLittle Dorrit, p. 676.

29
Ibide, D. 236.
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and son, ls& emphasized by the fact that the younger man has no
watch and tnie older man has “a handsome gold one, wnich he pulley

ol

out, with an air thet was an example to all mankind, Grande

father *“mallweed appropristely pulls out "a lean old silver
watech with hands llke tkhoe le.s c¢f =8 skeleton."32
I have selected merely a few examples to 1llustrate the
varioug meenings that timeplsces assume in Dickens's books. I
have not stterpted to indlcats their frequency; they appear
in every Dickens novel to & variety of purposes. ‘hey contri-
bute to atmosphere--particularly of suspense--they stand for
different interprstations of life; they measure the passage of
time and the inevitatility of dsath. Like the panysical environe
ment, time as &n abstraction is8 a force which seems to be eitner
sympathetic or hostile~--usually the latter-~-and the man-made
recordera of this force symbolize it 1n miniature or sympathetic=
ally express the traits of their owners. 4his view of timepieces
as symbols 1is not new. Dickens usually gilves the traditional

interpretation,
2. London Lancémerks

In Dickens's frequent descriptions of London, he repeatesdly

singles out two of 1ts landmarkse~the lonument and 3t. Paul'ge-~

31y ealc House, p. 196. 321 414., p. 378.
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and by them,bothh the chnarscters in the book and the rcader of

the story orient themselves in the city. David Copperfield's
favorite lounging~place was London Eridgs, from which he couid
see the sun glinting on the flame on top of the lionument., Kany

& panoramic description of London singles out the obvious dome

of St, Paul'’s for particular mention, as in the view which little
Kell and her grandfather took of the clty as they left 1t,
"looking back &t old Saint Paul's looming through tha smoke."53

In Bleak House the moon rlses "over the great wilderness of

London" on the night Mr. Yulkinghorn 1s killed; and "It steeples
and towers, and 1ts one great dome, grow more ethereal, "4

Book III of Qur kutual friend opens with & description of London

in the fog, from which it might be discerned "that the loftiest
buildin:s made an occasgicnal struggle to get their heads above
the fogry sea, and especially that the :rcxt durmse of Baint

Paul's seemed to dile hard."35

Such selecting of a dominant
lendmarx is only natural, But in Dickens's London, the kon=
ument and Saint Paul's are more tian simple dominators of the
prospect by reason of their size: they are symbols, not only
of the city as an entity, but also of certain qualities. #©oth

are high, in the flgurstive sense as well as tne literal--as it

i8 said of Joe VWillet in Barnaby fudge that he was "over the

Ys>mument end the top of “aint Paul's in love."36 Willism

3301d Gurlosity Shop, p. 114. 5%0ur Nutual Friend, p. 437.

54Bleak House, p. 669. 3GBarnab1 Rudee, p. 169.




Guppy in DBleak iiouse, discussing Richard, states that sdichard

was "ss high &8 the Monument" in his attitude. To guileless
Tom Pinch the Monument is the place In London where he wouild be
most likely to find Truth, which ought to be liwvwing at the base
of the column, even though the column was tooc tall for its cccupant
to have much sympeathy with human passion. ‘he Man in the Honu-
ment 13 the attendant who collects the entrance feea, and Tom
is detorrsd from asking his way of this official when he dis-
covers that the kan 1is a Cynic, who uses an expression which
is low compared with the lonument., This column sppears to
symbolize the conception of loftiness in ;eneral,

Sgint Paul's, on the other hand, poes beyond the conception
of loftiness, which it also signifles, to psermanence and securlty,
which have the further posgibilities of implying at times in-

accessibility and forridability. Thus, in Little Lorrit Dickens

posits a fictitious watcher on the gallery above the dome of
Saint Paul's, to whom would have mounted the murmur, magnified
to & roar, brought about by the disastrous defection of kir.
Merdle, To Jonas Chuzzlewit this vantage point implies also
inattention, for he would as soon have thought of the cross

on Saint Paul's taking note of his actions as of iir., Nadgett's
decing so. ‘he security note i1s found in Captain Cuttle's
essurance to Ylorence Donbey that with him she will be as safe
as if she were on top of ®aint Paul's with the ladder cast off.
It is perhaps not insigniticant, also, thet this symbol is cone=

stantly a&ssoclated with the motiirerly and comforting Psggotty
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through the plcture on her work box, the plcture which she
preferred to the real thing. Yo Devid, the church 1ls almost
humen, for on his return from Europe after Dora's death, he
half expects to find Saint Paul's looking older. ©»ut Oliver
iwist, a prlsoner of Fagln, has &s much chance of being seen
and heard as if he had lived inside the ball of Saint Paul's,

and Lavinla Wilfer in Qur iutual Friend protests any curtallment

of her high spirits &5 a surgestion of retiring to the ball of

Sagint Peul's. &nd tc Jo in Blesk House, the cross at the top

of Saint Paul's signifies everytning that 1s made inaccessible
to him by authority; "From the boy's face one might suppose
that sscred emblem to be, In his eyes, the crowning confusion
of the great, confused city; so golden, so high up, so far out
of his reach."57
There 1s in this choice of column and dome to stand for the
great city of London, which is in a sense symbolically both

fsther and mother, the same kind of besic symbollism as there

was in the lrilon and Perilisphere of the New York World's Fair,

3, Brass Plate

Certaln objects-~such as a brass plate, & mengle, or black=
ing--have an apparently private significance from Dickens's
childhood. Anyone scquainted witn Pickens's blography snd the

traums connected In his mind with the blacking factory would

szlaak House, pe. 274,
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recognize the significance of the seemingly random references
to blacking or blacking bottles. <These are not notably symbolic
wl thout the knowledge of what they meant to Dickens., +or
instance, there seems to be nothing particularly significant
about Tim Linkinwater's calling Nicholas iilckleby's attention
to ils hyecintas growing In blecking bottles, beyond the ides
of bsauty blossoming in humble clrcumstances; the conirast of
tnese ideas only appears much stronger Lo anyone who 18 aware
of the DPickens connotsation. lecrely an unexplained animus is
noticeable in Tony Weller's reference tc "!'Warren's blackin!
or Rowland's oll, or some o' them low fellows.'"SC

“Yut some objects get connected in the process of their
asgoclatiogneg with the same kind ol significance that the time=
pieces have, +he most frequently appesrling of these 1s ths
braass plate, which is assoclated, in the same way as the watches
are, wilth character or social circumstances. <his assocliation
has significance even for the reader who is nolt asware of the
connection with the failure of Ulickens's mother at establisiiing
a sclivcle =*he plate on iir, Pecksniif's doosr 1s termed bLrazen
ratiher than brass, and belonging to Mr, Pecksnlff, it can not
lie. Ur. Bounderby's, too, 18 brazen. *“he letters on it are
very like unimselfl, and the door Knob is like a brazen full-stop.
ihe brass plate denoting the oiflces of sr. Ligg's fraudulent

life insurance compsny in lartin Chuzzlewlt 1s always kept very

58Pickwick Pgpers, p. 461,
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bright, for the purpose of courting inquiry. walter Gay's
fancy 18 not able to burnish the brass plate of the Dombey
and Son offices into a tablet of golden hope, Nrs. Jellyby's

door plate 1s appropristely tarnished, MNrs. Wilfer in Cur utual

Friend is disturbed thset the maker has removed the "Ladies!
School" door plate, and she bitterly remarks that he might as
well have taken the door too. Quite different is ¥Wiss lwinkle=-

ton's resplendent brass plate announcing her seminsry for young

ladies.

4. Mangle

The mangle--whatever 1ts private associations for Dickense=-
usually appears to s8ignify one's station in life; to some 1t is
an instrument of degradetion or torture. 4he dashing l. Mentalini

in Nicholas Nickleby 1s reduced to the ignominious task of turn-

ing a mangle, "'perpetually turning, like a demd old horse in
a demnition mill. My life 1s one demd horrid grind,'"™° 1In

Qur Mutuel Friend the mangle which Sloppy turned lunged at the

two children sitting near it "like a catapult designed for
their destruction."%C® ang Sloppy makes sn assoclation between
the mangle's operation and Johnny's health; when the mm gle
lumbers, Johnny has difficulty with his breathing. The KHev,
Frank »ilvey expounds to Sloppy the doctrine that in life we

3% Nicholas Nickleby, p. 8385. 4OOur ¥utual Friend, p. 204,
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are all an inconstant crew, more or less remiss in our turnings

at our respective nmangles.
., Wax-work

Wax-work 1s the Dickens symbol for aspecious likeness to
iife,. rs. Jarley speaks respectfully of her exunibition to
little Hell, saying thet it*is "calm and classicel,” with an
air of M"eoldness and gentility.® "'I won't go so far ss to
say, thet, as it is, I've seen wax-work quite like 1life, wut
cudl

I've certainly seen some 1life thet was exsctly like wax-work,

ihe twe old hags at the workhouse in Oliver Twist dlscuss the

adrlrsble way one of their colleagues had of lay ing out besuti-
ful corpses as nice end neat 88 wax-work. i#ir. iwurdstone reminde
ed Devic Copperfield of wax-work. <he most effective compari-
son 18 that used to describe Hiss davisham, who looked to

Fip like a‘combinaticn of bLhe wax-work he héd seen at the

Falr and a skeleton ne had seen in a chureh vault, except that

he dark eyes moved and regarded him,
6. Buttons

In the Lickens world the slze and simplicity o1r one's

heart may be inferred from one's tendency to burst out of one's

4101¢ Curiosity Shop, p. 199.
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clothes, as in the case of Peggotty, wio In moments of strong
feeling, popped off buttons in small explosions. Sloppy in

Qur hutusl Friend is "indiscrcetly candid in the revelation of
nd?

buttons, aind even after expert asssistance by a talilor at

the behest of krs. “offin, he is still "a periect Argus in the

way of buttons. "

In Wartin Chuzzlewit the ocular powers of
HMr. MNadgett's buttons 1s of a different order, for he kept so
wrapped up in himself that hls whole life was a mystery, &l-
though at the same time he saw so much that each of his buttons
might have been an eye., +here is somethling not only secret,
but also sinister about tnis kind of being wrapped up, instsad

of bursting out at the sesms, like Peg ottty or Sloppy. Nr.

Vholes in Bleak liouse has a "buttoned-up helf=-sudible voice, as

if there were an unclean gpirit in him that will neither come

out nor spesk out. Lut the epitome of the buttoned-up man

is ¥r. Tite Barnacle in Little Dorrit, whose significance 1s

explained &t some length:

But, ¥r. Yite Barnacle was & buttoned-up man, and con-
sequently a weipgnty ones, All buttoned-up men are welghtye.
All buttoned-up men are believed in. Wnether or no the
reserved and never-exercised power of unbuttoning, fascinates
mankind; whether or no wisdom is supposed to condense an
argument when buttoned up, snd to evaporate when unbyttoned;
it 1is certein that the man to whom importance is accorded

is the buttoned-up man. kr. Tite Barnacle never would have
passed for half his current value, unless his cost had

been always buttoned-up to his white cravat.45

425ur Hutual Friend, p. 207. <%Bleak fiouse, p. 55G.

451pid., p. 349. 451 ittle Dorrit, p. 586.
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7. Prospect in Burning Cosls
In many stories a gleowing fire represents a world of

fancy, in which one may see briyht plctures., Very much as

the Arsbian lLights symbolizes the imegd nstive element through

its various characters, e glowing fire represents a world of
fency. Barneby #udge, David Copperfleld, Steerforth, Loulisa

Gradgrind in Hard Times, lr. Lorry in A4 Tele of Two Cities,

Lizzle liexar 1in Our iLutual Friend, and the stoker in the north-

ern manufacturing town who helped little Kell-~all these saw
fenciful pictures in the fire., Lizzle Hexam often resd her
future and her brother's prospects in "the hollow down by
the flare," snd Loulsa Gradgrind sought the answers to her

questions in the fire.

8. Dreams

Dresms con#itute a specisal kind of imagery. Each one 1is,
as 1t were, s capsule representztion of an emoticnal state con-
veyed in the pecullar logic of dreams, and comprising as it does
an entire scene, it 1s equivalent to & complication of ima es.
Dickens achieves that dream atmosphere of unreasonable reason
with remarkable success and with psychologlcal validity, as

Dr. ksnhelm points out in The Pickens Pattern, where he discusses

Mr, Tigg's dream of Jonas Chuzgzlewlt and Esther Summerson's
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dream durlng her illness in Bleak ‘riouse.4sa These dreams,

as the othsrs, relate to the story by heightening the effect of
& situation or by &dding tc the reader's understanding of the
drsamer cor both. They usually relete Lo the story also by some
linking of the imagery. dr, Tigg dreams of & door and the key
to it, and he wakes to find Jonas stending beside the door about
which he dreamed. *he effect of this dreem is to helghten the
feeling ol suspense and of mensce connected with the sltustilon.
BEsther dreams that she is cllimbing interminable flights of
stairs and thet she 1s & bead in an immense flery necklasce, from
which she cannot separats herself. “hese images convey simule
taneously the sense of great effcrt and of powerlessnsss asscociated
with her illness; they also relate to the same kind of feeling
pertraysed on a larger scaie, for instance, in Richerd, who, in
splite of prodiglous effort, remains essentielly powerless on

the greast wheel of Chancery.

Hdoast of these drcams contribute an effect of menace, grest
or small. On the night before the murder, Jonegs Chuzzlewit hime
selfl dreams & confused nightmare which powerfully tranemits the
incipient murderer's state of anxliely, gullt, enimosity, and
terror, 4+he motifs of the bells, the crowds, snd the Judgment
Dey are &ll repecsated later at his apprehension for the murder,
Even little iiell dresms--ol kuilp in shifting combinations, be=
coming wax-work, irs., Jarley, a barrel-or;an, ocr a combination

of 8ll three, Her anxisety jurgles the reality of wulilp and the

458
Op. cit.,, Part '}"waJ "The Pattern," A. " Illness."
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unreality of the wax-work appropriately enough, since to the
child's comprehension the speciousness of the wax-work would
be more convineing than the monstrosity of Quilp.

Lo sattempt psychological interpretation of such dreams
in relation to the dreamer would be fcoilsh, since even the
most expert practioners have to have the dresmer's cooperation.
As literary devices, however, these dresms ennance the effective-
ness of the story. 7They do not usually follow in a systematic

pattern the over-all therme symbolically.
I1ii. Ideas

Reversing the basis of discussion, I shall turn now to the
various images Dickens uses to represent different concepts which
are significent in his world and appear in one form or another
in novel after novel., It is Important to trace by means of his
imagery his attitude toward such institutions as law, government,
and prisons, and toward such abstractions as philcs ophy, imaginse
tion, life, death, love, and time. Throughout his career Dickens
was hostile to organized institutions of all sorts. iis attltude
toward them did not chesnge during his career; his denunciation

only vecame more rierce.
l. The Leaw

ihe law appears in Pickwick more or less comically as a
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hazardous rsesme; in Lavid Copperfield aid Bleak House, it is

still a game, but a sharper one. Fro: QOliver *wist one remembers

Bumble's comic protest, "the lew is a sgs=--a idiot....8 bachelor.,"”
In Pickwick, Doctors!' Commons is an enchanted regzion whose
entrance is ,uasrdsd by dragons in widte aprons. Steerforth tells
Davlid Copperfield that a proctor is & kind of monklisi: attorney
who plays all kinds of tricks with old monsters of Acts of
Parliament in Doctors' Commons; at other times thre procedure is

a profitasble little affalir of private theatricals, David regards
the Courts of Law as a sort of powder-mllls that might blow up

at any time, I have mentioned his comparison of Spenlow's office
to a temple, of which Spenlow was the good angel and Jorkins the
restraining demon, his likening the practice of law to a round
game, and the attitude toward the law as & sharp business revealed

in 01d “wriosity Shop. 4+he picture at its worst, portrayed in

Blesak lLouss, is the same one, only particularized, emphasized, and

complicated; in tnis involved picture the process of law is a
pervasive fog; the Court of Chancery is the most pestlilent of
hoary sinners, a8 long metted well 1iIn wihiich you might look in
vain for Truth st the bottom; it is e process of being ground
to bits in a slow mill, roasted at a slow [ilre, stung to death
by bees, drowned drcp by drop, and going mad by grains; it is
such an infsrnal country-dance of costs and fees, nonsense and
corruption as was never dresmed of in the wWildest dreams of a
Witch's Sabbath; it is an infernsal cauldron, & monstrous geme

of chess, &nd Ixion's whesl,



184

2o Government

In much the same way, the picture of politiecs and governe
ment, presented comically In FPickwick, without much figuretive
representation, becomes progressively more compllcated in suc-

cessive novels snd culminates in Little Dorrit in the great maze

of the Circumliccution Office. In Eicholas iLicklseby, lancnester

Buildinegs, the sanctusry of ithne smaller nembers ol Parlisment,

is an eel-pot with no outlet but its awkward mouth, a case-bottle
with & short and nsrrow neck, and a no-thoroughfare. in Bleak
House ths great lignts of the parliamentary sky have only one
grand recipe for everything, the profound philoscpnicsl prescripe
tiocn Move OUn. <The procsess of government is an &bsurd contrivance
involving Lords Cnodle and Doddle, eccording to whieh Lord
Doodle throws himself upon the country in the form of sovereligns
and veer--an "auriferous and masilty shower"--which can be thrown
upon a considerable portion of the country at one time. BHritane
nial's pocketing of Doodle In the form of sovereigns is & kind of

religious exercise. ihe plcture in Jur jutusl Friend is similar,

Boots and Srewer announce like “uy lFswkes that they will go down
to the House of Commons and ses how things look, and Veneering

is "brougat in" for Pockel breeches. In Herd Times kr. Gradgrind's

parliementary dutles consist of sifting cinder-heaps and throwing

dust into other people's eyesa. In Edwin Drood the picture of

an "immovable wal ter" who stands and watches while & "flying

waiter"” serves the meal is described as & suitable subject for a
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highly finished ministure representing the Commandershlpeine
Chilef of sny sort of government,

In Little borrit the process of govermment becomes 8 come

plicated mecnanism, & hocus pocus plece of machinery to keep

in motion the all-~sulficient wheel of statesmanship, How not

to do 1t. “*he Circumlocution JXffice is = nursery of statesmanshlp,
a glorious establishment, a hesven-born Institution, and a temple
with minor priests and acolytes, <“he Barnacles ere s 3nosl of
perasites whose business 1s to stick to the mnational ship as

lonz a8 they can, and the shlp cannot be {rimmned, lishtened, or
cleaned without knocking them off. +he chief sdministrator of
the office is ¥re. 7ite Barneclie, who winds folds of tape and
paper around the neck of the country as he winds the folds of

nis white cravat around his own neck. *he representastive of

autnority, the beadle, who appears in vliver Twist in the

person of the awkward and stupid Bumble, is excorlated by ir.

ilemagles in Little Dorrit:

If there is anything that is not to be tolerated on any
terms, anything that is a type of Jack«in-offlice insolence
and absurdity, anything that represents in coats, waist-
coats, and big sticks, our anglish holdingeon by nonsense,
after svery one has found it out, it is abeusdle,46

3« Prisons

The prison, also, which cagts its shedow over the comedy of

4
SLittie Dorrit, p. 20.




186

Pickwick, develops in Little Dorrit into a monstrous system

wiiich darkens the whole booke.

lhe Fleet 1s, in the words

of ¥r. Perker, "'this den of wretchedness'"%47 and in Sam

Weller's, "'tnle here magnified pound.

of condemnation is exemplified

misaepplication of phrase as he

"1yeols vithin veels, a prison in a prlson. #éintt it, Sir.

1n48 g atmosphere

in Sam's characteristic Jjovial

sees a birdecage in the prison,
¢ nd9

Irprisonment for debt in the Hing's Bench Priegon la trested

gsericusly in Nicholas Hickleby, but nct bitterly. ir. Liicawber's

imprisonment in the same place
its gravity being moderated by
in the morning could cause the

day had gone down upon him and

is herdly & matter of grest concern,
¥icawber's mercurial spirits, which
debtor to lament that the God of

before noon could allow him to

enjoy & lively game of skittles. And Devld found something

gypey-llke and agreezble about

dining in the prison.

The prison in Little Dorrit is no longer viewed in a jovial

light. In compsrison, the treatment of the Harshalses is indeed

a system of wheels within wheels, a complicated interrelation of

figurstive applications. <~ickens as narrstor makes a scriptursl

allusion wiiich 1s imilar in style tc thet In Pickwick, but its

connotetions are bitter, not joviel: Tip's custom of executing

commnlisslions outslde the prison

leads him to become Yof the prison

47pickwick Pepers, p. 672.%%1v14., p. 582. Crf. Ezekiel 12

481p14., p. 6304

165 o3 10.
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50 Metaphorically the

prisonous and of the streets streety."
prison is simultaneously a child whose father holds court

ma jestlically and finally orphans it when he leaves its confines,
arid 8 parent whose child is born within its precincts. It is

& shallow s ea, from which Arthur Clennam dresms of raising the
sunken wreck of William Dorrit, and it 1s a well whose waters

have their own peculisr stain. #r. Dorrit is like a passenger
aboard ship on a long voyage, who has recovered from sea-sickness
and is impatient of that weakness in newer pessengers., +he prison
is elso 8 place through which a turbid living river flows. 4he
debtors sre pilgrims tarrying st that stop on their way to

the Insolvent »hrine., ZEntering the prison 1s like going into

a deep trench, and the shadow of the wall 1s on every ob ject.

The hiarshalses 18 & living grave.
4, Philosophy

To Dickens, phlilosophy 18 any matter-of-fact kind of
theorizing; any fixed and raticnallized attitude toward life
he opposes. Only in Pickwick does philosophy appesr in s
favorable light, and even here 1t is principally a subject for
amusement. Mr. Pickwick is a philosopher with a "welleregulated
mind," but his involvements in embarrassing predicements &nd more

serious difficulties indiceste at every turn his 888ential im-

practicality and humorlsssness. Sam, on the other hand, has

>

50
Little Dorrit, p. 66. Cf. I Corinthisns, 15; 47..
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learned hils piilosophy the hard way, having been "‘'pitched
neck and crop intc the world, to play at leap-frog with 1its
troubles.'" Underneati nis &ir of ease and simplicity, are a
baslc competence, a practical cormon-sense, and an earthy humor
which make him the true phiiloscopher, as Mr., Plckwick recognizes,
toough somewhat reservedly:
'You are quite a philosopher, Sam,' sald kr, Pickwick.
'It runs in the family, I bt'lieve Sir,!' replied lir.
Weller., 'My father's wery much in thet line, now, If my
mother-in-law blows him up, he whistles. ©She flies in a
passion, and breaks his pilpe; he steps out, and gets another.
ihen she scresms wery loud, and falls intoc 'sterics; and he
smokes wery comfortably 'gill she comes to agin. ¥hat's
philosopny Sir, ant't 1t?!

In Qliver iwist philosophers are those hard-headed and harde

heertsed theorists, members of the board, who plan the workhouse
and look upon it as a place of public entertainment for the poor,
a tavern where there is notning to pay. %They operate cn the
experimental basls of the philosopher who salmost demonstrated nis
theory that & horse could live without eating, the only drawback
to hhis success having been the minor flaw that the horse died
when he had got 1t down to & straw a day. Charley Bates and the
Artful Dodger exhibit the conduct of philosophers, following
maxim and theory in maintaining their own safety when (Oliver is
taken as a thief.

In 014 Curiosity Shop Codlin's characteristics of talking

slowly and eating greedily are those of philosophers as well as

misanthropes; the gamblers are perfect philosophers in sppesrance,

SlPickwick Papers, p. 214.




188

showing nc wmore feelin; than stones do., In Barnaby hudge

phllosophers know thse Latin names of all the plsanets, but have
gulite forgotten such heavenly constellations sg Charity, Love,

and Mercy. Iin FHartin Chuzzlewit 1t is remarked thsat the ine-

fallibliity of the "early tc bed, early to rise" maxim discover=-
ed by sn ancient pnilosopher is verified by the fortunes constant-
ly being amasased Dy chimney-sweeps and others like them who make

a practice of retiring and rising eerly. In Lilttle Lorrit irs,

Piornish's feelings overcome her at the sight of Arthur Clennanm
in prison. liot being pnilosophical, she weeps, and 8ls0, not
bein; pnilosopnical, she is intelligible in what gha says. FPip's
explanation to Joe ms to why he lied about hils visit to iiss
Havisham involves him in a predlcament ﬁ%ich is a cuse of meta=-
physice and thereby vangquishes 1it,

In all Dickens's references to philosopuers alter FPicke
Wwick, thne baslic assumption rests on the figure first drawn in

Oliver 1wist, that a philosopher's blood is ice and his heart

iron. Philosophers maxe a . reat siow of basing thelir theories
on fact, like Kr. Gradgrind, but these theories work disastrous=

ly in prasctice because they ignore all natural feelings.

5., Organiged Fhilanthropy
Philanthropy, like philosophy, disregards &ll natural
feeling and real practicality. Its outstanding practitioners

ere nrs. Jellyby and Mrs. Pardiggle in Ble ek House and kr. ioney=

thunder in Edwin Drood. Mrs. Jellyby's is "telesc~nic philan=-
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taropy,"™ tysisied by her looking far awaey into Africe throuch
Tsther's bonnet and head. krs, Pardiggle's method is to pounce
upon: the poor and epply beneveolence like a straltewalstcoat or
to take them into moral custody like & policeman. Those phil-
anthronpists of ir. Honeythunder's type are given to "selzing
thelr fellow-creatures by the seruff of the neck, and {(as one
may say) bumping them into the paths of peace."52 Their pnil-
snthropy is of that "gunpowderous sort” which is difficult to
distinsulsn from animosity. Fr. Crisparkle makes an extended
comparison between professional piiilanthropists and puglilists,

seeing the resemblance because of the propensity of the former

to "pitech into" people. ke finds only three differences between
J

them:

Firstly, the Phillanthropists were in very bsd tralning:

mach too fleshy, and presenting, both in face and figure,

& supersabundance of what is known to Pugllistic cxperts as

Suet Pudding. Secondy, the Pnilantnropists had not the good

temper of the Pugilists, and used worse language. JInirdly, their
Lghting code stood in great need of revision, as empower-

ing them not only to bore their man to the ropes, but to

bore him to the conflines of distraction; also to hit him

when he was down, hit him anywhere and anyhow, kick him,

stamp upon him, gouge him, and maul him behind hls back

ol trout mercy. In these last particulars the Professors

of the Hoble %gt were much nobler than the Professors of

Philanthropy.

Organized pniilanthropy 18 denounced mosi harshly in Qur jutual

Friend, 1t 18 a force to be dreaded, from which Betty Higden
fled "with the wings of razing Despair.” And Dickens remarks,

"™his is not to be received as a figure of speech....lt is a

53
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remarkable Christian improvement, to have made a pursuing Fury

o e . o 4
of Lthe “ood aamaritan."s

-

S, Imegination

Imecsination, to Dickens, is & faculty belonsing peculiarly
to children. In them it need conly be foastered and kept une-
smcthered; 1t will dsesvelop like any other s rowing thing in
nature. The imege of vegetation deplcts the thwarted childhood

development of the boys at Dr, Blimber's school in Dombey and Son

and of the voung Gradgrinds in Hard Times, but in neither in-

stance 1s the dovelopment under conslideration specifically that

of the imagination. It 1s childhood in general which is Dickens's
concern, and usually those forces which are inimical to the
imaginatlion are generally hostile to the idea of childhood in

the abstract. In Dr. Blimber's establishment, Paul Dombey stands
out remerksbly because he is strange, thoughtful, and "old~
fashioned." His preoccupations include listening to the old

clocs in the hall and finding Imacinative pestterns in the

wallpaper; these constitute the "arabeaque work of his musing

nHH

fancy. In contrast, young Toots has left off asking questions

of his own mind, and in the leaden casket of his c¢ranium, there
is only a mist, incapable of takin; shape to form & ;enle; this

mist hovers like a cloud over a little figure on a lonely shore.

S ——————
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The dreams and eiry fables thet Loulsa Gradgrind might have had
in her chlldhood, but had noﬁ, would have been "1ts graceful,
humane, impossible adornments of the world beyond,” which would
have kept "a garden in the stony ways of this world," where
Fancy ag & tender light or s beneficent god would have intro-
duced her to other equally powerful gods, such as Reason.56
Young David Copperfield reads, as in & book, his fortune in the
moonlight shining on the water and seems to float down tThis
track into the world of dreams, or he builds Y“castles in the alr

at & living mother's side, "7

In his early childhood he seems
to have been walking "elonp & path of flowers as far as the
erocodlls -book, 93

In these figurative pictures of chiidhood, there 1s no
definlte conceptlon of imsgination, such as Wordsworth has, and
certainly no such distinction between Imagination and Fancy as

one inds in Coleridge. +‘he comparison with Wordsworth is

natural becsuse of Dickens's theory set forth in David Copper-

field, which reminds one st first glesnce of Wordsworth; accord-
iwe %0 this theory, the power of observetion, when found in an
adult, is . faculty which has been reteined from childuood,

not acquired by experience. Children have sn innate faculty
wnich is "an inheritance," but this faculty consists of "a

certain freshness and gentleness, and capacity of bein; pleased,”

Ssﬁa}?d Tim&&, p?o 1777"1!755. 581bido, p. 530

5Tpavid Copperfield, p. 319.
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sennd closeness and accuracy of observation.

Thus, imaginstion is to Dickens simply a component 1n the
childhood, which he usuelly descrives in terms of litht, dreams,
8iry csstles, gardens, and s tory-books, in much the same way as

he depicts the love-home-happiness complex in terms of light.

7. Poetry

Dickens's conception of imacination eppesrs to be only =&
hazy aura surroundin: childhood &s 1desally & happy time. %“he
seme aura does noit surrcund the imaginstive faculty as the crestor
of poetry, for poetry appears only as a subject for ridicule in
tne peges of Dickens. It is laughed at over and over again in
Pickwick. Serjeant Buzfuz rants sbout "'the most poetlic imagery'"
of the "'Chops and Tomata ssuce'" amd the warming-pan in Mr,
Pickwick's letters to MKrs. Bardell.so Tony Weller thinka that
poetry is unnatursl and thsat no man sver talked in poetry except
& beadle on Boxing Day or one of "them low fellows™ like "Warren's
blackin',™ kra. Leo Hunter's "0Ode to an Expiring Frog" is e
hilerious pe.ody, and the outlandishness of Sap Weller's "Homance"
about Bold Turpin is ennanced by the editorial comment calling
particular attention to the monosyllable at the e nds of certsin

lines which asslsats the metre and also allows the singer to

591bid., p. 13 60ps ckwick Papers, p. 482.
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take breath.

Bold Turpin vunce, on Hounslow Heath,
His bold mare bess bestrode--er;
Ven there he see'd the ~iswop's coach
A comin' along the road--er.oVf

In 014 “uriosity Shop “ick Swiveller, the "Glorious

Apoller,"

outrages poetry azein and s;ain. In the same novel
there appears a man named Slum, a8 name blessed, he says, by
perfumers, hatters, and blacking-makers {or whst his poetry has
done for them. According to him, there are smaller names than
118 in the Poet's “orner in Westminster Abbey. To dabble in
poetry 1is the delight of his life, and ne produces little trifles
thrown off in the heat of the moment, which he will sell chesaper
than any prose to economical irs. Jarley for publielizing her
wax-works. 4he expense of poetry, as if it were so much per
foot, is & consideration which bothers alsc Joe Gargery in

Great Expectstions. 1le had Intended toc have cut on his father's

tombatone & couplet which he himselfl had composed, struck out in
one blow like 8 horseshoee=-"iWhatsume'er the falilings on his part,
Remember reader he were that good in his hart. '"%1 543t ne was
deterred from geccomplisning this intention by the fact that poetry
costs money, cut large or small.

The most sustained ridicule of poetry runs through Qur

Mutual Friend. Mr. Boffin hires Siles Vegy to decline and fall

in the way of business and invites him to drop into poetry in the

B

6Os‘Ibid., P. B2z, 6lGreat Expectations, p. 43.
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way of friendship: VWey. reads ihe becline end +all of the

Roman Empire at a regular fee and performs hls own particular

variety of mayherm on poetry gratuitcusly for the delighxt of
all, FHe welcomes his friend sr». Venus, saylng, "'for what says
the ballad?

'Ho mallce to dread, sir,

And no falsehood to fear,

But truth to delig ut we, iLir. Venus,

And 1 forgot what to cheer,

L1l teoddle dee om des.

And something to gulde,

¥y aln fireslde, sir,

¥y ain fireside,
He proposes a toast, "'crushiny a flowing wine~cup--wnicn I
allude to brewing rum and water--we'll pledge one another.
For what asys the Poet?

'And you needn't, Mr. Venus, be your black bottle,

For surely 1'l1 be mins,

And we'll take & gless with & slice of lemon 1in it to which

) you're partial,

For suld lang syne/ 62

in all thsse instances, the aspects of poetry whicn Dickens
derides are its inutllity and its bathos. <ne idea that poetry
could be sold at 8o much a word is similar to the idea that zany
of tne emotions can e sold--an ldea Dickens denouncos &;aln
and again. In both, the mercenary motlf is exa gorated and
literalized. ‘he difference between these concepts 1g that the
ssle of the emctions is & matter for lickens's harshest denuncise
tion, whereas the sale of poetry is a matter merely for his

ridicule. Likewise, the abuse of poetry by exaggeration of its

——————

525ur Mutusl Friend, p. 497.
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faults or distortion oi ite alus is only comie, not scrious,
Bathos in expression 1z one of the principal eleune:ts in the
characterization of {r, .dicawhber, and 1t contributes the comedy
to Yick Swiveller, Julia iiills, ¥r, ‘oots, and William Suppy e
Bathos is connected satlirically with literature in zeneral in

Martin Chuzzlewlt In the persons of the two Transcendental

literary ladieswho visit Llljah Pogram. The speech of these
"lLe Le's™ comprises poetic banalitles strung together with 1lttle
re ;ard to sense,
'Mind and matter,' said the lady in the wig, 'glide
swift into the vortex of immensity. Howls the subline,
and softly sleeps the calm Ideal, in the whispering chambers
of Imagzinatione. 7o hear it, sweet 1t is. bDut then, out-
laugshs the stern philosopher, and salth to the QGrotescque
'What hol arrest for me that “4zency. Go, bring it hercl!?
And so the vision fadeth,'6
It would seem that seri cus poetlc expression is a subject that
Dickens can never consider soberly, but only incongruously,
Indeed, the presentation of the "L, L.'s" to &lijah Pogram by
drs, Hominy s, according to an onlooker, "quite the Last

Scene from Coriolanus,”
8. van'!s Life

Dickens habitually representis lifie fisuratively as a
journey, iypieally in connection with Nicholas lickleby's and
Smike's journey to Portsmouth: "in journeys, as in life, it is

a great deal easier to go down hill than up," but perseverance

S3yartin Chuzzlewlt, ppe 561-562,
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64
can attain the suamlit of the most diificult hel shis, Harold

Skimpole in Dleak House thinks that the path of life should be

strewn with roses, not with the brambles of sordid rcallties,
Pip sees his sister's death as the first srave yawning in bhis
road of lifej he asks himself later why he should lolter on

his road and whether getting rid of the abyss between Lkstella
and Hagwl teh will make the road smoother or its end vetter,
Scrooge's nephew ccnsiders Christmas a senlal season for thinke
ing of pecple below one as fellowepassenpers to the ;rave, not
as another race of creatures bound on other journeys. ‘fagzin
warng Noah Claypole that the gallows 1s an ugly flnzer=post
witieh has polrted ot a sharp tuming for many a bold fellow

on the broad hizhway. /r. Carker in Dombey and Son identifies

his hectic flight from Paris with his life as a whole, the past
and present all confounded togecther.
This flgure has many variations., Life may be a race as
well as a journey. Steerforth'scourse is to ride o2, rousheshod
if need be, smooth-shod 1f that will do, but on over all obstacles,
to win the race, Paul Dombey's childhood is a steeplechase for
different reasons, and he firds 1t very rough riding, beset
by all kinds of obstacles. The journey may be by water as well
as by land. Pavid Copperfield sees his progress from childhood
to youn, manhood as a flowln: water whose charnel has become

dry and overgrow: with leaves., Plp conslders his life until

5411 cholas iildkleby, pe 281
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his discovery of his uardian's identity as a voyare in a ship
wilich had gone to pleces and wrecked him,
The possibility of encovnters on all these journeys occuples

Dicxens's attention in Bleak House, Little Dorrit, A Tale of ‘wo

Cities, and Cur :ivtval Frierd, where he considers the interrelae
tionahips of characters as travellers who meet to act and react

on one another, 4he travellers to all stations and condltions

of 11fe "are on the sreat hlzh road; but it has wonderful divergences,
and only Time shall show us whither each traveller is pound."°

The idea has humorous variations also. Hrs, Varden in

Barnapy ludze tells of "steeringz her course throuh this vale
n6o

and one¢ of <~airey Gamp's iavorite phrases refers
¢ n 87

of tears,
to "tthis Plljan's Projiss of a mortal wale, Mre Plornish

in Little Dorrit i1s "one of those many wc] farers on the road of

lifey, who seem to be arfllcted wi th supernatural corns, rendering

~«. lmpossible ior them to keep up even wlth thelr lame conpeti=-

u 08

tors. iusene Wrayburn in Our Mutual Iriend says that his

father "'wlll continue to saunter throuvgh the world with his
et on one side,'"%9

To theboys in Kicholas Niculeby, 1life 1s a troublcsome

flisht of steps that leads to death's door. David Copperfield

cons iders Mr, Waterbrook & man who had been borr with & scaling

65

Little Dorrit, p. 186. ©98Little Dorrit, p. 142,

6GBarnabz nudiae, De 172 690ur futual Friend, pe 847.

67yartin Chuzzlewl t, p. 419,
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ladder instead of a silver spoon and had gone on mounting all the
heights of 1life one after saother. In the Goketown of Hard
Times, the undertaker keeps "a black ladder, in order that those
who had done thelr daily groping up and down the narrow stalrs
might slide out of this working world by the windows."70

r., Jarndyce in Bleak House tells Richard and Ada that

they should haeve a new page turned for them to write thelr 1lives
ine David Copperfield and Pip, who both tell their own stories,
write of their lives as books with psges or leaves,

A lifetime 1is compered to the length both of a day and of
& year: "from morning to night, as irom the cradle to the grave,
is but a succession of changes so . entle and easy, that we can
scarcely mark their progress."Vl Scrocge considers how & daughter
might have been "a spring-time in the hsggard winter of his
11fe."’2 Life is also a eircls: "do we meke & weary journey from
the high grade to the low, to find at last that they llie close
together, that the two extremes touch, and that our journey's

end is but our starting~place?"73 lire Lorry in A Tale of Two

Cities finds that as his life draws near to its close, he travels
in & circle, nesrer and nearer to 1ts beginning. In Little
Dorrit 1ife is a whirling wheel.

Joe Uargery in Great Expectations sees life in terms of his

o
Herd Times, p. 60. 72Christmas Books, p. 34,
73

Vlﬁicholas Nickleby, pe. 281. Dombey and Son, p. 508.




200

wife's tantrums: "'On the Rampapge, Pip, and off the Hampage,

n'74

Pips;==-such is Life.'! fr. Lillyviek in licholas lilckleby sees

it in terms of his activitles as & collsctor of water-rates:
£

"i1The plug of life is dry, =ir, and but the mud is laft,’"7°

Passingly and cssually appear some disillusioned comments, such

as the remark in Great Expectations that "Mr., Wopsle's great-sunt

successfully overceme thet bad habit of living, so highly desire

sble to be got rid of by some people."76 Or in Zdwin Drood the

reference to a portralt of & clown "saying 'How do you do to-

morrow?' quite as large 28 1ife, and almost as miaérably."77
Dickens's imagery for life as an abstrsction is rather

commonplace as & rule. W#when he literalizes the imege and thus

makes 1t humorcus, &8s he does wlth many others of his izages, he

makes 1t more distinctive,
9. Death

Death has pleassant aspects as "Nature's remedy for all
78
toings. " Paul Dombey's boat floated down the swift river to
the ocean, where he joinesd his mother on "the dark and unknown

ses that rolls round all the world."’? He thus followed "The

4
Great Expectations, p. 109. /’Edwin Drood, pe 133.

7SNicholas Nickleby, p. 700. 79Tale of Two Cities, p. 48.
76

Grest Expectations, p. 119, 79Dombey and Son, pe 1ll.
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old, old fashion--Deathé"8O Lit tle liell's young spirit

winged its early flight to another world. "Sorrow was dead indeed
a1 ‘

in her, but peace and perfect happiness were born," "the

Child's Droanm of a Ster" associates death with light, love,
neappiness, &nd reunion. Smlke was happy to go tc & region
where he saw besutiful gardens filled with people with light
upon their faces--a region whlch he sald was Eden,

lore conventionally death 1s to David Copperfield the Great
Visitor or to Steerforth "'that equal foot st 2ll men's doorst"

heard knocking somewhSPe;sz in Nicholas Nickleby it is the sands

of life rlast running out or in Little Dorrit the mowing of the

0ld scythe, In Bleak House 1t is the narrow nouse or the digger

and the spade that will add the last great secret to the msny
secrets of lr, *ulkinghorn's existence. Grandfather Smallweed
end "the sharer of his life's evening" are like "a couple of
gentinels long forgotten on their post by the Black Serjesnt,
Death."®3 Harold Skimpole appropriately refers to the death
of the man who was always apprehending him: "'Coavinses has
been arrested by the Great patiire, tn54

The atmosphere of A Tale of Ywo Cities is prepared by

Chapter 1, in which the ¥Woodman Fete and the rFarmer Death mark
the trees to be made into the guillotine and the carts to be

set apart to become tumbrils. ©1ld Bailey, where Charles Darnay

801p14., p. 234. 8% b1eak House, p. 292.

8101d Curiositx Shop, pe 534. 84Ibid.. pPe 208,

82pavid Copperfield, p. 426.
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was tried, "was famous as a kind of deadly inn-ysrd, from whilch

rale travellers set out continually, in carts and coaches, on

w85

a violent passage into ths other world. he atmosphere of

desath 1s heavy also in Edwin Drood. Durdlss'!'s two journsymen

leave thelr saws among the gravestones, "and two skeleton Jjourney-
ment out of the Dance of Death might be grinning in the shadow
of their sheltering sentry-boxas."es
The characteristic feature in Dickens's figurative treat-
ment of death is hia assoclation of it with peace and relsesase,
especially in connection with young children. <The picture
sometimes fuses 8 sentimentel fentasy-world out of light, lowve,
and happiness. It impllies a reunion with the mother, for which
one of the age-old symbols 1s the sea. This interpretation

1s particularly important in the death of Barkis in David Cop-

perfield and of Paul in Dombey and Son. I shall discuss this

symbollism at greater length in Chapter IV,
10. Time

Time 1s natursl 1y associsted with 1life and death. Anthony
Chuzzlewit's grave added another mound in the churchyard. "Time,

burrowing like & mole below the ground, had marked his track

by throwing up another hesp of earth."av Time, as a man with

85
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& scythe, had marked the brow of ir. Dombey as a tree in a human
forest marked to come down in due time, and he would delicht in
smoothiing the countenance of the baby Paul with the flat of hils
scythe as a prepsration for his deeper operations, However,
Father Time is not always a hard parent. ie had laid his

hand lightly upon sabriel Verden in Bernaeby #udge, leaving

his spirits young; the locksmith's grey head was only the
impression of the 0ld fellow's hand leid in blessing. ‘ihe
tread of Yime had splasned the dsrk halir of kr. dorfin in

Dombey and Son with flecks of grey., Time is sure of foot, strong

of will, and attentive of eye., It is slso winged and may fly
fast like colored birds, or it may have leaden wings. In

Barnaby ifudge +ime is also a sreat gulf which none cen see be=-

yond, a mighty river rushing swollen and ragid as it nears the

sea of vast Lternity. In Hard Times it is appropriately the

longest~established Spinner of 8ll, a weaver manufacturing the
human fsbric in & mill, by macnhlnery of innumerable horsepower,
Dickens's basic imagery for the concept of time is liks wise
tried and true. %‘he burrowing mole, the men with scyths, the
flight, the mighty river, and the sea of eternity are all tra-

ditional fligures,

11, Love

To speak of love in Dickens's works is to mean romantic
love, since parental love, for instance, is practically non-

existent; most of Dickens's heroces and heroines have elther
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only one inedequate parent or none; in famllles where both
perents are alive, the parents are either incompetent, like
the Gradgrinds, or ridiculous, like the iicswbers, Keal af-
fectlon is usually provided by parent surrogates from outsidse
the famlly.

I have discussed the ideallzed picture of love associated
with light, best represented by David Copperiieldls love for
Agnes. Egually ideal, but less sanctifled, 1is the romantic
pleture of David's love for Dora. David is & moonestruck slave
wandering in Fairyland or the Garden of Lden, and Dora's every
word rivets 8 new heap of fetters to bind him. He i8 steepsed
in Dora and saturated throush snd through with Dora, not merely
head and ears in love with her. Thils love 18 a state of rapture,
modified by the reminliscent tone of gentle humor, even pity,
wilech David uses as narrator. The seame enchanted picture ex-
presses the love of John Westloeck and Ruth Pinch in MHartin

Chuzzlewit, London is to them an enchanted city where all the

sounds are softened into music and where there 18 no distance
or time., In the same novel, Mr, Hoddle is said to be living in
the atmosphere of siiss Pecksniif's love, which is a terrestrial
Paradise, but since he is also bein. led "like a lamdb to the

altsr,”

having been assigned to wiss Pecksnifif by the Fates as
Vietim ftumber One, the Parudise idea in his case is obviously

ironical,.

IVe. Tone

child -lovers: ¥ The Ho“y-

¥8 Three short steries are about .

1t " R ance.
tree Inn," " The Haunted House, Holiday Rem e
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The most characteristic element in Dickens's work is his
tocne-~pernaps 1t is so in any writer's productions. This
quality results from his attitude toward his materiel, and
it is extremely important to the effect which he produces. it
is 8lso somewhnat elusive to define, because its components are
dif fuse restner tnan precise; 1t is a composite rather tnan a
separate entity. From Dickens's menner I would single out four
figurative devices which [ consider chiefly responsibie for
the Dickensian tone: apos trcphe, irony, exaggeratlion, and a
fourth element which I shall attempt to 1llustrate by the

figure I have desiznated the "as ir" image,
1. Apostrophe

The greater part of eny lickens novel is written from
the third-person omniscient point of view, which sllows an author
to enter freely into his cherzcterizations. 1In spostrophizing,
however, the suthor separates himsell from his meterisl, as the
customary third-person omniscient author does not. ihe omnniscient
author may be &s detached as Ueorge Meredith toward his Egoist
or &8s intimate as James Thurber with "The Secret Life of %Walter
Mitty." Dickens, as omniscient author, customarily recognizes
his relationship to his reader. In Pickwick he announces that
he acts merely as editor, transcribing the notebooks of the
Pickwickians, 4All the other n&%els, except the first-person

narratives--David Copperfield, Ureat Expectastions, and Bleak
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House, the last of which is partly composed of ~sther's narre-
tive==-contain such announcements as that the historian takes
the reader by the hand and4 transports him through the alr to

another scene (03ld Lurlosity Shop), that this history has 1ts

own opinion (Little Dorrit), or that the history will leave a

character's problems to unravel themselves (Qur ikutual Friend).

More stricily figuratlve is the device of the rhetorical ques-

tion, which Dickens uses more frequently in 0ld Curicsity Shop

than in later books. The apostrophe, however, recognizes
simultaneously & relationship to the reader and to the char-
acters in the story. It appears in profusion for the first time

in Hertin Chuzglewit, the transitlonsal novel, and it contri-

butes heavily to the tone of that work. Dickens's sattitude
toward the rogues therein, like Pecksniff, is contemptucus.
Even his manner toward Tom Pinehh is faeintly patronizing and
roguishly laudatory: "lThered Let the record stand! 4hy
quality of soul weas simple, simple; quite contemptible, Tom
Pinchl"Bg Toward Ruth Pinech he is affectionately coy: "Oh?
foolish, panting, frightened little heart, why did she run
away:"go In sharp contrast 1s the spostrophe In relstion to
the Pecksniff girls, in which irony predominates: "(Oh blessed
star ¢f Innocence, wherever you may be, how did you glitter in

your nome of ether, when the two iilss Pecksniffs put iforth,

39 90

Martin Chuzglewlt, p. 638, Ibid., pe. 70%.
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each her 1lily hand...“gl

The apostrophe becomes didactlc in the novels followlng

Martin Chuzzlewit. in that novel Dlckens addressss nhls characters,

whom he manipulaeates with elther approbatlon or dilsapprobation.
It is as if he were exhibiting & burlesque like a Punch and

Judy show, holding up one doll with the remark, "Now, here's

a wonderful fellow., Aren't you, Tom?" or another with a studied
leer, "Oh, isn't this a beautiful creature?” This tone in

Dickens's work 1s unique in Martin Chuzzlewit. After this,

the chﬁracters apostrophized are the outcast and d owntrodden,
and they are called upon to show themselves to soclety so that
society may see what it has accomplished. The problems of the
esarlier socisl orphans, Oliver Ywist and Smlke, were handled
differently. %he later manner 1s most outspoken in relation to

Jo, the crossing-aweeper in Bleak House, and Betty Higden in

Our Mutual Friend. Jo 1s not a "genuine foreign~grown savage,®

like HMrs., Jellyby's Africans or irs, Perdiggle's Indlens; he

is only a dirty, ugly, home=grown creature, disagresable to the
senses, and only in soul a heathen. "Stand forth, Jo, in un-
compromising colours! From the sole of thy fcot to the crown
of thy head, there is nothing interesting about thee."9% Arter
he recounts Jo's pathetic death, Dickens turns to his audience.

Deed, your lajesty. Dead, my lords and gentlemen.
Dead, Right Heverends and Wrong sieverends of evecry order,

9l 92

Ibid., p. 84. Bleak House, Pe 646,




208

Dead, men and women, born with Heavenly compassiongén
your hearts. 4&nd dying thus around us, every day.

In Our Mutual Friend he follows the pathetic wanderings of old

Betty Higden, who persistently refuses to accept charity {rom
enyone, particularly not from official agencies. Dickens refers
to her with such periondical exclamations as "Falthful soull”
and continually calls the attention of the official world to
her situation &8 a wsrning.
iy lords and gentlemen and honourable boards, when you in
the course of your duste-shovelling and cinder-raking hsve
piled up a mountsln of pretentious fallure, you must off
with your honourabls coats for the removal of it, and fell
to the work with the power of all the queen's horses and
gll the queen's men, or it will come rushing down and bury
us aslive,94%
1That component of the Dickensisn tone which the flgurative
device of the apostrophe illustrates 1s the separastion of the
author from his people and his scenes. This device is intended
tc draw the eautnor closer to his reader, but it does so at the
expense of separation from his characters, %hils characteristic
is noticeable in Pickwick, and in all the novels from kartin
Chuzzlewit on, and it becomes so obtrusive as to constitute
an srtistic distraction. &ven the first-person narratives show
it, the narrator &s merely an cbserver revealing his surrounde
ings, both natursl and human, more successfully than he reveals

himself. The separation of these retrocspective, first-person

narrators from the events they relste is a purposeful attempt

94
95Ibid., p. 655. Qur Mutual Friend, p. 524.
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by them to view thielr llives reminiscently. DBetween Esther's

narrative and the rest of Blesk liouse, the difference in tcne 1s

marked, One of the features of thls difference is the apostrophe,

which does not eppear in Esther'’s narrative.
2. Irony

Irony is & feature of Dickens's manner througnout nls
works., The editor of the Pickwick papers presents the membaers
of fthat club in e slightly ridiculous light, which results from
gn attitude of gentle raillsry tinged with irony.
Now general benevolence was one of the leeding featurcs
of the Pickwickian theory, and no one was more remarkable
for the zealous manner in which he observed so noble s
principle, than #r, Tracy Tupman. The number of instauces,
recorded on the transactions of the Soclety, inwhieh that
excellent man referred objscts of charlity to the houses
of other membvers for laft~05g parments, or pecuniary re-
lief, 1s elmos t incredible.’
In the very next book, the irony is strongly censorious, whether
the immedisaste subjcet is Cliver or those responsible for his
plight. The workhouse superintendent is said to be a woman of
wisdom and experience, who, knowing #het was good for the childrsn
and a&lso for herself, appropriated most of the children's allow-
ance, "Thereby finding in .the lowest depth a deeper still; andg
proving hersell a very great experimental philoaopher."gs lhe
irony is in the attitude toward the philoscopher, according to
26

95picuwick Papers, p. 17. Oliver Twisbt, pe 4.
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wnich the statsement is intended as stated; only Lo other
interpretations of philosophy is the statement &8 contra-
diction. %his kind of supcercilicus irony is the princlipal
dissoclsetive element in the novels between Plckwick and Ma& tin

Chuzzlewit., In this tone Dickens ironically defends the

workhouse system s ainst & posslble charge that solitsry con=-
finement of Ollver for impiously asking for more would deprive
him of "the benefit of exercise, the pleasure of soclety, or
the gdvantages ol religious consolstion." For exercise he was
aliowed to wash himseli at the ocutdoecr pump in "nice cold
weather” whlle Mr. Bumble prevented his cetching cocld by beating
him with & cane. For socilety he was "soclsably flogged" in
Iront of the other boys in the dining nall as & public example.
or religious consolation he was kicked into the same spertment
at prayer=-time %o console himself wlth the boys'! suppiications,
devised under the patronage of the Devil himself, to guard them
from Oliver's sins.27

Dickens vliews his minor villains and villainesses with

less vindiective irony. He describes people like Saily Erass in

0ld Curiosity Shop, iisggs in Barnaby Rudge, and the Pecksniff

glrls in Mertin Chuzzlewit in eleborstely unssavory fashion and

thereafter refers to them with extrevagantly ironical epithets.

Sally, for instasnce, the besautiful wearer of the brown headress-

duster, is slways the fair object, the chaste Sally, that amiable

971v1d., p. 15.
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virgin, or the lovely demsel, "bearing in her looks & radliance,
mild as thet which beameth from the virgin moon, "98

The irony in the later novels tends to become less outbt-
spoken a&nd more complicate: by other figurstive devices, In

Blesk House, for instence, Dickens contesplates the conventione

el demonstrations of grief displeyed by the aristocracy at the
funersl of Kr. Tulkinghorn. "The Peerage contributed more foure
wheeled affliction than has ever been ssen in that neighboure

heod.” Among ths undertaekers and egu’zng

>3

es, one might see "the
calves of so many legs &ll steeped in grief.“gg
The figurstive device of irony in variocus styles is a

constant component of the Dickenslien tone.

3. Exaggeration

I have discussed exa;peraticn as a device to achleve humore
our effect., bBut even for serious matters, at lesst & slight
degree of exapgeration is frequent enough to be a sort of
Dickensian mesnnerism, This is apparent, for example, in des-
scriptions of vililains like Fagin, Sikes, qulilp, Gride, and
others, Bill 3ilkes goces out to find Nancy, "his teeth so
tightly comprasssed that the strained jaw seemed starting through
his skin."loo At Fagin's trial, "The court was paved, f rom

floor to roof, with humesn faces....ne seemed to stand sur-

98514 Curiosity Shop, p. 429. 1%01iver Twist, p. 363.

9gBleak House, pe. 719
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rounded by & Lirmsment, all bright with gleening &yes."lOl

Such heightened eifect is part of Dickens's mannsr,
4. Incongrulty

The other component which I am attempting to isolete 1s
evident moast frequently irn the "as 1f" image, slthough it is
not found exclusively there, The "as if" imege 1s basicsally s
gimile, but 1t is complicatec by 1its conditional nature into ex-
pressing more thsasn a likeness--ususlly & possibillity of action.
But the condition may not be contrary to fact. Fsgin, trying to
read & minute inscription on & trinket, at length puts ﬁown the
trinket, "as if despsiring of succesa"; or plays with & knife,
before he lays 1t down "as if to induce belief that he hiad
caught 1t up, in mere sport.“log Presumably Fayoln actua ly did
despair of success, and he probably knew very well thst mere
sport was all that wes nscessary in the way of a threst, a&s far
as Qliver was concerned. These examples indicate thhat the cone-
diticnsel image need not necesssrlily be completely conditional,

glso that it need not be jocular. 1In & dsessperatse scene in

Barnaby Budge in wiich Gabriel Varden 1s in danger of his life,

his assellant himsell is attacked and falls "as if struck by

lightning.“los Thus, the condition may not bte stsrtlingly
Ibid.,; pe 406, Basrnaby Rudge, 4967,

1021p14,, pp. 60-61.
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originel, elther.

But when that complicated possibility of action is
blended with thst chlldlike and aweless power of observation
which David Copperfield exhibits, the result is likely to be
particulerly Dickensian. This quality 1s more oblique than the
freshly exprecalve effcecct which every successful metaphor crestes.
Devid's young imagination represents a wallpeper decoration as

4 .
"a blue muffin."lo He describes the schoolmaster kr. Sharp as

)

aving "& way of carrying nis hesd on one salde, as i it were =&

.

b

.

et
(52

ttle too heavy for nim."19% But later he adapts thls image
to more pathetle purposs in depleting the fallen girl Hartha,
"drooping her head, as if 1t were heavy with unsupportable re-

c&llections."loo

The blue muffin 1s somehow both flamboyant

and incengruous; the literally heavy nead , in both these

imagea, is Iin the one Instance at least irrespective of conven-
tional standerds of comparison; in the other it retains a suggese
tion of this regardlessness and nonchsalance slthougn 1t 1s more

conventional, All are expressive.

At 1ts zentlest, this kind of image seems new, llke the

description from Barnaby iludge, "Everything was fresh and gay,
a8 though the world were but that morning made."107 With a
toueh of humor 1%t is odd es well as funny, &s Dickens's

remavik in Plckwick concernin; Mr. Dowler's impstience at walte

ing for his wife to return from a party: "Clocks tick so loud,

-

104, vid Copperfield, p. 158, 196

Ibid., p. 685,

1081p14,, pPe B4, 107Barnaby Kudge, p. 221,
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too, when you are sitting up elcne, and you seem~-alt lcast
we always do--as 1f you had got an undergarment of cobwebs

on.nlOB

In relatlion to scme subjects the "as 1f" imege 1s
queint: the nurse Polly is "invested wlith the Dombey baby,
ea if it were an Order."lﬂg Or slizhtly peinful: OSusen de-
tached Florence Dombsey "from her new friend by a wrenche--as
if she were & tooth." 10 It can be hilericus es well as sug-

gestively violent: 1in Blesk House Phil Squod, cesrrying the

erippled Grandfatner Smallweed, "bolts slong the passas e, s&s if

he hsd sn acceptsble commissicon to carry the old gentlemen to

alll

the nesrest volceano. Or 1t can be strangely pathetic salso:

to Pip's question, "'What were you brought up to be?'" his

convict guardian repllies 14 varmint, dear bo '
< ] 3 }

112
word "as if it denoted some profescion.” At 1ts harshest, it

using the

is coutrageous, even monstrous, as the plcture of lr, Vholes in

Bleak lHouse, who "takes off his close gloves as if he werse

skinning hls hands, 1lifts off hils hat ss 1f he were scslping
himself. "11®

To designate one attribute for all these varleties of
effect would be most simply to call them Dickensian., The
one quality which they all seem to me to share 1is é great or

small degree of incongrulty, the effect of wnich may be quaint,

108, 11l ]
Pickwick Papers, p. 521. Ble ak House, pe 379,

112

109

Dombey and Son, p. 20. Great Expectations, p. 312,

1101p1d., p. 27. 113316ak House, p. 554.
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flamboysnt, funny, nilarious, patnetic, or outrsageocus. They
are sudden, momentary, disconnscted flashes of Insight through
image. “nis is Dickens's most unususl and effective use of
imagenrye.

nowever, to abttrlbute the typical Dickenslan tone to
his use 0! apostrophne, irony, exsgseration, and incongrulty,
i8 not to comprehend all of his eflects; this designation does
not account for the conventional lmagery or the sentimental

tone, ifor instance; neither does 1t account for c

iy

amges of de-
gree in the tone-~from the comedy of Pickwlick to the violence

of vur iutusl rriend. in my final, sumnmsrizing chapter, I shall

try to reconcile these elements,
3 3% 3% 3

My method so far has been to survey the world of Plickens's
imegery 23 & wnolas. Chapter II considered the kinds of figure-
tive devices which Dickens uses and the nature of the effescts
wihicn he crestes by these msans to express comnplex ldess, Lo
deplct cuosrazcters, eand to sat scenes, Chepter 11T fillied in
tne plcture witn the rocurrent incidental symbols, returning
key ideas, and prevailing manner. Certein charscters from tne
c:ltvral bherite.e of the time appear in Dickens's works in
repeptsd assocliations which mark these fictionel or historicsl
persons £s symbols of the ldeas connected with them: Roblinson
Crusoe, for sxample, stands for loneliness or remoteness from
clviiizatlion, Thia kind of symbol echileves its significarnice by

the recurrsnce of its assoclatlons, but becauss of the nature of
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its appesrance in the context, this symbol does nct follow such
a pattern that it reinforces the central theme; these symools are
only ineclidental ones., Likewise, certaln objects establlsh
assoclations: timepleces, l'or exarple, signify the relentlesaness
of time's peassuge, contribute to the atmosphere of 8 scene
or represgent charscter. In e different way, Dickens returns to
various idess sfzin and agsin: he represents such institutlions
as the law and such absirsctions as philosophy, imaginstion, and
love by cilfferent sets of imsges In different novels.

Pinding &1l these factors together, the author's tone acts
83 a kind of prevailing atmosphere #poupiout his works, Four
ITigurative devices contribute to ths creastion of this cheracter-
istic stmosphere: apostrophe, irony, exsggeration, and the
"ag if" image. dickens's usa;se of the apostrophe snd of irony
results in a dissocletion of the author from his charsascters end
scenes, At least & slight degree of exaggeratlion repeatedly
helghtens the effects of serious episodes, snd exnzgeratlon 1is
frequently responsible for comic eoffects. The "as if" imege
crestes the typical Dickenslen figurastive situetion, in which
the coenditional nature of the slmlle complicates the customsry
likensgs by an added pessibility of actlon; within thies frame-
work, a cnaracteristic chlldlike powser of observatlion sees re-
lationships from s somewnat irregular viewpolint. This combinetion
of subtle likeness and some degree of incongruity constitutes
the truly Dickensian image, which is llke & sudden, disconnecied

flash of insight,.
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CHAFTER 1V

WHEELS WITHIN WHEELS

Having surveyed the world of Dickens's imagery as @
whole, 1 am now reasdy to turn to the individual novels in
order to consider how the imsgery functions in pursuance of
a theme. As I have slready indicsted, Yickens's figurative
pattern in all his stories 1s an aggregsate composed of desd
metaphor, traditional metaphors, sudden flash-like Iimages, and
symbols. The symbols are of two kinds: those wnich achieve
thelir symbolic nature by context and those which achieve 1t
by repetition or accumulation of sensory imaszes. Detsey
Trotwood explains the first kind in telling David about lkr,
Dick and King Charles!' head.

'That's his allegorical way of expressing it. He con=-

nects his illness with grest disturbance and agltation,

naturslly, and that's the fizure, or the simlile, or wnat-
ever it's called, which he chooses_to use. And why
shouldn't he, if he thinks proper?

This kind of symbol occurs most cherszcteristically in David

Copperfields King Cherles! headf%he Memorial together epltomize

lire Dick's personality, in a sense; the symbol is thus only ine-
cidentally e reflectlon of the central theme, in s&o fear as 1t
expresses his disorientstion--~he is one of many people in the

novel who are lost and try to f ind themselves., Similer Incidente

David Copperfield, p. 205.
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al symbols would be Betsey Trotwood's chasing of the donkeys

or HMre. lilcawber's repssted phrese about something turnling up.
This kind of accent characterizes many *“ickens people-~they

rub thelr noses or put their sticks in their mouths; one sug=-
gests that one "overnaul the catecnism" (like Captain Cuttle iIn

Dombey and Son), or another continually resembles & post office

(like kr., Wemmick in Great Expectations); thelr names indicsate

the nature of their function (like Melchisedech Howler, a preach-

er in Dombey and Son). ihese incidental symbols reinforce some

aspect of the personality raeather than the central theme.

The other type of symbol suygests the metaphoricel in-
terpretation of visual or sensational images like light or
¢old by the constant emphasis upon them, as, for example, the

light and shadow in Little Dorrit or the cold in Dombey and Son

and A Christmas Carol: the light and shadow become assoclated

with happiness and misery, and the physical cold and warmth with
cold and warmth of personality. ©Sensory imsge s such as these
function in a s8lightly different way, also, in the reinforce-
ment of emotional atmosphere by description. ln every‘hbvel,

& carefully detal led background sets the scene for the action,
end the emotional impsct of the setting prepares the reader for
what follows. Such descriptions are very importsnt in most of

Dickens's novels, In the early ones--like Oliver Twist and

Martin Chuzgzlewlt-~the emphasls upon light helghtens the

melodrama: the symbolism in a sense reflects the emotion in

the environment. 1In the later novels, the treatment of light
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and shadow becomes mors and more symbolic and more intricately
worked out in relation to the central theme. &~ven the symbolile
names tend to reflect some facet of it, like Tite Larnacle 1in

iittle Dorrit.

These various figurative conceptions operste in a com=-
pliceted system which one might compare to Sam Weller's idea of
the bird-cage in the prison--wheels within wheels, a prison
within a prison. In Dickens's configurations, several systems
of figurative wheels within wheels reiterate the central thems
simulteneously in seversal different spheres or on diiferent
levels of meaning. So profuse are these in the later novels
that I cen merely illustrate them. &y purpose is to show how

imagery reletes to theme.

1., The Pickwick Papers

The Pickwick Paspers is a hsterogeneous book. iiere every-

thing in the Dickensien world materializes in a glorious jumble,

from which no one theme emerges, but ir which exists somewhere

a foreshadowing of all Dickens's mejor themes.2 The only theme

that is different in treatment is that of romantic love, vhiich
appears rather flippantly then sentimentally. The injustice of

the law as an institution, the misery of prisons--both the Fleet

S———————

. 2 This polnt is discussed from several different approaches
by bdmund Wilson, The Wound and the Bow {London, 1952); Leonard
Manheim, op. eit.; and Rdgar Johnson, op. cit.
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and the karshalsea-~thie lneptness of jovernment, the out-
rageous impracticality of organized philanthropy, the ridi-
culous pretentiousness of snobbery, the mlstreatment of chlild=-
hood, the conviviality of home--all these appear in some form,
eitner in the main story or in the interpolated short stories,

The very form of Pickwick establishes the Dickensian st-
mospnere by 1ts blend of comedy, tragedy, fantassy, and reality.
According to Clifton Fadiman, "What it is is simple, like a
fairy tale or a ballad. At bottom the charm of Pickwick re-
sembles that of primitive works of folk art, those evolved in =
period before humsn life began to be analytically observed. "
Edgar Johnson writes, "uhat Dickens has done, in fact, has been
to devise a new literary form, a kind of fairy tale that 1s at
once humocrous, hercic, and realistic."® Tnis quality is im-
portant, for it shapes all tue lster Dickens novels, alsc, into
& blend of realistically presented faliry-tale-fable.

From the viewpoint of imagery, Plckwick shows many of the
characteristics that develop into the more compllcated pstterns
of the laster novels. Of these the principal ones are Dickens's
usege of dead metapnor and traditional imsgery, his selection of
proper nasmee, and his nandling of description. In Chepter I1I I
discussed at some length Vickens's use of the heart metaphor
accompanying the sentimental theme and ridicullng the romantic

theme. Dead metaphor appears at 1ts most ordinary end lesst

3ciifton Fediman, "Pickwick Lives Forever," Atlantic lionthly,
CLXXXIV (December, 1949), 23-29,

4Edgar Jonnson, op. ¢it., p. 173.




expressive in such contexts as the interpolasted story "The
Convict's Return."™ The key to its use in the convivial scenes
may be found in the frequency of the adjective hearty. but

the most effective trestmant of dead metaphor occurs in the
Valentine scene betwsen the liellers, father and son, in Chapter
XXXI1T.

In the trial scene, trite imszery 1s one of the devices
for ridicule of the solemn and prstentious machinery ol the
law. Serjeant “uzfuz solemnly intones his case against r.
Pickwick wlith such phrases as ir., Bardell's having "stamped his
likeness upon a little boy" as his "only pledse,” Mrs., Bardell's
"domestle oasis in the desert of Goswell-street,” of which ¥r.
Pickwick "has choked up the well, and thrown ashes on the sward,"
The often~used ilmagery deacriptive of natural scenery rather
contributes to the lfalry-tale-realism effect than conveys an
impression of triteness. or instance, Chaepter XiX, which
relates Mr, Wardle'!s hunting expedition wlith the Pickwickians,
beging with a discusslion of the birds, the four friends belng
complacently unaware of wnet 18 in store for them. The thought
of thelr approascining doom on that fresh morning prompts the re-
mark, "But we grow &ffectinyg: let us proceed." Dickens tuen
proceeds, "In plain commone-place matter-of-fact, then, it was

a fine morninge="

and he ends the paragraph describing the gardens
crowded with flowers which "sparkled 1n the hesvy dew, like beds
of glittering Jjewels. bLvecrything bore the stamp of summer, and

none of ita besutiful colours had yet faded from the die.” Al=-
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though these 1lmages are not matter-of-fact, they achieve their
effect by traditional rether than startlingly new means. *he
excursion into pathetic fellacy 1s terminated by a return to

2 more ordinary mannsr,

Similsr often-used comparisons depict Mr. Sti gins, the
inebriate deputy-shepherd, hitting Brother Todger "with such
unerring eim, that the dreb shorts dissppeared like & flash of
lightning,“s or Hr. Weller, in his settlement of scores with
Kr. Stiggins, "dancing round him in a buoyant and cork-like

O
mennern" or Lr. Dowler bouncing "off the ved &s abruptly as an

Indie~rubber ball."v

It 1s the application of these comparisons,
rather thsn the comparisons themselves, whic: produces the effect
of the picture. Plckwick abounds in such commonplace imsgery.
In some contexts 1t merely adds to the sentimentelity of the
whnole, &8s in some of the short storles; in cthers it furnishes
a kind of traditional background contributing to the primitive
or folk quslity; 1in others, by its somewhat unusual applicetion,
it adds & whimsical note to the effect.,

liany of the proper names in Pickwick are patently symbolic.
Letanswill is Dickens's representation by allegerical designation
of & town where his idea of typlcal politicsl activitles oecurs;
these activities are essentially a process of eating and swilling.
The roaring of the crowd 1s "like that of a whole menagerie vhen

n8

the slephant has rung the bell for the cold meat, The candidates

5Pickwick Papers, p. 471. 7Ibid., DPe 5205,

ibid., p. 472, BIbid., P. 164,

r———

6
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nint darkly of "certain swinish snd besotted 1nfirm1ties"g in
the elsctors of the opposite interest. The appropriste snd obviocus
name of thé celebrity-seeker of this town 1s Mrs, Leo Hunter,
whose usual course &t her entertainments is "tc feed only the
very particulsr lions, and let the smaller animals take care

of themselves."lo She presents to ir, Pickwick a pretentious
but inconsequential foreligner whose name is Count Smorltorke.

‘he master of ceremonies at Bath 18 Angelo Yyrus Bantam, whose
name indicstes & combinstion of anzel and tiny, strutting fowl.
ur. Bantam points out to :ir. Plckwick such members of the elite
ol Path as Lady Snuphanuph and Lord Mutanhead. Supsrcilious
Feter ikagnus pays his attentlons to prim iiiss Witherfleld. Cap-
taln Boldwlg is both presumptuous and pretentious. Less obvicus
but veguely suggestive are the names of the candidates for the
Buffs and the Blues et Zatanswill. Fr. Slumkey, who expresses
his determination to do nothing that is essked of him, may in-
dicate a combination of slump and flunkey or of slum and key.
Mr, Flgzkin, who expresses his readiness to do anything that he
is wanted to do, may signify by his name his kinshlp to froth.
Similarly, the leading exponent of the Bardell case against ur.
Flewwick 1s dpr, Buzfuz, an smalgsmation of & droning insect-noise
and fluff. Even the Jjudge's neme, ¥Mr, Justice Stareleigh, in-
dicates his obtuseness and his function of observing "starely'"--

wll

"a sinister look at the witness, "looking with &n sngry count-

9. 10
ivilde, pe 179, ibid., p. 210, 1llbid., P. 487,
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enance over his desk," or "looked sternly st Sam for full two

w12 1 peiieve that this interpretation could be made,

minutes.
even though, asccording to Edgar Johnson, Dickens was csricaturing
a living figure, Sir 3tephsn Gazelae.l5 Dickens could heve taken
advantage of the nsesme to satirize by this means the obtuse eand
mecnsnicel nature of the presiding legel filgure. The names of
the other legal charscters-=Phunky, Snubbin, iallard, Skimpin,
Dodson and Fogg--merely sug; est a certain ridiculousness, pointe-
ed up by such an incident as the jJudpe's mistasking ¥r. Phunky's
name and calling him lir. Fonkey. This kind of peculiar sound

to names ig common in Dickens; in Pickwick this dellght in

sound combinatlons resulis in repetiticns of certaln syllables:
Winkle, Jingle, Wwardle, Trundle, Hopkins, Dumkins, ["lzkin,
Pipkin, Kupkins, Skimplin. <There may beisignificance in such
trochalc names which is obvious or subtly suggested, or there may
be no particular significance at all. A4lso, & mesning may be
hinte« at by allusion, for nc observable reason, 88 1n ir,
Jingle's account of the scorching cricket match he played in

‘the West indies apgainst Sir Thomas Blezo and his fsithful
attendant «uenko 3amba. I can see no resson for this combinew-
tion reference tc Don qulxote and Sancho Penza, except whimsy.
kany critics have polinted out the essential similarity of Hr.
Pickwlck and Sam ﬂellgr to the Spanish Don and hls sguire--gd-
gar Johnson, for example, entltles his chapter on Pleckwick "The
Knight of the Joyful Countenance," &Sut im vickens intended to

lglbiﬂ., p- 493. lSEdé‘;aI‘ JOhRSOIZ\,EQ cito 'Y po 1680
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suggest this par&llél, Fre. Jingle's allusion is surely nise-
placed and given insufflclent emphasis.

Many of the dsscriptions of naturesl scenery show 2 rsla-
tionship between the prospect and the feelin s of the people
involved. INr. Pilckwick, leaning over the balustrade of the
Rochester Bridge acrosgs the lledway, 1s charmed by "a rich and
varied lmdscape, rendered more beautiful by the changlng shsdows
which passed swiftly sascross 1t, as the thin and hell -formed
clouds skimmed awey in the light of the morning sun. "% Tnig
is one of several descriptions pointing out the beauty, not only
of the sunshine, bult ol the contrasting lights produced by the
pessling of light clouds. llowever, such apprsclstlion of beauty
depends upon the attitude of the viewer, The dismal msan,
coming up to Mr. Pickwick on the bridge, remarks thet "'The
morning of dey snd the morning of life &re but too much alike,'"
To him, the brigntness of che morning sun is8 like childhood and
is too gecod to last. The mood of the deay sgailn influences Lr.
Plckwick on the mornlng efter he has read the madmen's manscript.
"The gloom which had oppressed him on the previous night, nad
dissppesred with the dark shadows which shrouded the landscape,
and his thoughts and feellin s wsere as light and fay as the morne-
ing itself.’!l5 Chapter XVI begins with a discussion of ths
charms of fugust as compared with other months, as kKr. Pickwick

and ~am journsy by ccach to Bury Saint Ldmunds. "4 mellow

1%pt ckwick Papers, p. 59. *°Ibid., p. 152.
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sof tness appears to hang over the whole earth; the inflluence
of the season seems to extend itself to the very wagoNees"
After lir, Plckwick's unpropitious visit to ir. Winkle senior,
the westher produces & contrary effect. Chapter L begins, "The
morning which broke upon kKr. Fickwick's sight at elght o'clock
was notv at z2ll calculasted to elevate nis spirits, or to lessen
the depression which the unlooked=Ilor result of his embassy
inaplred. 4he sky was dark and gloomy, the air damp and raw, the
stroets wet and sloppye." Such descriptlons both set the scene
for the coming sction and establisn the mood of the characiers.
Qbservable in them is an emphasis on contrasts In lignt end
shadow wnich persists througnout the novels and in many of them
constltutes symbolism=--althiough such 1is not the case in Pick-

Descriptions of people usually emphasize some faceti of
appearasnce or some psesrticulsr gesture as & daistinguishing mark,
tiere egs in, I am not dealing with symbolism. kr., Jackson, who
serves the subpoenas for Dodson end Fogg, replies to wmr. Fick=-
wick's questioning by assuring the puzzled old gentleman that
tnere 1g little to be got out of him,

Here ir. Jackson smiled once more upon the company;

and, applying his left thumb to the tip of his nose,

worked & vislonary coffee-mill witn his right hand,

thereby performing a very graceful plece of pantomime (thsn

mucii in vogue, but now, unhappily, almost obsoigte) whilch
was ramiliarly denominsted 'taking a crinder.'i®

15%1p1d., p. 428.
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The young gentlemen at Bob Sawyer's perty are presented 1n
terms of outatanding physical characteristics or of items of
clothin; which they wear. Jack Hopkins wesrs "a black velvet
wai stcost with thunder-and-lightning buttona";17 another susset
is "a scorbutic youth in & long stock. <+he next comer was a
gentleman in a shirt emblazoned witir pink ancnors."ls lhese
last two become involved in an argument during the account
of whieh they are referred to in terms of the scorbutic appear-
ance of tne one and the shirt of the othere-"the gentleman with
the emblems of hépe"l9 or "the gentleman in the sanguine shirt, <0
This kind of variation on an identifying feature or masnnerism
is a common Dickens practice in description, as with that sac-
companying timepiece (already discussed) which is sultable to
the personality.

Aside from these festures, the imagery of Pickwick, like
Sam Wweller, its outstanding charscter, ultimstely defies class-
ification and analysis. <There are many images involving weter,
including the dismal man's attraction to the river as an 1lnvitae
tion to the happiness and peace or drowning, life as a busy

sea outside the prison, & crowd as a troubled sea, the overflow

of the feelings in tears, and the repeated metaphorical references

SO ——
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227

to Job irotter's waterworks made in ridicule by Sam. There
are imapes taken [rom pames, like the legeal process of battle-
dore and shuttlecock, Sam's playing lesp-frog witi the world's
troubles, or lr. Perker's eyes playling a perpetual ;ame of
peep=bo with his inguisitive nose., There are single, discon=
nected, vivid images like the description of the rain in "The
Bagman's Story'"--"the rain slanting down like the lines they
used to rule in the copybooks at school, to make the boys slope
well, "2l
But the most expressive imagery in Plckwick is to be found
in the conversation of the two Wellers. +he unexpected view is
usually Sam's., Seeing a crowd surrounding s sedan-chair and
marching in procession down the street, he inquires the rsason
for the disturbance. "'What's ths row, genl'm'n?! cried Sam,
'what have they got 1n this here watch~box in mournint? 1 "e2
He asks Joe, the fat boy, "'I s'pose you never was cold, with

1"23  pipst summoned by ilir.

all them elastic Iixtures, was you?
Pickwick, Sam presents himself and opens wlth a recollection of
HMre. Pickwick's trouble with kr. Jingle., He remasrks calmly,
"1p toc snuif and a pinch or two over--en?'" lie nonchaleantly
sits down and deposits his battered hset on the landing.
'‘Ta'nt a werry good 'un to look at,' said Sem, 'but 1it's
an astonishin' 'un to wesr; and afore the brim went, it
was 8 wery handsome tile. Howsa'ever it's lighter without

it, that's one thing, and every hole lets in some gir,
that's another--wentilation gossamer I calls it."2

)

libid., p. 184. 231bid., p. 386.
2

1]

24
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228

This ability to find something rewarding in even the most
unlikely circumstances is one of Sam's tralts; however, this
is no Pollyasnna sort of disregerd for the unpleasant, On the
return trip from ¥r. Winkle's, the others are all out of sorts
because of the weather, but not “am. Bob Sawyer remarks that
he seems not to mind it. "'Vy, I don't exactly see no good
mindin' on it 'ud do, Sir,! replied Ssm." And he quotes "'Wot=
ever is, is right,'" ascribing that saying to a young nobleman
who was put on the pension 1list because his mother's uncle's
wife's grandfather once 1it the king's plpe with a portable
tinder box.25 This sort of speech 1llustrates the nature of
Sem's chsr.cteristic attitude, which 1s prevailingly paradox-
icel, slways turning some instance to {iguratively startling
application. 7The majority of his proverblal sayings of the
allusional type blend a macabre note with: the comical. At
times he elaboretes these sayin.s into full-length anecdotes
for illustration, developing some pet theory of his own. About
these, too, there is usually some parsadox--the story of the
fat man and the watch, told as & warning to Joe, the fat boy;
the account of the maen who was ground up in his own sausage-
grinder, the fact being discovered by & customer's finding s
residue of buttons; the eanecdote of the man who was so fond of
crumpets and of principle that he killed himself on principle;
his thaory about the disappearance of postboys along with

donkeys to another world, because no man has ever seen elther

|
251v14., p. 728.




229

& postboy or e donkey taking his plessure in this world.
There ie an element in all these stories which 1s like the
pride of the man with the sasusage machine--"tquite melancholy
with 30y.'"26 Either that or joyful with melancholy. Unlike
the more literal Pickwicklans, Sam customarily expresses hime-
self figuratively, even in direct address, as in his appella=-

- 1" nll n28
tions for the fat boy=--"'young dropsy,’ 'young opium eater,’!

) . 29
or "t'young boa constrictor.!'"

His figures are apt and
usually startiinge.

ihe entire conception of Sam in his relation to others
contalns sn element of paradox. Consider the meseting wlth Peter
Hagnus, when thst supercilllicus fellow surveys Sam siter cne
of those outspoken allusions to what somebody says, and inguires
of ¥r. Pickwick, "'Friend of yours, Sir?'" Nr, Pickwick ro=-
plies that he 1s not exactly a friend. "'ihe fact 1s, he is
my servant,‘but I allow hiim to take & good many libertles;
for, between ourselves, I flatter myself he 1s an originsl,
and I am rather proud of him.'" Sam's origlnality is all the
riore striking in the company of Peter iegnus, who csglls iir,
Pickwick's attention to his own name, particularly to the
initials P, lie, 8nd admires hils own brand of humor in his
favorite little joke of signing himself "Afternoon.” "'It

100

amuses my friends very much, iKMr. Pickwick.!'' If Peter

¥Yagnus is supercilious with regard to Sam, kr. Pickwick is

261bid., p. 430. 28Ibid., p. 321. 3%1p1d., p. 305.

271b1d., p. 386, 29Ibid., p. 397,
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somewnat petronizing eand prides himself on Sam's sccomplishe
rents., L1he truth is, of course, thst Sam 1s the competent
and resourceful charscter throughout the book, as he 1s in
this trio.

in & similar scene, Sclomon Pell, kr. Veller's lawyer,
compliments the elder VWeller on his son's character.,

'"Wot a geme it is!' sald the elder 4r. Weller, with

& chuckle, 'A reg'lar prodigy sonil!

'Prodigal~~-prodigal son, Sir,' suggested Vr. Pell,
mildly.
tNever mind, 3ir,!'! said ir. Weller, with dignity.

:} R?QY wot's ofclock, Sir., Voan I don't, I'll ask you,

Sir,

This play of words illumlinates the charscier of both the
Wellers: the seemingly obtuse ignorance in the father which
nas its own varisiy of keenness and thst pecullsar combination
in the son which 18 truly both prodigal and prodigy.

The imagery in Pickwick is different from the imagery in
the rest of the novels in that it is largely & conglomsration,
In this jumble as a whole, the imagery lacks distinction spart
Irom the charscter of Sam. Only on the lsrger iigurative plane
of paradox does any kinrnd of unity emerge to form a pattern. Such
8 pattern underlies Sam's own conversstion, his attitude toward
life, and his reletion to his ostensibvle master, wro is himself
8 paradox--a thoroughbred angel whose distinguishing features

ere goldrim spectacles and tights and gaiters.

In this delightful méiange, one finds it difficult to

%livid., p. 624.
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distinguish any underlying theme. Une 1s tempted to exclaim,
with ir. Pickwick, "'What a dreadful conjunction of circume
stances!'® and to conclude, "'We are all victims of circum-

stances, and I the greatest.'"32

In this story which seems to
grow without a plan, the benevelent ¥r. Pickwick does & pesar
to be the greatest victim of clrcumatances, and Sam, the
ostensible servant, gets along most happily by adjusting to
all clilrcumstances with a joke.
"Weal ple,! said Hr. Weller, soliloquilising, as he
arranged ths eatables on the grass, ‘Wery good thing 1is
& wezl ple, when you know the lady a&s made it, and is
quite sure 1t an't kittens; and arter gll though, where's
the¢ odds, when they're so like weal thgg the wery piemen
themselves don't know the difference?!
At the end of the Plckwickian memoirs, thelr editor desires to
bid farewsll to thesze visionary friends In a moment of sun-
shine, although the world is full of dsrk shadows as well as
of 1ligzht, bscasuse he believes the lights of exlstence to be
strohger than its shaedows, In view of this conclusion, Ssm's

observation sbout the veal pie might well constitute the Pick-

wickian theme,

2. Oliver Twist

The sgignificent festure of the imagery in (liver Twist

is the relative scarcity of it: of the most common types—-

simile and metaphor--there are comparatively few exasmples.

33
321p1d., p. 251. Ibid., p. 260.
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The fairy-tale-fable quality 1n this story is patent throughout,
perticulerly in the grosaness of 1ts coinclidences and 1n the
vioclent contraests of 1ts good snd evil. As in & fairy talse,
the =zvents are releted stral ntlorwardly by the narrator, who
anncunces his position with the firste-perszon pronoun: "As I
purpose to eghow 1In the secuel whether the whitee-walatcoated
gentleman was ri:ht or not,” he concludes Chapter II. At tilmes
he nalts the progress of his story tc comment upon it or %o
drew & lesson from it. His attitude toward his characters is
revesled in the irony with which he treets the evil ones. LIor
example, he refers to Fagin and Monks as "the amlable couple,"34
. 35
to 8111 Sikes ms "the good gentleman,” snd to Fayin's "tasking
K 1 36 X 3
leave of his affectionate frlend," Slkes. fle resumes an
account of ¥r, Bumble at the beginninz of Chapter XXVII with a
long commentary on beadles:
As 1t would Lz, by no means, seemly in & humble
suthor to keep 80 mighty a personage as a beadle waiting,eee
the nistorian whose pen traces these words--trustin. thsat
18 knows his place, snd that he entertains a becoming
revsarencs for those upon esarth to whom high and Important
authority is deleguted--hastens to pay them that respect
wirich thelr position demands, snd to trest them with all
that dutecus ceremony which their exalted rank, asnd (by

conseguence) grest virtues, imperatively cleim et his
hands.d

lHig attitude toward beadles all through Oliver Twist is obe-

viously contemptuous. <*this device of irony, which separates

the autoor from the story, @lso helightens both the unresl and

i xS
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the moral qualities which are evident throughout. Yuis is a
kind of fairy tale in which evil forces conspire to confound
innocence, but feil. the motifs ef lost identity, stolen
inheritance, and thwarted love resclve themselves 1in splte cof
8ll odds by meens of providential colincidence, but the events
take place a ainst 8 miserable background circumstentislly
descrived., ‘inhis contrast in the story isr eflected 1n the
figuretive scneme, in which dead metapnor and neightened dee
scription create the largest effects; ebstractions like Neture,
Beaven, Dsath, and the heart as the scurce of feeling ssrve for
metapincrs, and light and sheadow become symbols of goodness and
evil.

ine villein immedlately responsible for Qliver's plight

is the "philoscopher," "whose blood is ice, whose hisart 1is

ey
38
iron,"”

who plans the workhouse system sccording to a set

o unfeeling theories., r. Brownlow, on tne cother hand, 1s

moved by the siiht of 0Oliver wasted by sickness.
eeethe fact 1s, 1f the truth must be told, that Hr.
Brownlow's hesrt, being large enough for any s8ix ordinsry
old gentlemen of humene disposlition, lforced a supply of
tears into his eyes, by some hydraulic process which we
are not sufggciently phllosopnicel to be in & conditicn
to explain,

Although the grave has closed over rost of his affections, he

has not made a ¢offin of his heart. After Lr. Bumble's visit

to kr. Brownlow to tell him of Olivert's runnin; away from the

workhouse, "There were sad hearts at Kr. Brownlow's that night."

581p1d., ». 28. 391bid., p. 82.
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As for the boy himself, in faegin's den, "Oliver's heart sank
within him when he thought of his good kind friends; it was well
for him that he could not know what they hed hesard, for 1t

. . . 40
might have broken outrigit.”

nosse iMaylle's heart is warm
end sensitive; "it seemed as though the outpourings oi nsr
Tresi young heart, claimed kindred wilth the lovellest things
in nature. "%l by her recovery from near death, Harry taylie's
heart is softened to all menkind. OJOliver, calling her his own
dear slister, says thal somethiing taught his heeart to love her
dearly from the first. §r. Sumble's heart, however, ls of
enother kind; "his heart was waterprool. Like washable besver
nhatg that lmprove with rain, his nerves were rendered stouter
and more vigorous by showers of te&rs,..."ég Ag for ¥Fagin,
Yevery evil thought and blackest purpose lay working at his
”;art."éz Yhus, the r eader is told outright, largely by meeans
of direct statement and dead metaphor, the nature of the psocple
in the story. Although cares, sorrows, and hungerings ciange
botl. faces and hearts,44 such things have riot yet changed
Oliver'ts; wheress the board pronounces Cliver a hardened rascal
wanting feeling, in fact he has too much feellng, and he is in
& lair way to bein, reduced to brutal stupidity by ili usage.45

Nature is the personified abstraction responsible for warmth,

goodness, and besuty, Nature'!s hand shapes faces with beauty,

%01v14., p. 120. *Pibid., p. 272. 441bid., p. 173,

4lipid., p. 265. *Ibid., p. 359. %5Ivid., p. 26.



wiiiehh becomes changed by pesslons, and Heaven's surisce 13

left clear only in death, when faces resume tne long-iorgotten
expression of thelr infancyg46 Hature's face is seen in pesce-
ful scenes, amony which Jliver recovers from his illness and
maltreatment. “he memories cslled up by tils peasces and quiet-
ude are not of this world, and thelr influence may purlfy our
thoughts by a consciousness of feelin s held in some remote and
distant time.2’ ihus, pesce and happiness belong to th
simplicltby of childinood and of country scenes,

In Chapter il 1 dlscussed the picture ol lHose i.aylle composed
of imasery assoclated with light, angels, and ieaven., *ithiln
this complex, heaven is & concept of slgnificance in the stcrye.
People with the hand of deathh upon tihem who scek peaceful rursl
scenes find in the country & foreteste of iHeaven. Hesaven 1is

regzion of peace and happiness to wnieh little DLick, Oliver's
friend at tne workhouse, wanis to go becsuse nis sister is there,
and he wantits to joln her while they are boftn chlildren. As
Rose'’s tears fall on the injured (liver 1lying asleep, the boy
stirs ss8 if these mariks of pity had awekened a drsam of love
winich he had never known, & brief memory of some nheppler ex-
istence., Yhe implication 1s tnat unccnsciocusly hie recognizes
the influence of his mother's slster by her very presence; 1t
would sseem that a supernatursal sura of lieaven end angels surrounds
her, Larry iWaylie says that during her illness she was trembling

between esarth end Heaven and that her pure spirit turned toward

46_ . 47
J.biQ. Py pp. l'? “1‘74. Ibido » ppo 239-2400
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her bright home. iiowsver, Oliver says tnsat lHeaven will never
let her die so young, and wrs, Maeylle bellieves that heaven is
Just. It ls a feebls gleam of this womanly fseling remelning

in hancy>£ﬁat prompits ier Lo save Ulivere«thie feeling asscclated
with llght and radlisnce, which she conslders a weskness becsuse
her 1.fe has obliterated most of it.

Desth also Iigures prominently as a ccuoept. &s Clliver
recognizes the presence of hilis sunt by some extra-sensory
percspiion, 8o ilonks asserts that he would recognize his halfle-
brother, sven 1f the boy were buried fifty lfeelt deep end there
were no mark on the grave. Seelng Jliver, he exclaims, "'Yeathi'"
and cries, "'HFe'd start up from a marble coffin, to come in

- "
my WeY¥e'

rud8 fhe old crone who summons the workhouse matron to tne

lie curses the boy, "!'black deatls on your heart, you
fwmpld
-2dside of the woman who robbed 2liver's mother is a {1t messenger
of death. Death hovers in the room over Ollver lying sick st

ire. bBrownlow's, and his awful presence fills the room. 45

Hose liss 111, Cliver shudders to see the darkened window,

looking as 1f death lay stretched inside. 4#As Nancy tvalks So

r. Brownlow and icse, she says thel she has been oppressed dY
horrivle thoughts ol desth &nd snrcuds with blood on them, As

she met them, the bell of Saint Paul's tolled for the death of
another day, As lionks meets Fagin, he exclaims thst the place

is &8 dark as & greve; they sesrch the house and find thet all

is as stlll as death. Sikes tells ¥egin that he is like an

ugly ghost just risen from the grava. After the murder of

A ——c——
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lianey, 91lkes 1s pursusd by the shastly epparlition ol her corpse
as he remenmbers last seeln; 1t; when he lies down to rest, it
stands at hils head, "a living; grave-stone, with 1ts eplitaph

in blooda"49 Iin 811 these instances, death 1s either & psr-
sonification or & composlte of many feelings and associstlons.

The atmosphere of death is hisavy in Oliver Twist; it 1s achileved

by direct usace cf the words themselves~--gecth, srave, ghost--1in

much the same way a8 the feelin.s ere deplcited by reference to
thelr metaphoricel scurce, the heart.

Ag light surrounds the goodness of Hose, so dasrkness
hovers over the scenes connscted wlth Fagin, for bad deeds
are committed under cover of darkness, lls haunts are gloomy
deng from which the occupants dare show no gleam of light st
night and into which 1llttle 1ipght is admitted during the day.
FNancy 1s sald to be living wlthin the shadow of the ;&llows
itself. konks 1s a derk man who starts gulltily at every
shadow. During his secret interview with Fagsin, e 18 appre-
hensive, having ce: _ht siiht of Nancy's shadow on the wall,
Mr. Brownlow later tells him that shadows on the wall have caught
his whispers sand betrayed his secrets.

Iight and shadow become associlated wlth good and evil by
such means., But even more symbolic in result is the handliing
of description for the setting of scenes. IEffects are height ened
by descriptive detail, most freguently involving light and

shadow, &8 in Monks's intervliew with the Bumbles.

A——— o
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TnetOountsnances: which, encircled by the ¢ Spest gloom and
darknessé&looked ghestly in the sxtreme,
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countsnsencesg: which, encircled by the dgspest gloom and
dsrkness, looked ghsastly in the extreme.

The lurld stmosphere is drajatized furthier by sudden [lashes
of llghtrning, which frighter iionks and bring on comne of the
attacks to which he 1s subject.

The most stertiing ol such descriptive scenes are twe lnto
which light enters glsringly and dramatically to emphasize
the svil towhich 1t is 8 contrast. The {irst of these follows
the murdser of iNancy.

The sune--the bright sun, that brings back, not

light alone, but new life, and hope, &nd frsshness to

wen--purst upon the crowded clity 1In clesr andr adiant

glory. Throupgh costlv-conloured glass and paper-mended
window, through cathedral dome end rotten crevice, 1t

shed lts equal ray. It ligzhted up the rocom where the

murdersed women lay. It did. ie Tried to shut it ocul,

but it would stream in. If the sight had been & ghastly

one in the dull girning, what was 1it, now, in all that

brillisnt 1lightl
This effect 1s even further hsightened by the shocking image
of Sikes' rancy, whleh visuaslizes the eves of the corpsc "as
1f watehing the reflection of the pocl of gore that gquivered
and danced in the sunlight on the celling,”

The other scene in which light emphasizes effect depicts
the trial and cenviction of Fagin. In court he seems to be
"surrounded by a flrmament, all bright with gleaming eyes."

He stends "in all this glare of living light,"sz a8 the judge

delivers the verdict. The connotations of the word firmement,

tiie strength of the noun glesre, and the assoclatlions of the

O e o]
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adjective lilvipg all coniribute to the Impresslion that the

2 3

light iteelf is & kind o1 judgment. Afterwards, lagln sitsa
in his cell thinking of all ithe men he had known who 2ad died
on the zcaifold,

It was very derk; wny didn't tiney brin. s li.nt? The
cell had besn built for many years, Scores of men must
nhave passed tnelr lest nours there, 1t was like sitting
in & vault strewn with desd bodles, ~-the cap, the noose,
tne pinloned arms, the faces thst %% Z.oiew, even veneeath
that hideous veil, -~-Light, light!

The clocks tell of life and the coming of day, but to the
Jew thsey sound only death, and thers seems to be no day. Thus
are essociated evil, penalty, darkness, night, end death.

Such are the principal efiects in Cliver Twist. ‘fhey

cannot be said to constitute imagery as metaphor does, subtly
creating atmospnere or feeliny by analogy. Of such method,
practically the only example is the metaphoric structure in=-
volving enimals, particularly the dog. Here again, the idea

is built up less by metaphorical devices then by dirsct mesnse-
2 resl dog. The reduction of the evil people to the level of
beasts 1s su, gested by epithets and descriptions. Fagin is
like some loathsome reptilej; his gums are toothless, except

for a few fangs that should have been e dog's or a rat's; his
face 1s more like that of a snared beast than of a man. He
talks of what he could do if he had 3ikes'! bull throat betwsen
hls finyers, He tells lancy that Sikes 1s "'the mere hound of
a day.'”s4 Sikes calls Toby Crackit "'You white-livered hound, '"°9

Inese people refer to Oliver in similiar terms: to ilonks, he

S31bid., p. 410. 54Ibid., p. 344. 55Ibid., p. 204.
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is "iyour two-logped Epaa;el.‘”06 dut all these compurisons
are, s 1t were, symbolized in Sikes' dog, Bull's-eye, which

acts liks & wild besst., BL11l tells DJliver, "iHe's as willing

=
11107 L

as a Uhristlan, and Charley Bates says, He's sn outeand-
out Christian.'" Dickens polnts up the force of this simile
withh & conment,

This was merely Intended as a trituis to the animsal's
eabilities, but it was an appropriate remark 1in another
sense, 1f iisster Uetes nad only known 1t; [for there gre
e great many ladlies and gentlemen, claiming to be outesnde
out Ynristians, between whom, end ir., Sikes's dog, theye
exist very strong and singular pocints of resemblance, -

The dog thus stands for the beast-llke perverslion of trus
feeling, and he appropriately accompanies Sikes everywhers,
even to death. HNoreover, even thls anelogy is expressed more
forcefully by the actual presentetion of the dog and direct
exposition by the author than by any indlrect metaphorical
suggestion. HNot even the names are noticeably symbolic, ex=-
cent Hose Maylie and, perhaps, Toby Cracklt, the name of

one of the robbers.

The theme of Qliver Twist seems to be that the simpliecity

and feeling of innocence of chlldhood must be presserved, or
inevitable and harmful consequences will follow. The wicked
people who tried to taske advautage of Qliver's innate goodness
were fittingly punished.

Oh! 1if, when we oppress and grind our fellow=-creatures,
weé Destowed but one thought on the dark evidences of human

S81p14a., 307. 97Ibid., p. 111. °8Ipid., p. 133.
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error, wnich, like dense and heavy clouds, are rising,
slowly it is true, but not less surely, to Heaven, to
pour thelr after-ven ensce on our hands; if we nhsard but
one instsnt, in imaginsation, the deep testimony of dead
men'a volces, which no power can stifle, and no prlde
shut out; where would be the injury and injustice, the
suffering, misery, cggelty, and wrong, that each day's
life brings with 1it!

The method 1is &3 bald as the theme. It includes direct statement

witn dead metaphor, which tskes advantage of genersallized as~
socistions accompanylng traditional abstractions, snd dramatic
intensificsation by means of speclific description, which results
in the emergence of symbols, I1here is practically no concrete
imagery of the simile or metaphor type, and the symbols rather
force their way by dramatic emphasis than follow a pattern by
sccumulative suggestion., The undoubted effectiveness of the
book arises principally, I think, from Dickens's bold and

melodramatic selection of descriptive detail.

5. Nicholas iiickleby

The eair of unreality which pervaedes Uliver Twist persists

in Nicholas Nickleby to some degree. 1ihis story also pursues

the themes of romantic love, mistreated childhood, and the
cruel relative. The love theme is surrounded by the same aura
of light, Nicholas, visiting ladeline Bray for the first time,
admires the evidences of her womenly influence, even in the

King's Bench Prison,

“91p1d., p. 220.
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He felt as thou.li the smile of Heaven were on the

little chamber; ae though the beautiful devotion of

so young and wesk & crsature, had shed a ray of its own

on the inanimate thinsgs around and made them besutiful

as ltself; as though the halo withwhich old painters

surround the bright an.els of a sinless world played about

a belng akin in spirit to them, and 1ts light were vislibly

vefore him,©0

A generalized atmosphere surrounds Nicholas, too; he 1is
assoclated with knighteerrantry, a concept which 1s treated
in gzeneral, rather than specific, terms. He is a rescuer of
women and chlldren in distress; though he is not & young man
of high spirit, he would "lnterpose tc redress a wronyg clffered
to another, as boldly and freely a&as any knight thst ever set
lance in rest."sl He resents the flippant attitude toward
Medeline of an ugly clerk at the employment office and thus
sets at defiance the sncient laws of c¢nivalry which make it
lawful for all good knights to hesasr the prsaise of thnelr ladies.sz
As a result of his championship of Smike, the younger boy
regards him as an 8angel. Such figurative applicestions Iin re-
lation to Kicholas do more to create & .eneralized atmosphere
than to represent a specific character,

The childhood theme is formulated at some length by
Charles Cheeryble in terms of Hature as a personification and
affection as vepgetation. Iken talk of Nature as an abstraction,
he says, and charge upon her matters with which she has no
connection; il she urged Smike toward his allaged father, i,
Snawley, sihe would be a liar,

60 6
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tParents who never sinowed their love, complain of want of
natural affectlion in thelr children--chlldren who never
showed thelr duty, complain of want of natural feeling

in their parents--law-makers who find both s8¢0 miserable
that their affectlions have never had enough of life's

sun to develop them, are loud in their moralisings over
parents and chlldren too, and cry that the very ties of
nature are disregerded, Natural affections and instincts,
nny dear Slr, are the mcst beautiful of the Almlighty's
works, but like other bvesutiful works of Ilils, they must
be reared and fostered, or it is as natural that they
should be wholly obscured, and that new feelin:s should
usurp their place, &s it 18 that the sweetest productions
of the earth, left untended, should be chcked with weeds
and briasrs....?63

Nicholes tells his uncle that the older man has sent him to

a school which i1s a sordid den of cruelty, wnere the promlse
of childhood is blighted and wl thered. The imege connected
with vegetatlon expresses the nature of true fesling in others
besides children. Xate, in mourning, realizes that her "sable
sarb® is "the coldest wear wnivh mortsls can assume”; that it
extends "its influence to summer friends, freezes up their
sources of good-wlll and kindness, and withering all the buds
of promise they once so libapally put forth, leaves notning

w64

but bared and rotten hearts exposed. In teking lsave oif

Kate, Smike alone knows what "blighted thougnts" are involved
in the parting.aa
Other fizures also express the stete ol the feelings in

in various people. iiissry and suffering have &ffected the

-~ Teelings as well &3 the mlind of Smike; "the chords of the hesart,
which beat a quick response to the voice of :entleness eand
affection, must have rusted and broken in their secret places,

631bid., p. 608. Ctibid., p. 216. °°Ibid., p. 748.
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and beuar the lingering echoe of no old word of love or kindness."66

The same imag;e involving rust deplcts symbolically the bene-
volent nature of the Cheeryble brotners, The blundsrbuss which
han:s above the cnimney-pisce in thelr office has become rusty,
the swords have been broken, and the open display of these ob-
jects seems to indicate that "even violent and offensive wsa-
rons partook of the relgning infiluence, and tecame emulems of

mercy and forbearance."S7

liicholas protests to Kedeline that
in merrying Gride she is being sold for izold whieh is rusted
with tears, The hearts of Kate and Ralph are contrasted;
wnereas hers is a warm young heart palpitating with anxletles
and apprehensions, his "lay rusting in 1its cell, beating only
as a piece of cunning meciianism, and yieldling no one throb of
nope, or fear, or love, or care, for any living thing.”se

This figure is one of many involving metals which are used
to depict halpn., e is the inhuman person representing the
de;eneration of natural feeling. I[ie n:as only two pessionse-
avarice and natred. ii® has become so absorbed in the pursulst
of money that he is lost in an enveloping haze, "for gold
conjures up a mist about a man more destructive of all Lils old
senses and lulling to his {eelings than the fumes of cbarcoal-«"sg
e lives on Golden Squars, snd his house scems to overflow with

good things that gold can buy. But he 1s c-ld, hard, &nd une=

feeling. His rough and bitter volce sounds like tine grinding of

S m———————
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the hinges on an iron door. His face is as calm &t times as
if its stern lines were cast in iron. He is repeatedly described
"

thus in terms of metel or grating mechanism. Though he "was

n70 the in-

steeled ageinst every tale of sorrow and distress,
fluence of Kate shows him momentarily the value of & better
nature. "Gold, for the instant, lost its lustre in his eyses,
for thers were countless treeasures of the ieart wilch it could
never pur=hase."71 flicholas, on the other hand, seys that the
Cheeryble brothers have placed thelr confidence in him because
they believe him to be as true as steel. <“here are frequent
references of this kind which conpare the vaslues cf affectlion
and of wealth in terms of metal. KRalph determines to forge &
cheln to bind liicholas, of which the first link will be the
defeat of what Lelph believes to be lNicholesg's fondsst hope--
to retrieve iladeline's fortune. Nichclas sssures Kate thst,
rich or poor, they will remsin true to the impressions of their
childhood, adding by this falth one more link to the strong
chaln thet binds them together. e states his conelusion on
this point in connection with Xete'e marrisge to Frank Cheerybls.,
'What man,...would not be suificiently rewarded for
any sacrifice of fortune, by the possession of such &
heart as that, whlch, but theat hearts weigh light and gocld
and silver hesvy, 1s beyond all praise. Frank has money
eand wantg no more, Where would it buy him such a treasure
agd Kate!

Another means of contrasting feelin.s 1s the image of

72
701bid., p. 249. ’*Ipild., p. 408. ~ibid., p. 81Z.



sensat ion~~-cold or heat. &alph is continually described as

cold; having suppressed his feelings in his quest Ifor gold,

he has turned thew all to hate. Ir. Brsy is motlivated by
selfishness rather than by quest for power and possessionse.

In hls face the embers of strong end impetuous passlon can

be traced, and the o0ld fire kindles afresh 1n his sunken eyes.
Artiur Uride is & monstrous combinution, as ielph points out

to him, for in his cold and withered aye, he wants a young and
beautiful wife=-"t'0ld Arthur Gride and mstrimony 1s & most
snomalous conjunction of words'™; Ralph's sarcastic speech "lired
even the anclent usurer's cold blood and flushed his withered
cheek."75 The unnatural psssions of Sir Mulberry Hawk and his
asscciates are depicted at lengtn in terms of cold énd heat;
gemln, reguires cool speculation, and wine furnished ths heat,
ihe eccount of their dissipsiions continues with such expressions

as burning wlth wine, blood boiling, brains c¢cn fire, the fever

of the time, intoxication of the moment, scalding mouths, wine

like cll on blazing fire, heat of provocation, steams of riot

end dissipation.74

The unnaturasl quelities of the two old men=-fialph Nickleby
and Arthur uride--are expressed also in terms of the animal

world (as are the evil natures in Jliver Twlst), although these

comparisons are not built up according to any consgistent pic-
ture, Uride is cat-llke, an old dog, & base hound, a zoat,

or an ape, but he is alsc s mummy, & goblin, a devil, & demon,

Ly d
"S1b1d., pp. 627-628. *Ibid., pp. 675-G77.



247

or a flend, BHNicholass sees him in reletlion to Madeline as a
vulture to 2 lamb or a ret to a dove, 1ilalph 1a & fox, a wolfl,
a tiger, a hound, or a dragon, but he is also a devil. “ne
oevil of their nstures is the significant impression, expressed
in many ways.

The evil nature of the two usurers becomes linked slso
to the heartless snd wicked nature of the city, which 1s the
proper home of men llke them who pursue nothing but gain.
ihe comparison of London to a wlilderness here serves to polnt
up the difference between the memns of livelihood of such
peopie as the two financiers, the Cheeryble brotners, and Liss
La Creevy. Nickleby and Gride seek the money 1ltself, the
Cheerybles what the money can do; Miss La Creevy has a good
hesrt but straitened circumstances and a consequent inablility
to make the necessary assoclatlons for monetary success; to
her, London is &3 complete a solitude as the plains of Syria.
Cnerles Vheeryble had found the city & wilderness at first,
just as Nicholas does., As Nicholas and Smike leave London,
they look bskc upon it enveloped in a vapor as if the very
brestih of 1ts peocsle busy over schemes of profit hung over 1it.
Coming back to 1t, they make thelr way emong streams of people
and vehicles in & moving mess like water., Both these fipures--
the ¢ity as & wilderness and crowds as water--appear sgsin in
later novels,

it is characteristic that both sides of the picture-~the

evil and the goode-=-can be exXpressed by one analogy with dif-
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ferent suphases. HKate has come to feel about her uncle that

1

ct

here was Inflscbion in his touen and tsint in his companion=
s'ni;::."r’?6 Ralph says that as his schemes fall all hiz former
agssocisies and dependents fzll away Trom him and svoild him

like the plague. liicholas urges Madeline to repudiate Gride,
to "shrink from the losthsome companionshlip of thls foul wreteh
2% you would from corrupticn and disa&se.”vﬁ Yst 1in men of
sterling quialities, like the Cheeryble brothers, "there 1s no-
thiing so contaglous as pure openness of heart. Nicholas took
the lnfectlon instantly."77 And hope, pervading all thilngs,
1s "ag universal as desth, and more infectious thsan diseaae.“78
ihis versatility of the imsge itself is a characteristic

of the inspery in klcholas Lickleby, as 1t 18, indsed, in all

of Dickens, as I hsave alresdy pointed out in Chepter II with
the usaze of the chordseof-the~heart image. +his adeptstion
of certain repested sets of ims es in different contexts brings

me Lo a considsesration of the element in Kicholas Nickleby which

differentiastes 1t most signiflicantly from Clivsr Twist., Yhis

element ie humor, The contrest between good and evil which is
drametized 1n Cliver Twist 1s not so sharply distinguished in

Lilcholas Nickleby, becsuse of the softening effect of humor,

In Sliver iwist Dickens defends the change from comic to tragie

scenes, wnich 1s the custom in melodramas "in as regulsr elterna-

tion as the layers of red and white in & side of streaky well=-

79
cured bsacon," Though such changes may eppesr sbsurd, he says,

¥
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they are natural in life. What little humor there 1z in

Oliver Twist, however, is of & bitter sort and hsas reference

principslly to the ridiculous side of Bumble's cruslty. The
elenent cf ridicuie enters alsc into the plcture of mistrested

childhood in Kichnolas kickleby., &8 atroclous as the picture

of Squeers undoubtedly 1is, even down to the description of his
looks, he cannot be tsken altogether seriously, becsuse of the
facetious tone Dickens uses. '
¥r. Squeers's appearance was not prepossessing. He
had but one eys, and ths populsr prejudice runs in favour
of two., 7The eye he had was unquestionably useful, but
decidedly not ornamental, being of & greenish grey,sﬁnd
in shspe resembling the fan-light of a street door.,
A one-eyed m&n may easily look villainous, but something of
Squeers! villalny 1s destroyed by that fan-light, #rs. Squeers
conducts her hostilities against the boys 1n terms cf burlesque
warfare; she dismisses them "safter a little light skirmishing

with those in the rear,"sl

n82

and Master Squeers "harsssed the
eneny in the rear. This seme kind of plessantry depicts

¥rs. hickleby's reneralship in maneuvering ertillery, the eating
of the Crummles boys using knives and forks as weapons, and the
mustering of the theatrical company. The whole picture of
Dotheboys Hall, including the gruel like diluted pincushions

and the sick boys belng turned out to graze for turnips, con-
tains & grotesque element thatl seves it from being altogether

pathetic in effect., LEven the symbolic name &s & colloquial

or slang humor about 1t--do the boys, in Sam ¥Weller's vocabulary,

8
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"1Rey'lar do, 3ir; artful dodge.'"s5 Sam uses the verb with the
same significance; in his reply to the man who asks him what

proctors do. ¢

Dod FHou,
Aside from this softening down of the picture itselrl,
there appears in another aspect & subsidlary picture rslating
to the childhood theme in the Crummles circle., In a dilfferent
sense and in a8 different mood, the Crumnles theatricals also
explcit childnood in the person of the Infant Phenomenol.
The rich uncle appears comically in kr. Lillyvick, whose beliefl
that "ell should be fish that comes to a watere-collector's
nst,”85 might be seid to parsllel Ralph's net in which he winds
Lord Frederick and which he says 1s & large one and rather
full. Homantic love 1s caricatured in the marrisd status by
means of the lMantalinis and the Wititterlys. Lach of %the
husbands burlesques the image of flourilshing vegetastlon in
applying 1t to his wife. 1l. liantalini coyly asks, "'liow can
it say so, when it 1s blooming in ths front room llke & little
rose in a demnition flower—pot?'"86 Mr., Witltterly 1s more
pompous: "'Mrs, Wititterly is of & very excitasble nature,
very delicate, very fragile, a hothouse plant, an exotic. t"87
However, even though such Images may at tlimes reflect, in
the comic part of the story, the reverse side of the serious

part, they do not pursue any of the possible meanings completely.

'or example, the lmage 1nvolving vegetation appears here and

3Pickwick Papers, p. 232.

861vid., p. 263.

84Ibid-. Pe 125, 871via De 273
L [y L °

BsNicholas Nickleby, p. 168,




251

there throughcut the story: Squeers spesks of Dotheboys Hall
running to secd; Sir fulberry Hawk refers to Lord Frederick as
& green focl; Ralph Hickleby plans desicns which he csen ripen
and sdvar.tages that cen be reaped from deeds, Sut the only
real connection smong all these imayes 1s the common basis of
the analogy. +here is nc ruggestion, for instance, tnat the
consequences of artificially pampering the naturel aiisectlions,
which Cnerles Cheeryble says need to be reared and fostered,
gppesar in parody as the rose In the flowsr pot or the sxotic

hothouse plant. The 1magery in Hlcholas Nickleby is proiuss,

but {t scems to be more or less hsphszard in its profusion; it
does not follow along the lines of the theme as & medium of
its expression,.

Similarly, the pathetic fallscy, which emerges strongly

in Nicholas Rickleby, is not =imply the reflection in thie en=-

vironment of tne characters'® feelinga, as this kind of reflec-

tion 1is explained 1in Oliver Twist in counnection with Ullver's

enjoyment of the scenery after snose's rscoverye. if men look
on nature and say that &1l is dark end yglo.my, says Dickens,
"the sombre colours are rsflecticns from their own jaundliced

evyes and hearts."38 But in Nicholas lilckleby, houses stare each

othor out of countensnce, and windows frown on melsancrioly rows
of billa; the sun dsarts 1ts chesrful rsys or comes up proudly,
or the darkness is friendly. Such suggestions merely contirie
bute to thse general atmosphers, 3pecifically, however, this
kind of pathetic fallacy furthers the chsracterization of Arthur

8851iver Twist, p. 257.




Gride by means of eleborsted deéscriptions of hls house, in
which articles of furniture partake of his personal tralis.

In an old house, dismal dark snd dustiy, which seemed Lo
nave withered, like himselfl, and to heve grown yellow

and shriveiled in hoarding him from the llght of day,

g8 he had in hnoarding his money, 1lived Arthur uride.
Leagre old chairs and tables of spars asnd bony make, and
Lard and cold as misers' hearts, were ranzged in grim array
erainst the gloomy wails; attenusted presses, grown lank
and lem ternejawed In guarding the treasures they inclosed,
and tottering, es though from constsnt fesr and dreac of
tiileves, shrunk up in dark corners, wiaence they casti

no shadows on the ground, &and ssemed to hide and cower
from observatlon. A tall grim clock upon the stsairs,

with long lean hands and famished face, ticked in

cautious whilspers, and wien 1t struck the time In uilin
and piping sounds, like sn old mag's voice, rattled

ag 1i 'twere plinched with hunger, ©

ieluted to this kind of interpretation wnich Dickens glves to
ithe environment, 18 nis customery ironle atiitude toward

nils repreizensible characters. iHalph's wlsh to have hilcholas
stabbed and roliied in the gutter for the dogs to teer 1is "this
l1ittle pilece ol sound famlly feeling"go and witch-llke Tey
Sliderskew is "thet delicate piecs of aut;quity.“gl
ihe finel scsne depicied in Chaptsr ~Al]

malph wlckleby's undoing, iliustrates Dickerns's use of lmagery

in dicholas WKicklebye The scene 1ls & dramatic one in wihich

the efiect 1s neightened by the suggestion of pathetic fallacy.
netribution in thhis instance 1ls represenved by & pgreat black
cloud whkich seems to [ollow Halph home, "like a shsdowy funeral
tralne” e sess 1t agein I{rom his window, and ii seems to him
to hover sbove the house. The light end snadow, which ere so

B9%icholas Nickleby, p. 681, 9OIbid., P. 503. gllbid., Pe. 724,
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strong in Oliver Twist, are repeated here, but to different

effect, +he black cloud sesms to sugprest symbolicelly the evil
of Ralph's 1ife, &s does his recollection of kicholasa's words,

' S0 forceful

"1The wretch told me true. Llhe night has come,!’
is the idea of retribution and ostrsascism thet it is reflected
in the rein and heil and 1in the wind which rattles the wi ndow
"as though an impatlent hena inside were stiriving to burst 1t
open."” Halph had closed his own door reluctantly, as though
to shut it were to shut out the world., ihe suicide is prepared
fcr by the eplsode at the graveyard beside which Ralph stops on
hls way, recollecting the inqgquest on the desth of & suicide
gt which he had served as one of the Jury. The burial-ground
is "a renk, uﬁwholéscme, rotten spot, where the very grass and
weeds seemed, in thelr frowsy growth, to tell that they had
sprung from paupers' bodies, and struck thelr roots in the
graves of men, sodden in steaming courts and drunken hungry
dens." uere is the vegetation againj; but rank growth on an
unworthy grave i3 a repeated Dickens image, as in oScrooge's une
propnetic vision of his own grave., So 8also recurs the iron
image, in the socund of a bell which to Ralph lies with an iron
tongue at marrisges, blrths, end deathe; and halph hangs hime
self on an iron hook "in the very place to which the eves of
his som,.a loneiy, desolate, little cresture, had so coften besn
directed 1n childish terror fourteen years before."”

As in this che ter, pickens tends to repeat certaln

analogies &nd to sugpest certain symbolse--~like light and irone-
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but the significance 1s carried by exposition rather than by

the pattern of the imagery. The absence of sustained symbolic
pattern mey be seen also in the choice of names, some of which
obviously represent personality=--like Lord Frederick Verisopht=--
or only suggest--like Sir kulberry Hawk; the significance of

the Hawk seems clear enough, but the Mulberry seems merely
strange or whimsical. Pyke and Pluck are precursors of a seriss

2]

of slliiterative or rhymed sets of accessory names 1ln later

novels, like Boodle, Coodle, and Foodle Iin Bleak Liouse or Boots

and Brewer in vur jkutual Friend. “he Cheeryble brothers are

clearly "cheery," but the significance of Tim as a "link in
water” 1s not apparent. krs, Wititterly is a female who would
do everything with titters, and Sir Tumley Snuffim is presumably
as likely %o snuff his patient as to cure him. Newman Noggs

i3 a decayed gentleman who 1s ultimately rehabllitated as a

new man, He 1s alsc the first ol & long line of Dickensian
eccentrics, whnose role as misfits is emphasized by certain
repeated accents almost as symbols, s uch as Noggs' red nose

like & beacon, his i1ll«fitting clothes, his sudden pecullar
enties, and his cracking of his knuckles like artillery explo-

sions. <he names in Nicholas Nickleby, like the rest of the

imagery, have separate significances, but they show no observe
able or consistent pattern. The theme appears to be the same

88 that of Uliver Twist more elaborately told: that goodness,

innocence, and simplicity--properties of childhood--must be

reered and fostered; if they are, they reasp their own reward;
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if they are not, the loss or mistreatment of them brings re-

tribution.

4. The 0l1ld “Yuriosity Shop

The 01d Suriosity Shop 1s concerned sgain with childhood,

and several of the analogies which build up the complex of

assoclated concepts in Oliver fwist and kilcholas lilckleby find

g

expressios .u.t, tov. 1o the connscii mn L .l.uwn ooaness,
light, and countrv scanes are sdded the ouns.uught of nanufecturing
civilization and the equation of poverty with goodness. For

the expression of &ll these ideas, the same indliscriminate
groups of ima;es serve, Likewise the sir of unreality pervedes
the story in several ways-~for example, in the gross opposition
of little Nell's mgelic neture and Guilp's devilishness, in

the unrealistic and rather stuffy goodness of the Garlands and
Kit Nubbles; DPick Swivellsr suggests the falry tale motif

wiien he marvels over his destiny,which has thrown him smong
such mysterious people and happenin:-s thst he wuld not bs sur-
prised if Ir, Brass's lodger should turn out to be one of those
miraculous fellows who go to slesep for two years; Dickens refers
to his story as & magic reel which hes led him on as 1t
chronicler,

Ag in Nichclas Nickleby, certain sets of Ilmages recur,

but sccording to no spparent design. The most common ones

pertain to light, water, fire, vegetatior, metsl, and animalge-
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the same general figurative picture as is found in the pre-
vious novel. The phlilosophy underlying the story emerges 1n
the author's pericdic comments and in hls manner of describing
scenes at certain intervals, Little Nell and her grandfather,
like Wicholas and Smike, leave London for a cross-country
Journey on foot. ‘heir departurs, slso, becomes an occasion
for the autnor's obaservation of the surroundin.s. 71he sub=
stance of this long passage concerns the beeuty and peace of
the ¢ untry, and much of 1t is expressed in terms of patnetic
fallacye. "The town was glad with morning light; places that 'l
snown ugly and distrustful all night long, now wore & smile”;
the light here ls an important element in the complex, part
of which I have discussed in Chapter II in relstion to ths
depiction of little lell, and 1t appears also in a perverted
sense, 83 it were, in s later scene. "The light, creation's
mind, wsas evsrywhere, and all things owned its power."gg
The water image appears here, too, in the description of
poor streets where faded gentility tries with "shipwrecked means
to make its last feeble stand,” and of the city dwellers "whose
life 1s in & crowd or who live solitarily in grest cities as
in the bucket of a humen well." +he water is importsnt, not
only as the customary analozy for crowds, but also becauss of
its association with death, particularly the death of wullpe.
At the very beglnning of the story, DPickens makes the analogy

A T ATILE!
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of life &g & river flowing to the sea, like the Thames, on

whose bridges some amon; the crowd pause to contemplate the

idea that drowning, of all means of sulcide, is the easlest

end vest, {(The sssocilation of river-sulclde-~death first appears
in Pickwick, as I heve mentloned.) <The river enters into the
picture of qulilp in a rather symbolic fashion, though this is

not the clearly defined relation that occurs in Jur iutual

Friend, for exsmple. The dwarf's office i3 beside a w:arfl,
to whiich a lene gilves access; this lane 1s & narrow one,
"partaking of the esmphibious character of its frequenters,®

13

having "&s8 much water as mud in its composition, and a very

liberal supply of both, "93 <ullp's employee, servant, and all-

arcund helper is & boy who 1ls also amphiblous and who has "

a
strony infusion of his master" in his nature.94 @uilpt's retreat
is sppropriately named The Wilderness, and hers the dwarf
isoletes himselfl 1In a seamanlike hammock after the fashlon of
Robinson Crusoe and takes out his spite against Kit on a ship's
figurenead. He eventually meets his death in the river, whers
he yeesrned to drown 3ampson Brass slowly and torturin;ly,

mak iny sure that his betrayer would go down the rsequired three
times. “‘he water toys and sports with its ugly playtihlng and
then flings it on a swamp. The wharf having caught fire, the
flames tin:e the sky wlth red and touch with sullen lisht the

water that besrs Gullp's body. In this extended description,

as in many such crucial scenes, Dickens achieves dramatic

94

951b1d., p. 39. Ibid., p. 361.
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effect by nis emphasis on selected features like the water and

trhe fire., &3 1n Oliver “wist and in the scene of the manufactur-

ing town to be considered later, the heightening of eifect cone-
veys the impression of symbolism., +he referonces to wuilp as

a salamsnder and 8 fireproof men seem tc signifly his lmpervious-
ness to ordinery human fesling, dlsplayed by his abllity %o

drink boiling ligquids and to smoke 1n greast clouds; they rein-
force the likmnesses to animals and devils to create a general
atrosphere, Sirmilarly, the burnling of his office and his death
by drowning contribute to the lurid atmosphere ratner thisn
sinify any real symbolic meaning in his imperviousness to lire--
as, for instance, fiderhood's superstitious belief that he

cannot be drowned (its into the water smymbolism in Jur kNutual

Friend. Like the referznces to Dick Swivellsr as the phoenix
of clerks and to the schoolmaster's love for little liell as a
beautiful creation sprung from ashes (which I have alrsady dis-
cussed 1in Chapter I11), such images seem almost inadvertent,

not planned to it into a desiin,.

Prom the ocutskirts of the clty, where Nell and her
grandfeather pause to look back, & traveller might see Saint
Paul's locoming out of the smoke and trace the prosepct, fronm
the Babel out of which the dome emerges to "the furthest outposts
of the invading army of bricks and mortar whose station lay for
the present nearly at his feet,” 1hls encroachment of the city
g3 an invading army recurs in later novels. +he destructive=
ness of Iindustry finds expression in stronger terms. 1In their

Journeying, the old man and the child come to & northern manu=



facturing town, which Dickens describes lurldly as a gloonmy
place where demons move among flames and smoke. Hen leboring
like giants throw fuel on the flsmes, which lick it up 1like
0il. Great sheets of steel emlt an insupportable heet and “a
dull deep light like that whichh reddens 1in the eycs o savage
bessts,"9% The horlzon 1s orowded with chimneys like the end-
lessly repeated forms of oppressive dreams., IEngines writhe and
shrielk 1like tortured cresturzs cor wratiiful monstsrs, and towers
emit black vomit which shuts out the face of day and closes

in el the horrors in & dense dark cloude. In this atmosphere
the vegetation sickens, and "disease and deati: had been busy
with the living crops."96

In such intense terms Zickens dee
plets this manufacturing center. Jhe dominant elements ere the
unnetural lurid li;ht of fire and the darkness of smcke, &s

of an inferno. ‘he quiet ecountry spot near the church, where
Nell tends the growing things on the graves, seems to her
another world. In the country, says Kell, "'we should find
some good old tree, stretching out his green arms es i1l he

loved us.'"S7

Dickens similerly equates poverty with hls generslized
concept of goodness, but mors explicitly, In &8n extended
comment in relation to nit's circumstuances.

The ties that bind the wealthy and the proud to home

may be forged on earth, but those which link the poor

men to his humble hearth are of the true metal and bear

the stamp of He&aven....the poor man's attachment to the
tenements he holds, which strangers have held befors,

9 96

5
Ibid., p. 327. Ibid., p. 333. 27Ibid., p. 325.



and may tomorrow occupy acgsa&in, has a worthier rocot,

struck deep into a purer soil., lls household gods are of

flegh and blood, with no alloy of silver, gold, or pre-
cious stond...

Oh¢ if those who rule the destinies of nations would
put remember this--...3if they would but turn aside Irom

the wide thoroughfares and great houses, and strive o

improve the wretcuied dwelllings 1In bye-ways where only

Poverty may wglk,--many low roofs would polint more truly

t0 the SK¥eea’"

The principal figuretive devices are the absiraction and per-
soniiication--leaven and Foverty--and the metaphors oi ve oeta=-
tion and metal,

Letal is important driefly in the symbeclic name Brass,
Selly, says <ullp, is as herd-hearted as the metsl from which
she takes her name, and he asks why she does not change it,
melt down the brass and teke snother name, *he dwari plays
upon the name 8slso In relation to her brother, making jokes
with it and calling “~ampson by such epithets as "brazen scare-
crow," ‘The metal l1dea appears elso in the tendency of wally's
legal practice to "whet and sharpen her natural wisaom"®?
eand in the law as "an edged tool of uncertain application,...
rather remsrkable for its properties of close saaving, tonen
for its always sbaving the ripght porson."loe

Animsl imagery depicts Sampson brass in Quilpf's view as
& parrot, in his bein. &8s slow &s a tortolse, or more thicke
hesded than a rikinoceros., Rulilp himself{ has a hawk's eye, and
the aspect of a8 panting dog or s monkey; he is as stron; as e
lion, sharp as & ferret, cunning as & weazel, snd watchiul as

a lynx. He is also a devil, s fiend, an evil spirit, and =

little(monster. A1l of these images indicate the wicked ine

9

°8 1vid., pp. 278-279. °°Ibid., p. 256. 190Ipid., p. 272.
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humanity of these two crestures, as similer imegery functions

in Clver “wist and Nicholes Hickleby. <he slightly facetious

tone of thnem and the general treetment of Brass and wullp are
somewhat on the order of Brass' obsequlous reaction to some of
Quilp's eplthets when he replies wlth an unconsclously Jlestling
pun. "t'His ecqueintance with Fatursl History too is surprising.

Quite a Burfoon, quite.'“lOI

- Indeed, at the end of the story,
Dickens dlsmisses Ssmpson Prass, among the others, in & sportive
vein as 1f the whole thing were a jest: the Jury "(who wsre

in the joke) summoned him to 2 trial before twelve other wags
for perjury and fraud, who 1in their turn found him guilty with

a most facetious joy,»-"log

And Quilp, like Squeers, is too
monstrous to be reglistically formlidable.

A3 the name of Brass symbollcelly represents the hardness
of 1ts owners'! hearts, Abel Gerland's may dencte in general
nis abliity to adorn., I have mentioned the turning procllvities
of Dick Swiveller. #rs, Quilp's mother is lirs. Jinlwin, very

likely a Jestingly ironic indicatlion of her lack of .enuineness.

The 0ld “Yuriosity Shop 1s even more of & jumble than

Nicholas Nickleby, becsuse zll of iLts elements sre even stronger:

its sentimentality 1s more dripping, its monstrosity more exag-
zerated, asnd 1its humor more boisterously funny. Its imegery 1s
remerketly similer. Its theme 1introduces the destn element

into the childhood pilcture. For the preservetion of childhood

10l14,38., p. 379. 1021414, , p. 543.
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simplicity esnd innocence, even deatnh 1s preferable to destruce

tion by the evil forces of the world. Death transforms the

childhood
influencs
a monster
to sucnh a

festingly

qualities into e besutiful memory and & regenerating

for the livin:

llke Quilp is
ecnaliderastion

ironlec rsmsrk

« “he guestion of what forces procuced
never considered. <4he nearest approach
in any of this series of novels is =

about the law, which had besn Sally

Brass's only nurse, "and, ss bandy-legs or such physical

deformlties in children are held to be the consequence of bead

nursing, so,

if in 8 mind 3¢ besutiful any moral twist or

bendiness coculd be found, iiss Sally Brass's nurse wes alone

to blame."lo3 Ag 1in the previous novels, the theme 1s reinforced

somewhst haphazardly by imagery, but 1t is ststed more explicite

1y by exposition, in which abstractions, personifications, and

generaslized concepts abound., 4he remarkable featurse of *he (ld

Curiosity Shop is its deligntful carlcature of bathu: snd sentie

mentality in the midst of bathos and sentimenteiity by means

of Dick Swiveller,

5. Barnaby fudge

Even Dickens's first novel with historicael backsround has

an aspect of the felry tale about 1t. <The Maypole Inn is a

building of grave and sober character; it haB drowsy nanes of

103

Ibld., p. 267.
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giess and looks as if 1t were nodding in its sleep; its bricks
nave grownyellow like sn old man's skinj; its tlmbers heve decayed

like teethj ivy wraps it "1ike a warm garment to comfort it

" and two high-backed settles "llke the twin dresgons

in 1ts a.e,’
ol some falry tals, puarded the sntrance to the mansion."”

In thls whole picture, "Indeed it needed no very great stretch

N 4 . 4
of fanecy to detect in 1t other resemblances to humanity."lo
his kind of pesthetic fallacy, which affecte other descriptions

alse, contributes more to an atmospliere of fantesy tnasn of

iy

callse or of histeorical narration. This stmosprere, however,
pertains to the fictlonal plot raether than tc the historical
aspects,., lievertheless, the accounts of the riocts partake of

that helghtened air o¢f melodrima resulting fro. Dickens's

sclective technigque in description, noticed in Gliver Twist.

The cherscter of Barnaby, tco, has some aspects of the falry
tsle: the smesr of blood on hieg wrist 1s the symbolic mark

rut upon nim by the prenctal effect of violence. ie 1s simple
anc¢ eli'ln, like the legendary fool whose slimplemindednass relates
him to .odliness. Indeed, Ilickens sssoclistes him with his
(oodness~lisnt abstraction,.

It is something to look upon enjoyment, so that
it be free and wild end in the face of nature, thougn it
ls but the enjoyment of an ldiot. It is something to
know that Heaven has felt the capscity of ;ladness in such
& croacure's breast; 1t 1s sometning to be assured that,
however lightly men may crusn that faculty in their
feilows, the Ureat Creeator of mankind impsasrts 1t cven to
his despised and slignted work. W#ho would not rather see
& pcor 1dlot heppy in the sunli iit, than a wise man pining
in & darkened jall!

s ———

104Earnaby nudize@, DPe 2.




Yo men of gloom and austerlity, who paint tne face
of Infinite Benevolence with an eternal I'rown; read in
the Lverlasting Book, wlde open to your view, the lesson
it would teach....hemember, 1f ye can, the sense of hope
and pleasure whlich every glad return of day awakens in
the breast of all your kind who have not chan;ed their
nature; and learn sone wisdom even from thne witless,
when thelr hearts are lifted up thfg‘know not why, by all
the mirth and happiness It brings. =

B3arnaby is thus the representative of childhood simplicity,
end he is led astray by others, who~-rather than he--sre re-
sponsible for nls pli nt.

T-slis story of the mass pervoersion of the emotions uses
the famillar groups of imeges: animels, vsezstation, water,
and fire., Sir Jow “hester is likened to a greyhound; to nin,
Heuben Haredale 1s a rough brute; & human badser, and "'a bear
that gnaws nimself. '"19% Sinon Tappertit 1s facetiocusly and
ironicelly an eajzle and & lion. Hugh 18 & handsoms satyr and
ropestedly a centaur. According to his own statement, "iYou
_nl07

see what I ame~-more brute than man, as I have been often told-

Sir John Chester and Reuben lHaredale are contrasting natures-—=-

w

Sir John the refined, effetc man of the world, Harcdale the
rough, rebelllious man whose passions are held 1in check., Detween
the two worlds of man and beast, stands Hugh, who blends the
natures of both. ”ittingly, Hugh and Barnaby, the centaur and
the madman, are smong the leaders of the mob, which is "like

w108 #1089

2 mad monster end "like beasts at the sl ht of prey.

Gashford, the obseqgulous follower, fawns like & sparniel. <Larna-

1071p14., p. 607. 1991p14., p. 380.

a————v

do » ppo 190"‘191.

ibid., p. 205, 1081bid., p. 379.
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by's alter ego,~-irlp, the raven--exchanges Dlaces, as 1t were,
with tis owner and evinces the charescteristics of humanity: he

has a "comfortable alderman-liks form™i10 and "the air of some

014 weeromencer™ Il op "or o very sly humen rascal."l12 ie

is "a knowing imp,” who listens as il he comprehended the con=-

. PO . E 1
vVersaitiorn and

13

as if his offlcs were to judge" between the

st

spoakers,”

e Lord Ueorge UGordon, the instizator of the riots, his
ceuge 1s in the nsture of a hervest: "'the vineyard is menaced
with destruction, and mey be trodden down by Papist feet.'“ll4
"tyore seed, more seed,'" criee Gsshford, Y'When will the
harvest comed'"i1d Dennis, the hsngman, is likened to "a
Tarmer ruminatin: amon: his crops,” and "the whole town ap-
peared to have been plowed, sown, and nurtured by most penial

118
weather; snd & goodly harvest was et hand."

Gabriel Varden,
according to Haredsle, has s risht to be the cheeriest and
stoulest-hearted fellow in tlhie world, becsuse "'He reaps what
e has sowne—-no more....@e note the harvest more than the
seed-time, You do so in me.'"117 Hugh, sbout to mount the
scaffold, excialims, "'0On that black tree, of which I am the
ripened frult, I do invoke the curse of all its victims, paest,
and present, and to come. t"118  Thege ime.es convey the idea

-

of routineg consequence, both good and bead,

s ——————

113 116
11074,44,, p. 138. Ibid., pe 52. Ibid., p. 544.
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The most prominent imeges in Barnuby Ludge are those

involving water snd fire; their importance results both from
their prevalence and Irom thelr dramstle trestwent. <Lhe mob
scenes are continually described in terms of rushilng streaus,
& human tide, & human sea, or a vertex of riot,

A mob is ususlly a creature of very mysterious ex-
istence, particularly in & large city. Where 1t comes
from or whither 1t rfoes, few men can toll., Assenbling and
dispersing withh equal suddenness, 1t is as difficult to
follow Lt to 1ts various sources az (e sea itssli; nory
doss tue parallel stop here, for the ocean 1s not more
fickle and uncertaln, rors tiipzble when roused, rore
unreasonabls, or mors cruel,tt?

Whe wreckage ol the meypole at the inn is "like the bowsprit
oL a wrecked snip; the yground mlgut have been the bottom of

L 120

the sea. e crowd, "all reging and roaring like the

] , - 2
flames they 1llght up,"l 1

sets fire to Newpgate prison and to
iisredale's lhiouse. One maddened man "rushed up to the fire, and
reddled in it...es if in water."l®% \iine spilled from & broken
cesk acts ss an incentive to the unleashing of the mob's violence--
tine two elements spain metaphorically blended.

Dickens areamatically depicts scene alfter scene of destruc-
tion s4c ferociﬁy in wnich his prevailling imeages ere those of
wabter and fire. The perasistence of these 1ima.es servesg as &8
mors unifying force thean any of the previous novels discolose,
and their effect is reiniorced by thie overwnelming power of the

narracive, <+he other most common figures-~-cf the snimal and

——C—

1194, 1d., pe 401. 1211p1d., p. 526.

120714, , pe 425. 1221p14., p. 430.
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vegetable worlds-also bear out the theme more consistvently.

T™isa novel depicts the conseguences of leading astray the wronged
and hslpless. fugh and Barnaby are both victims of a moral

nlague inclted by shortsirhted fansticiam and dillettante

intrigue, reprasented by Lord George uUordon &nd 3ir John Uhester--
those who should be rasponéible but are not, becauae they

are blinded by bigotry and selfishness. Hugh 1s wrongsd by a
socisty which hanrged his mother for stealing because she was
hungry and by a disaipated father who disregarded his responslibility
for his own act; Barneby 1s made helpless by the consequences

of his faether's wicked act. DBoth are the innocent child grown

up, but children still, at the mercy of those who ought to kKnow
bettsr than tney do, 'the c¢rcp has not besn tended; the human
quelity hss been perverted to the bestisl; the elements have

become uncontrolled.

8, Hartin Chuzzlewit

In several respects Martin Chuzzlewlt is a transitional

wori. 1 have elready mentloned that the novels following tils
one are different in several ways from those whilech: preceded

ite HMartin Chuzzlewlt hes most of the older elements and seversl

new cnes, Liks the previous books, it has an alr of fantasy,

and it comblpnes sentimentsl, humorous, and viclent thenes; 1ts
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figurative devices include dead metapior, abstraction, per-
sonificetion, apostrophe, pathetic fallacy, symbollc names, and,
in the way of concrete imasery, the famillar groups--animals,
vesetation, and metals--but fewer references to light, water,
and fire. <The treatment of light 1s simllar to that 1in QOliver
Twist--a dramatization of certain scenes by selective detall

in description. 7Tiis techinique, in which light and derk are
used in a symbolic fasnlon, is particularly noticeable in
connection with the murder. The drive of Tigg and Jonas throug
the tremendous storm helghtens suspense and prepares for the
murder to come. In this scene emphaslis is drametically placed
on flashes of intolerable light and intervals of utter darke-
ness., Similar contrast paces ithe succeeding narrstive. The
eye of wakeful and watchful night accompanies Jonas, and he
dreeds 1t more than the light of day. NMurder is the bastard
blood-relation of Glory, which shows to smaller advantage at
night. The scene of the murder itself 1s a snadowy woud, throuygh
whici: the rays of the setting sun shine in a path of golden
light, and the glory of the departing, sun illuminetes Jonas's
face.,

The moat importent of the new slements is a stated theme,
almost in the nature of a plan, which the imagery reinforces,
albelt in a somewhat riotous feshion. Also, the tone is slightly
chan ged: 88 in the previous novels, there is a sherp division
between the sentimental tone and the comlc tone-~sven in Jliver

Twist there is facetious irony, if no real humore--but in iartin



269

Chuzzlewlt the manner of all the sspectis is sharpened, as it

were; the sentiment is coy, tine humor is brasu, and the violence
is foreboding. soreover, there 1s profuse litersry allusion,
most of 1t from Bibliecsl and traditionsl sources,.

ihe theme 18 prepared for in Uhapter 1 with a long and
facetious discussion of the Chuzglewit femily tree. This
senealogy 1is intended to prove the share of the Chuzzlswits in
tiie human fanily, and the followin; history is to show that the
world contains many co.nterparts of such reprezentatives. 4he
chapter concludes:

At prssent 1€ contents itself with remarking, in a

seneral way, on this head: Firstly, that it may be safely

asserted, and yet without implying any direct participation

in the lonboddo doctrine touching the probablility of the

human race having once been monkeys, thet men do play

very strang;e and extraordinary tricks,., Secondly, asnd yet

without t renching on the Blumenbach theory as to the

descendants of Adam havinyg a v.st number of qualities which

belong more particularly to swine than to any other class

of animals in creation, that some men certainly are remarke

able for takin. uncommon good care of themselves. 12
This is snother hit et those who propound theories--the "phile-
osophers." Dickens himself seems to be proposing to show that
whatever one's theories, certain things hseppen, snd he proceeds
to demonstrate these in florid feshion, rather in the manner of
& Punch end Judy show, #artin Chuzzlewit, Anthony Chuzzlewit,
Jonas Chuzzlewit, Seth Pecksnliff, and kontague iig: all had

theories--and see what nappened to thomd

Ch, moralists, wiio treat of happiness and self-respect,
innate in every sphere of llfe, and shedding light on
every grain of dust in God's highway, so smooth below

lg3ﬁartin Chuzzlewit, pe. 7.
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sur carriage-wheels, 30 roug: beneati the tresd of naked
feet,=--.0ogc, Teachers of content and honest pride, into
the mine, the mill, the forge, the squalld depths of deep-
est ignorance, and uttermost abyss of man's neglect, and
say cen any hopeful plant spring up in alr so foul thet 1t
extinguisses the socul's bright torch as fast as 1t is
kindledl! 4nd, ohl ye Pharisees of the nineteen hundredth
year of Unrlstian Knowledge, who soundingly appeal to
human nature, see that it ve humen first, Take heed it
has not been transicrmed, during your slumber fgg te sleep
of senerations, into the nature of the Beastsl™"

0l1ld Keartin, wnen Jonas is apprehended, calls upon his cdead
brother:

'Oh, brother, brother! Were we strangers helf our lives

that you might breed a wretenr lise this, and I make life

a desert by withering every flower that grew sbout mel! Is

it the natural end of your precepts and mine, that tnis

ghould be the creasture of your rearing, trainin;, tesch=

ing, hoarding, striving for: and I the means of bringe

ing him to punishment, when nothing can repalr the wasted

pastl'

'But the accursed harvest of our mlstaken lives shall

be trodden down. It is not too late for thab...,'125
Martin's theory 1s the curse of his existence--"'that by the
golden standard which I besr sbout me, I am doomed to try the
metal of all other men, and find it false and hollow.'“l26
ithese, then, are the principal images: the guestion is, What
is truly humean nature? and all kinds of variations are played
on this theme in the metaphorical terms of plants, anirms.., ond
metals,

Pecksnlif tells John %Westlock that money is the root of
all evil and thet it is already bearing evil frult in him.

Anthony, finding out his son's intention of helping him to his

124 12 12
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death, blames only himself, "'I have sown, snd I rnust reap. '"187
01d kKartin sees in every circumstance "the flowering of the

same pregnant seed. Self.,.was the root of the vile tres, "1e8
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