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CHAPTER TEN

FACES IN THE CROWD

", . .In the first of the two numbers I have written since I

have been away, 1 forget whether the blind man, in speaking to
Barnaby about riches, tells him they are to be found in crowds.
If I have not actually used that word, will you introduce it7..."

Dickens to Forster, 8th June 1841,
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The two supposedly separate parts of Barnaby Rudge, the

domestic, divided-love plot and the public riot, are really

only two parts of the same argument. Some scholars have
claimed this as a weakness in the structure of the novel, that
it falls into two clearly defined parts. (1). Fully to recog-
nise Dickens' intentions in this novel we must, I think, realise
that the family themes and the riot scenes are united, and are
sufficiently connected to hold the work together: the riots,
the human vortex to which all the leading characters are drawn,
occupies the same place in the structure of the novel as the

heath scenes in Lear. All the events lead up to the riot

scenes in London, and all that subsequently happens to the main
characters is a result of these climactic experiences; the
riot scenes are thus the central action of the nove, the core

of Dickens' imagining. What combines the domestic narrative

and the story of social riot?

It is the idea of disunity which really combines both

parts of Barnaby Rudge: the public vortex and the family divi-

sion are united to form the total theme of rupture in whole

performance. The novel is a study of the failure of society
as a family, and the failure of the family as a society. The
obvious comparison is with King Lear (2) where the rift in
families is paralleled by a lack of harmony in society which

is symbolised by discord in the elements. Barnaby Rudge pre-

sents a sad portrait of disintegration at all levels. The
crowd and the family are not two separate worlds, but facets

of the same problem: "...love cools, friendship falls off;
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brothers divide; in cities, mutinies; in countries, discord;
in palaces, treason; and the bond cracked between son and
father...we have seen the best of our time.” (3). Other
clues which encourage the association with King Lear are the
insistence on storm, turbulence, darkness and discord. Edward
and Hugh Chester of course remind us of Edgar and Edmund, and
the references early in the novel to bad weather, (4) emphasis
on night and darkness in the scene between Joe Willet and the
stranger (5) and a very interesting paragraph: '"There are
times when, the elements being in unusual commotion, those who
are bent on daring enterprises, or agitated by great thought
whether of good or evil, feel a mysterious sympathy with the
tumult of nature and are roused into corresponding violence.
In the midst of thunder, lightning, and storm, many tremendous
deeds have been committed; men self-possessed before, have
given a sudden loose to passions they could no longer control.
The demons of wrath and despair haye striven to emulate those
whb ride the whirlwind and direct the storm; and man, lashed
into madness with the roaring winds and boiling waters, has
become for the time as wild and merciless as the elements
themselves." (6). I do not want to stretch this analogy too
far, Steven Marcus throws off one suggested Shakespearian
source after another - Hugh is based on Cade, he claims (7)‘
Barnaby is Tom 'o Bedlam (8) the Ghost of Hamlet's father walks

the pages of Barnaby Rudge. (9). Hugh also has marked traces

of Barnadine from Measure for Measure (10) although even the

fecund Processor Marcus cannot make his mind up about Hugh,
later he suggests he might also be Dionysus, or Perseus or

St. George. (11). What interests me is not vague possible
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sources, but how Dickens uses and develops themes and ideas:

it is a question of what he does with them, not where do they
come from. Processor Marcus is correct about King Lear, I
think; we have much evidence that Dickens was tremendously
impressed by Macready's performance. Forster was ill on 25th
January 1838 and unable to review Macready's performance for

The Examiner, the review which eventually appeared on 4th Feb-

ruary, the Restoration of Shakespeare's King Lear to the Stage

and a paragraph quoted by Forster on January 28th were probably

by Charles Dickens.

The various fortunes of these fathers, sons, masters and
apprentices, are drawn to their resolution in the human vortex
of the Gordon Riots. The disharmony in society is paralleled
in the various tensions and disagreements in the relationship
between Sir John Chester and his sons Edward and Hugh, between
Gabriel Varden and his apprentice Simon, between Rudge and his
son Barnaby, between John Willet and his son Joe. The return
to rest in the public world is matched by the resolution of the

family quarrels - one way or another.

Possibly the most complex in the novel is the relationship
between Sir John Chester and his legitimate son Edward, and
his bastard son Hugh. This recalls not only the Lear sub-plot -
but also the tale of Valentine and Orson. This was a popular
story in Dickens' time. Its favour had lasted since the six-
teenth century when it first appeared in Henry Watson's ver-
sion. (13). It continued to be a popular nursery tale for

centuries. Valentine and Orson are the two sons of Bellisant,
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wife of the Emperor of Constantinople. She is wrongly accused
of sin and banished. One of her children is stolen by a bear
and brought up as a wild creature; the other son, Valentine,
is found by her brother King Pepin, and brdught up in court.
After many adventures, the two brothers are reconciled. The
idea of the wild man of the woods retains its fascination in
the modern Tarzan stories. Dickens plays Hugh consistently as

an animal. (14).

We should note how carefully Dickens introduces the charac-
ter of Hugh to the reader. John Willet is talking, and from
the comfort and security of his bar parlour, he dilates on the
subject of the noble savage: he has already laid great impor-
tance on the part fathers play in bringing up children (a major
theme of the novel) by way of praising his own performance in
the paternal role, and then he goes on to tell us that Hugh's
mother was hanged for passing bad notes and he graduated from
cow-minding, bird-frightening, through to horse-minding "and
to sleep in course of time in lofts and litter instead, instead
of under haystacks and hedges." (15). At last he reached the
peak of his career in becoming ostler at the Maypole. He
ends by saying '"that chap that can't read nor write,'and has
never had much to do with anything but animals, and has never
lived in any way but like the animals he has lived among, is a

animal. And...is to be treated accordingly." (16).

The idea of the animal nature in Hugh is re-inforced at
every opportunity. We have already been told that Hugh is

more at his ease among horses than men. (17). Chester refers
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to him as a centaur (18) and to Dolly he seems '"a handsome
satyr" (19). When he calls to return Chester's lost riding-
whip he is described entering Chester's room ''followed by a
dog, as rough and sullen as himself," (20). The illustration
to chapter twenty three, which shows Hugh drinking and conver-
sing with Sir John Chester in his apartment, was originally
called '"Orson Tamed!" (21). When he leaves, Chester fells com~
pelled to have the room fumigated: '"Foh!...The very atmosphere
that centaur has breathed, seems tainted with cart and ladder...
Bring some scent and sprinkle the floor...take away that chair
he sat upon, and air it..." (22). At a later interview, after
hearing that Hugh has been dreaming of him, Chester remarks
"Can't you dream in your straw at home, dull dog as you are...
the next time you dream, don't let it be of me, but of some

dog or horse with whom you are better acquainted...'" (23),

John Willet tells Chester that although Hugh looks a strange
kind of servant '"for horses, dog, and the like of thatj; there
an't a better man in England than is that Maypole Hugh yonder.
He an't fit for in-doors..." (24). Chester applies other
animal names to him, "bruin" and "mongrel dog" (25) "centaur"
again. (26). Hugh refers to himself as "a hungry wolf". (27).
He goes out to his execution "with the gait of a lion" (28).
This is consistently maintained to the very end, Hugh dies more
brute than man: "Hugh's was the dogged desperation of a savage
at the stake." (29). The effect of this, in Wolfgang Clemen's
phrase, is '"to make visible...the contrasting life~-sphere and
‘back-ground of the...character(s)." (30). Contrast is impor=-
tant, as Dickens intends the contrast to be taken with Chester's

sophisticated, essentially civilised sphere.



Hugh of the Maypole.

", ..that chap can't read nor write, and has never had much to
do with anything, and has never lived in any way but like the
animals he has lived among, is a animal. And...is to be
treated accordingly."

Barnaby Rudge Chapter 11.
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Much is made of the basically accidental structure of
Dickens' early works, but here in the unifying nature of the
imagery, is evidence of some totality of imaginative concep-

tion. "Barnaby Rudge underwent several changes in planning,"

we are told, '"but it probably contained two simple boy-meets-
girl plots at the start. This beginning was sidetracked
effectively by the historical setting, and the boys depart,

are absent thrbugh most of the story, then return at the last

to marry their girls., Dickens added two other melodramatic
plots for his historical story, apparently seeing the first
signs of the novel which would depend upon a number of alterna-
“ting or balancing plots conceived around a central theme...the
Rudge supposedly-dead-murderer-with-half-witted-son plot and
the Sir John Chester-Hugh plot playing upon well-worn emotions.
These two sequences are superimposed on history, and the various
strands of action jostle each other as the pages fill up..."
(31). This surely points to a haphazard piece of creation
(note the vocabulary: several changes, sidetracked, Dickens
added, superimposed on history, various strands jostle etc.).

I am not claiming that Barnéby is a masterpiece of construction.
What I do suggest is that if we look at the imagery at work, we
may see there is a much more coherent imagination fuhctioning.
We may have no extant plan of the novel in Dickens' avouched

handwriting (nor for that matter, have we one of Edwin Drood),

this does not mean Dickens had no plan. What we do have is

the evidence of the novel itself. Here we find consistency.

However piecemeal the construction may (or may not) have

been, it is clear that the novelist set out with certain thematic
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patterns, and on the whole, he stuck to them. Chester is

there as the embodiment of parental failure, both his children
have their chances in life seriously endangered because of his
cynical indifference to the truly important things of life.

Hugh is born of an animal association (there was, I would think,
much sport at his bastardizing) and spends his life with snimals,
behaving like an animal ("Finishing his speech with a growl

like the yawn of a wild animal, he stretched himself on the
bench again...") (32) and actually tainting his personality

with animal attributes. No noble savage he! (33). In the
person of Hugh Dickens seems to be attacking the ethos of
"natural' (wild) upbringing. The unfortunate ostler is born

a beast, and lives and dies a beast. Dickens' tendency to

side with the underdog, as Professor Sylvere Monod has demon-
strated, sometimes resulted in his assuming the position of an
anarchist: Hugh is a case in point, his wretched origins, his
terrible life, his dreadful aeath - all these circumstances com-

bine to make the readers side with him in his dying words. (34).

The other extreme, which Dickens also attacks, is the
urbane and successful world, the world of Sir John Chester,
Hugh's father. I do not think Dickens was opposed to the idea
of progress, after all he wrote glowingly of what the twentieth
century was supposed to bring: "...when all towns are to be
well-drained; all refuse to be made productive as manure,
instead of poisoning the water we drink; all workmen's houses
to exhibit cheap cleanliness instead of éostly dirt; all men
scorn to get drunk or to beat their wives or to starve their
children;. all people to learn that the worship of the Golden

Calf is not the noblest exercise of man's powers...'" (35).
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But he seems to be set against the supercilious, smooth-faced

and de-humanized result of ultra-civilization. This, he says,
destroys those warm feelings, and sense of inter-personal rela-
tionship which are among the true distinguishing marks between

man and the animals.

In many ways, Sir John Chester is a preliminary study for

the character of Mr. Dombey, and Monsieur in A Tale of Two

Cities. These characteristics, these inhumanities he detests

so much, are found in great abundance in cities, and conse-
quently London in this novel gets on the whole, a 'bad pressﬁ.
In the scene immediately before Gaﬁriel Varden's discovery of
young Chester lying in the road, there is a gloomy description
of a distant prospect of London, dark, busy, labyrinthine,
swarming, clustered and noisy. (36). This is the London which
Rudge calls "iron-hearted", and where the chill Chester 1lives.
Everything about him Dickens describes as impersonal, polished,
with all the life refined out of it. Two qualities Dickens
stresses in Sir John, his indolence and his prediliction for
lying. He is a complete contrast to Hugh. (37). He is dis-
covered at his breakfast "in a state of perfect complacency,
indolence, and satisfaction...not to mention the lazy influence
of a late and lonely breakfast, with the additional sedative of
a newspaper, there was an air of repose about his place of
residence peculiar to itself..." (38). He is the epitome of
what Dickens loathed in certain sections of the aristocracy,
idle, over-educated and personally indifferent; the smooth
front of an outrageous materialism, He denies the existence

of love: 'My dear fellow...'" he tells his son Edward, "...there's
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no such thing, I assure you. Now, do take my word for it.

You have good sense, Ned, - great good sense,. I wonder you
should be guilty of such amazing absurdities. You really
surprise me." (39). Although a devout believer in an immu-
table social structure and the efficacy of money (40), he is
ashamed to own a family connection on his wife's side, who,
though having wealth, had a father who "dealt in pork, and...
cow-heel and sausages..." (41). But he swallowed his distaste
and married her, 'she stepped at once into the politest and
best circles, and I stepped into a fortune, which I assure you

was very necessary to my comfort - quite indispensable...'" (42).

It is significant that he loathes Christmas_and family
affairs: "I believe you know how very much I dislike what are
called family affairs, which are only fit for plebian Christ-
mas Days, and have no manner of business with people of our
condition..." (43). His view of life, as he lays it down to
Edward, is one long hunt for money, a hunt for which those who
are born in his station in society are especially suited by
birth and by training. "...I found you a handsome, preposses-
sing elegant fellow, and threw you into the society I can still
command. Having done that, my dear fellow, I consider that I
have provided for you in life...you must do as I did;...you must
marry well, and make the most of yourself... All men are for-
tune hunters, are they not? The law, the church, the court,
the camp - see how they are all crowded with fortune hunters,
jostling each other in the pursuit. The stock-exchange, the
pulpit, the counting-house, the royal drawing-room, the senate, -

what but fortune hunters are they filled with?..." (44).
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It is interesting to compare this with Barnaby's vision
of the human rat-race seen in the smoke of the fire. (45).
Two other pieces of evidence for the evil of Chester's charac-
ter and.his féilure as a man are to be found in his relations
with money - a sure index of soul in the Dickens' world: he is
unutterably mean (46) and believes that every men has his
price, that money can buy everything. (47). Dickens leaves
us in no doubt about Sir John Chester's failure as man and
father: he is devoid of any understanding or awareness of
feelings and passions; he fails as a father, and even disowns
the name of father: after dining together in Sir John's apart-
ments, he encourages Ned to have some wine - "It brightens the
eyes, improves the voice...you should try it, Ned." "Ah
father!" cried his son, "if - " "My good fellow," interﬁosed
the parent hastily...and raised his eyebrows with a startled
and horrified expression, "for Heaven's sake don't call me by
that obsolete and ancient name. Have some regard for delicacy
.+ .Good God, how very coarse." "I was about to speak to you
from my heart, Sir..." '"Now do, Ned, do not...talk in that
monstrous manner... Don't you know that the heart is an
ingenious part of our formation - the centre of the blood
vessels and all that sort of thing - which has no more to do
with what you say or think, than your knees have?... The
hearts of animals...are cooked and devoured, as I am told, by
the lower classes, with a vast deal of relish. Men are some-
times stabbed to the heart, shot to the heart; but as to spea-
king from the heart, or to the heart, or being warm-hearted,
or cold-hearted, or broken-hearted, or being all heart, or

having no heart - pah! these things are nonsense Ned." (48).



Sir John Chester and his Son.

"Don't you know that the heart is an ingenious part of our
formation - the centre of the blood vessels and all that sort
of thing - which has no more to do with what you say or think,
than your knees have?"

Barnaby Rudge Chapter 32.
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The critical light in which Dickens here places Chester
is sharpened by our knowledge of the actions he has taken to
destroy the romance of Edward and Emma Haredale, and by the
picture on the wall shown in the illustration. Chester is
seen lounging on a couch, Edward -~ with his hand on his breast,
is downcast, while on the wall, Abraham raises the dagger of
sacrifice against his son. (49). Chester is ashamed that his
son should show such passion and affection, and hopes there is
no reflection of his own character in this behaviour. (50).
His view of marriage is of a contract: 'Marriage is a civil

contract; people marry to better their worldly condition and

improve appearances. It is an affair of house and furniture,
of liveries, servants, equipage, and so forth. The lady being
poor, and you poor also, there is an end to the matter...'" (51).

He is, like Mr. Dombey in Dickens' later and more penetra-
ting treatment of the same theme, a believer in the cash nexus
of all relationships: marriage - an affair of two hearts - is
to him a matter of contract, sale and delivery. Both Chester
and Dombey combine the attributes of good breeding and immoral
behaviour, in Dr. Johnson's celebrated dictum, '"the morals of
a whore, and the manners of a dancing master." (52); It is to
Edward's credit that he can see his father for what is he worth,
a man spoiled by the world and its hypocrisy (53) and his utter-
ance of this view is countered by Chester's insincere muttering
about 'his...interest...duty...moral obligations...filial affec~
tions, and all that sort of thing..." (54). His final threat
is to remind Edward that his father (Chester's) had a son whom

he disinherited and cursed one morning after breakfast. (55).
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This makes Edward try once again to appeal to his father,
whom he addresses as '"Father'". He says how dreadful it is
for a son to offer his love and duty and be repelled in every
way, and begs for confidence and trust to exist between themn.
His advances are refused, and Chester sends him to the Devil.
(56). Dickens here shows the complete failure of the relation-
ship between fathér and son. Professing to wish to maintain
Edward's interest all the time, he has systematically destroyed
everything in Edward's life which the boy loved. He gives
instructions to his servant that Edward is never to be admitted
again. Significantly he no longer refers to him as his son,
but as "that gentleman who has just gone out." (57). The
irony of this part of the novel is that Chester treats both
his sons, the legitimate and the illegitimate, with equal inade-

quacy and indifference.

The portrait of Edward and his father which Dickens gives
us is full and sharp. Chester thinks that everyone is as
evil-natured and mean as he is. In conversation with Emma,
for example, he suggests that Edward will already have told her
that he is 'cold-hearted, calculating, selfish..." (58) and she
replies that she has never heard him spoken of in harsh or
disrespectful terms "You do a great wrong to Edward's nature
if you believe him capable of any mean or base proceeding..."
(59). This tells us much about Edward, and much about his

father.

Chester invariably acts a part (60) and is frequently

described as cold (61) which is a motif we shall find later in
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Mr. Dombey. Hugh speaks for both sons when, at the end of the
novel, he curses the father who though he never publically owned
to his paternity, "in his conscience, owned me for his son" (62)

Chester has thus failed them both.

(ii)

Another family group examined in the novel is the Varden
household, particularly the relationship between Gabriel Varden
and Simon Tappertit. Varden was to have been the original hero
of the book (63) and was obviously a character that Dickens took
great pains in creating. I have the definite feeling that

Dickens admires Varden, and all he stands for.

We should note, I think, the obvious healthiness, the good-
ness and cleanness of the Clerkenwell where honest Gabriel lives:
"There were gardens to many of the houses, and trées by the pave-
ment side; with an air of freshness breathing up and down...
Fields were nigh at hand, through which the New River took its
winding course, and where there was merry hay-méking in the
summer time..." (64). This places Gabriel in '"the good old
days" - the days so robustly symbolised in The Maypole, honest,
clean-living days, before railways and speculators. The nove-
list spends many words underlining the cleanness of the street
where Varden lives, but the total effect is strangely eighteenth
century, of the world of Dresden figures, Le Petit Trianon, and

Pope's Pastorals. (65).

It does not matter for our purposes at the moment whether
Dickens successfully uses the pastoral convention or whether

his assumed Arcadianism creaks a bit; the point to grasp is
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that by placing Varden in such a background he is indicating
the character's innate goodness and wholesomeness, However
quaint, grotesque and a-symmetric the house and shop may have
been, '"there was not a neater, more scrupulously tidy, or more
punctiliously ordered house, in Clerkenwell, in London, in all
England..." (66). And '"honest Gabriel" (as the author calls
him) is a worthy denizen of this backwater of suburban respec-
tability. When we first meet him, Dickens describes him as a
"bluff, hale, hearty” man, "in a green old age: at peace with
himself, and evidently disposed to be so with all the world...

there was no disguising his plump and comfortable figure..." (67).

He is a man in the Cheeryble mould, obviously, and we
would expect his humour and goodness to be externalised in a
good table; good food and drink are the outward and visible
symbols of the inner goodness of spirit: "It was a substantial
meal...over and above the ordinary tea equipage, the board
creaked beneath the weight of a jolly round of beef, a ham of
the first magnitude, and sundry towers of buttered Yorkshire
cake, piled slice upon slice... There was also a goodly jug..."
(68). In this we can immediately sense that Gabriel Varden is
the inverse of Chester; Varden is plump, honest, warm and
generous. He has the unmistakable Dickensian hallmarks of
goodness. He seems to belong quite naturally to the world of
"marry England" symbolised by the Maypole. This cosy, unchan-
ging and friendly world is placed by Dickens in direct contrast
to the darkness of London, and the listless frigidity of Sir
John Chester's tiny world. Although there is a noticeable

element of antiquity, drowsiness and decay in the opening section
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of the book devoted to describing the Maypole, Dickens says
quite clearly "It was a hale and hearty age though, still;

and in the summer or autumn evenings, when the glow of the
setting sun fell upon the oak and chestnut trees...the old
house, partaking of its lustre, seemed their fit companion,
and to have many good years of life in him yet...'" (69) and is
thus an exact counterpart to Varden himself, whose goodness is
also quietly insisted upon by his swearing by the good book,

A1l true, my dear...true as the Gospel, Doll" he says. (70).

The good nature of Gabriel is also brought home in contrast
to his wife's coldness and bad-temper. When Dolly and her
mother come home by coach Miggs greets them by exclaiming '""Oh
gracious! how cold you are! Goodness me, Sir, she's a perfect
heap of ice." (71) and a few lines after this, when Gabriel
suggests to her that someone ought to see to Dolly because she
has been frightened, Dolly breaks down and weeps. Mrs. Varden
is completely indifferent: "...Mrs. Varden expressed her
belief that never was any woman so beset as shej; that her life
was a continued scene of trial; that whenever she was disposed
to be well and cheerful, so sure were the people around her to
throw...a damp upon her spirits..." (72) and though Dolly is
truly ill "it was rendered clear to the meanest capacity, that
Mrs. Varden was the sufferer..." (73). Varden's good nature
has the power seemingly to radiate a mist and fog dispelling
light of its own. (74). Despite his wife's mockery of his
joining the volunteer militia at his time of life, he continues
to give his services, to defend her and all other women "and

‘our own fireside and everybody else's, in case of need." (75).
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" ,.What on earth do you call it unchristian for! Which
would be most unchristian, Martha, - to sit quietly down and
let our house be sacked...or to turn out like men and drive

'em off?" (76). In almost all the Varden family scenes the
patience of Varden with his nagging wife, who is so ably
supported by Miggs, and the trouble his coquettish daughter
brings to mankind, is a model of fatherliness. As he walks
out to his arms practice he showers '"friendly greetings like a
mild spring rain" (77). I would not go so far as Angus Wilson,
who believes that '"Female domination of the home is clearly in
Dickens' view one sign of general social dissolution' (78)
because I do not think Varden's home is dominated by the women.
Although out-numbered, Gabriel triumphs, by virtue of his pat-
ience, tact and fortitude. His bigness of soul even allows
him to show an almost paternal care for Tappertit (79) but he
reserves the right to be indignant about Simon's membership of
the Protestant Association. (80). He does not physically pre-~
vent him from leaving the shop: "Go thy ways, Sim...I have

done my best for thee, poor lad...!" (81).

Dickens puts into Varden's mouth the voice of reason and
good sense, he can see that nothing is so powerful as a good
thing perverted to an evil purpose, '"when religion goes wrong,
she is very wrong..." (82). He is able to bring home to Mrs.
Varden and Miggs that by supporting the Protestant Association
with such energy, they had done evil, and in an impressive
scene, which is both a "real' event and a powerful symbolic
action, he destroys the collection box: "The halfpence and

sixpences, and other voluntary contributions, rolled about in
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all directions, but nobody offered to touch them... 'That'’
said the Locksmith, 'is easily disposed of, and I would to
Heaven that everything growing out of the same society could

be settled as easily.' ..." (83). Immediately after this Var-
den refuses the offer of protection from the Association.

From this point on, Varden is really the hero of the piece, and
seems to dominate the action. His greatest moments are in the
scenes at Newgate. (84). Here, despite the very real threat
of violence, he refuses to put his skill as a locksmith at the
service of the rioters. Varden rises to his greatest triumph
in the riot, and Mrs. Varden is improved by the experience:

", ,.being quite an altered woman - for the riots had done that
good..." (85). He pointedly remarks that the family shall not
be separated any more and the return to normality is demonstra-
ted by a scene of the Varden family at supper. (86). The end
of the novel finds Varden thoroughly back to normal, full of
good cheer and good wholesome food, smoking quietly '"the rosiest,
cosiest, merriest, heartiest, best-contented old buck, in Great
Britain..." (87) - the very picture of bourgeois complacency,
and Dickens seems anxious that we should understand this on

more than just its face value.

Varden seems to become a symbol for traditional values,
permanence and durability: a firm rock in troubled waters, a
‘lode-star of respectability in a 'world in danger of losing its
way: '"the sun that shone upon them all: the centre of the
system: the source of light, heat, life, and frank enjoyment
in the bright household world." (88). This scene follows

immediately the scene where Barnaby has been saved by the
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concerted efforts of Haredale, Varden and young Chester.
Varden is cheered as the hero of the hour, there are cheers

for King George, for England and for him.

The only really dark corner of Varden's household is that
occupied by the important figure of Sim Tappertit. He is a
vicious parody of the stereotyped apprentice. In place of
good spirits, loyalty and mischief, we have bad temper, trea-
chery and malice. Traditionally the 'prentices were part of
the household, part of the family. (89). The stock situation
of master-apprentice, centrepiece of many a pantomime, finds
itself in a more melodramatic world. Dickens stresses Sim's
small stature, rodentiality, immodesty, and ambitious spirit
(90) and the latent violence of his character. (91). Almost
on first meeting him, we are told that Sim is in league with a
kind of secret society who have it in their power to overthrow
the establishment, ''make the Lord Mayor tremble on his throne."

(92).

He is essentially a two-faced character, a man with a
secret double life: '"He had been seen...to pull off ruffles
of the finest quality at the corner of the street on Sunday
nights, and put them carefully in his pocket before returning
home...on all great holiday occasions it was his habit to
exchange his plain, knee~buckles for a pair of glittering
paste..." (93). This other, secret, self symbolises Sim's
ambitious soul, the evil nature of his soul is indicated by

his frequent invocations of the devil. (94).
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The world where he moves with complete ease, as in his
native element, is the conspiratorial, dark, rotting world of
the 'Prentice Knights. What Dickens is here demonstrating is
the beginnings of that estrangement between master and servants
(apprentices, working people, dependents) which came about when
the master became the capitalist factory owner 'remote from the
practice of the work which his capital set in motion, until the
old social relation of apprentice and master had died out..."
(95). Sim joins a subversive organisation pledged to over-
throw the ""masters', and the group has that common conscious-
ness of the entire manual working class in the face of their
employers discussed by social and economic historians (96)
which was to become such a source of social tensions in the

19th century. (97).

It is important closely to look at the various elements
which go to make up this picture of this secret society: they
meet at night, in the dark (darkness is an important symbolic
element of the novel) and the place where they meet is of
questionable character, off the main track, through a "low-
browed doorway...into a blind court, or yard, profoundly dark...
reeking of stagnant odours..." (98). Here we should notice
the novelist has selected items, or images, of decay, blindness,
the very gateway indicative of low intelligence. The atmos-
phere of the criminal fringe is further generated by the sign
over the door, of a bottle which swings to and fro "like some
gibbeted malefactor™ (99). Stagg, the proprietor of this
charming retreat, is - significantly =- blind, and pale of face

from his underground existence. (100), The chair of state is
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decorated with additional emblems of death and decay, human

bones. (101).

When we first accompany Mr. Tappertit to the meeting of
the 'Prentice Knights, we witness the initiation into that body
of a new member, one Mark Gilbert. The ceremony is of consi-

derable interest, and Dickens has taken great péins with it.

The initiate is led in, with an armed 'prentice on either side

of him. He is blindfolded and dressed as required of a new
candidate, in court clothes. He is then compelled to lay his
hand upon his breast and bow to Mr. Tappertit. He is then

subjected to a detailed harangue from Tappertit about the pur-
pose and merit of the society, with much reference to its
"Constitution" and anti-social aims - "he described their
general objects, which were briefly vengeance on their Tyrant
Masters...and the restoration...of their ancient rights and

holidays..."

The next part of the.ceremony is the taking of the oath
"which every member of that small remnant of a noble body took,
and which was of a dreadful and impressive kind..." (102) aimed
at the Lord Mayor, sword bearer and chaplain and the authority
of the Sheriffs and Aldermen. The oath, he is told, is abso-
lutely binding. When the oath is taken it is accompanied "with
many impressive circumstances, among which the lighting up of
the two skulls with a candle-end inside of each, and a great
many flourishes with the bone, were chiefly conspicuous" (103)
the waving about of a blunderbuss and sabre and groaning by

unseen 'prentices, off stage. The whole performance is
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described by Dickens as "dark and direful'. (104). The scene
is redolent of the early trade unions' initiation ceremonies,

which would have been high-lighted only a few years before the
conception of Barnaby Rudge by the trial and transportation of

the Tolpuddle Martyrs. (105).

Signifiéantly the taking of secret oaths was a central
issue in that melancholy trial. (106). The accounts in the
papers informed the public of the secretive, furtive nature of
‘these unions, emphasised the mumbo-jumbo, and carried reports
of the sensational evidence given by one of the labourers at
the Dorchester Spring Assizes. "We all went into Thomas

Stanfield's house into a room upstairs,! says John Lock in his

evidence, reported in The Times in April 1834, "...one of the
men asked if we were ready. We said, yes. One of them said,
'Then bind your eyes.' They then led us into another room...

Someone tﬁen read a paper, but I don't know what the meaning

of it was. After that we were asked to kneel down... Then
there was some more reading; I don't know what it was about.
It seemed to be some part of the Bible...and then we were told
to kiss the book, when our eyes were unblinded, and I saw the
book, which looked like a little Bible. I then saw all the
prisoners there... They told us the rules... They said we
were as brothers..." (107). The Dorset labourers were again
in the news in 1836 when their sentence was remitted from seven
years to two. (108). Once more combinations of working people
were featured in the press in 1837 during the trial of the

Glasgow Cotton Spinners. (109). Someone reading Barnaby Rudge

in the early 1840's would, I think, be bound to recall the Tol-

puddle cases and the public issue made of the harsh sentence as
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well as the sad Glasgow affair. The genteel and middle classes
feared and hated these early unions. "You have heard, I doubt
not, of the Trades' Unions,'" said Dr. Arnold of Rugby, "a fear-
ful engine of mischief, ready to riot or assassinate; and I
see no countervailing power." (110). A cartoon of the early
1830's, now owned by the Trades Union Congress, shows a meeting
of the trade unions. A stump orator harangues a crowd of
raggamuffins and lay-abouts, waving his fists and shouting,
"Yes gentlemen, these is my principles, no King, no Lords, no
Parsons, no Police, no Taxes, no Transportation -~ no Nothing!"
(111). Another point worth comment is the obvious association
a reader of Dickens' novel, as it came out, would make between
the petition to reduce the Tolpuddle labourers' sentence, the
petition of the Protestant Association (112) and the habit of
presenting monster petitions which became part of the tactics
of working-class movements during the twenty years following

the trial of the six men of Dorset. (113).

Dickens uses the figure of Sim Tappertit as a representa-
tive figure of the whole idea of malcontented working people,
those who may lie dormant, causing no trouble, for years, but
who glow in the breath of subversion and may become indeed
burning riot if subjected to the right influences. This
duality is in Simon all the time, it is simply waiting for an
outlet, the slightest thing will bring it out. The name "Joe",
first name of his hated rival Joe Willet, makes him walk up and
down with folded arms, with the longest strides he could take,
kick small articles out of his way, curl his lip, and eventually

"(with) a gloomy derision...upon his features'" he smiles and
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utters with supreme contempt the monosyllable "Joe!" (114).

He is quite unable to work that day, and can do nothing but
grind. "I'1ll grind up all the tools. Grinding will suit

my present humour well. Joel" Whirr-r-r-r. The grindstone
'~ was soon in motion; the sparks were flying off in showers.
This was the occupation for his heated spirit. "Something
will come of thisl!... I hope it mayn't be human gorel' (115).
Other important features of Sim's physical character are his

numble legs and the voice inside him which whispers "Greatness'".

Nor is Sim's political message to be confined to the
Varden menage. He advises Gabriel to provide himself with
another journeyman, "I'm my country's journeyman,'" he tells
him, "henceforth that's my line of business." (116). "This
night I have been in the country, planning an expedition which
shall fill your bell-hanging soul with wonder and dismay." (117).
At the height of the riots he tells Dolly Varden that he is
"not a 'prentice, not a workman, not a slave...but the leader
of a great people, the captain of a noble band..." (118),.

This language sounds like the language of O'Brien, O'Connor

and the other Physical Force Chartist demagogues. It is fur-
ther significant that in this scene he underlines the breach

with Gabriel Varden, He does not triumph, however, and it

may be felt that Dickens' treatment of him is rather harsh.

At the end of the turbulence we learn that the recreant 'prentice
has been burned and bruised and has had his legs shot up, "his
legs, his perfect legs, the pride and glory of his life, the
comfort of his whole existence, crushed into shapeless ugli-

ness.”" (119).
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With somewhat heavy poetic justice, Dickens shows us
Simon at last, set up in business as a shoe-black, with a
shop of his own "by the locksmith's advice and aid" (120) and
married to the widow of a rag and bone man, whom he beats with
the toolé of his trade when they disagree while she retaliates
by removing his artificial legs. In his case the price of

attempted parricide is humiliation indeed.

I think what emerges from the novelist's treatment of Sim
and Varden is Gabriel's steadfast goodness and patience, his
virtue and kindness - he helps Simon right to the end -~ and the
sorry inadequacy of Tappertit's failure to recognise his mas-
ter's goodness when he sees it. After all, he was apprenticed
to Varden for a long time before he turned against him. The
social attitudes implied in this part of the novel are conser-
vative, it is very much a question of "proper stations" and
Dickens shows the results of servant rising against master; we
are in the same world as Disraeli's Sybil and Kingsley's por-

trait of the desirable social hierarchy.

The question here is not whether Dickens is '"radical" or
not (he obviously isn't, anyway) but whether, within the terms
of reference he has elected to work, he is just? The punish=-
ment of Tappertit does seem a harsh one, but Dickens' concern
here, I think, is not simply to show Sim suffering for rebelling
égainst society (this, I think, is a secondary consideration
here) but as being punished for biting the hand that fed him:
he is unjust and treacherous to Varden, Varden who has loved

him like a father, brought him up, taught him his trade and who
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finally, when he is really on his beam ends, places him once
again within the economic system. I think that once we grasp
Dickens' main drift in this novel Sim's fate seems inevitable
if still a bit cruel. As L.W. Tantock said with reference to
another great spirit of the nineteenth century so often misun-
derstood, Emil Zola, it is "a pity that so many professional
critics devote their ingenuity to explaining how an artist could
have done somethiﬁg quite different, much better, how he could
have improved his work out of all recognition by doing what he
never intended to do...'" (121). It is essential to look at
what Dickens was trying\to do, as far as we can recognise it:
I think Sim is being caned here for his revolt against the

kindly paternalism of his employer.

The case is strangely a foreshadowing of the moral problems

posed in Hard Times. What Dickens wants is more Christian hu-

mility, not the abolition of capitalistic industry, nor the
total restraint of the working people: in the words of Profes=-
sor K.J. Fielding he was "attacking society, but not - as Shaw
would have it - in company with Karl Marx in order to arouse
revolution, but in the hope that all who were part of it would
act with greater Christian humility and charity." (122). The
workers are led astray by evil rabble-rousers such as Slack-
bridge, but the employers are portrayed as evil, bullying,
grasping materialists of the Bounderby mould - both are in the
wrong. Dickens' answer seems vague, after all '"charity",
"humility" are easy words to utter, but difficult to define and
even harder to act upon. Varden is cast by Dickens in the role

of an ideal employer - everything which Bounderby isn't - and
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Sim betrays him. Varden continues to be kind, but Dickens
punishes Tappertit. He has done wrong against a sacred code,
Professor Johnson grants Tappertit four lines in his discussion

of Barnaby Rudge (123) but he has an obviously important part

to play in demonstrating Dickens' politico-social philosophy.
Dickens was to return to the master-'prentice situation again

in Dombey and Son, where we have the other side of the coin,

the master lets the 'prentice down, but the boy makes good and
returns to marry the master's daughter: in the earlier treat-
ment of this relationship, it is the 'prentice who fails the

master. The situation was one which interested the novelist

greatly, especially in its wider familial application.

(iii)

The story of the relationship of old John Willett and his
son Joe also develops the themes of parental responsibility
and filial affection. In many respects the Maypole Inn seems
to stand as a symbol of warmth and goodness, a haven of comfort
in the troubled paths of life: '"Cheerily...shone the Maypole
1ight that evening. Blessings on the red - deep, ruby, glow-
ing-old curtain of the window; blending into one rich stream
of brightness, fire and candle, meat, drink, and company, and
gleaming 1ike a jovial eye upon the bleak waste out of doors!
Within, what carpet like its crunching sand, what music merry
as its crackling logs..." (124). The inn is a token of an
age that is past, a crazy, rambling gothic structure, of the

age of Henry VIII, Queen Bess, with diamond paned lattice win-

dows, sunken and uneven floors, blackened ceilings. (125).



- 322 =

01d John Willett, the landlord of this house, is not quite
so pleasant as his inn. He is slow-witted, stubborn, with a
very strong reliance upon his own merits. (126). He has a
charming son, Joe "A broad-shouldered strapping young fellow
of twenty," (127) whom he treats as a child; ol1d Willett is

also very mean to his son, a sure sign of an uncommendable

character in the Dickens world. He is also a terrible bully
to his son, and forbids him to speak: '"Silence sir!...When
your opinion's wanted, you give it. When you're spoke to, you

speak. When your opinion's not wanted and you're not spoke
to, don't give an opinion and don't you speak..." (128). 014
Willett believes that thére is no such thing as a boy, there
are only babies and men, he has no belief in the in-between
stage. We are left in no doubt in this opening conversation
in the bar parlour that John Willett is stupid. Just as the
novelist goes to a great deal of trouble to show us old Willett's
poor qualities, his sloth, his immodesty, his bullying nature;
so he presents to us Joe's good qualities, his patience, warmth
and kindness. We note, for example, care and concern he shows
for the stranger's horse in the opening scenes of the novel.
(129).  Although he treats him so roughly, Joe's father admits
even to strangers, that he relies on him. He asks Chester's
pardon for keeping him waiting in the porch "but my son has
gone to town on business, and the boy being,...of a kind of use

to me, I'm rather put out when he's away..." (130).

Though he publicly acknowledges his reliance on his son,

1

he always keeps him short of money: '« .why don't you let me

have some money of my own?...why don't you father? What do
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you send me in to London for, giving me only the right to call

for my dinner at the Black Lion...as if I was not to be trusted

with a few shillings?..." (131). To which lament his father
replies: 'Let him have money!... Hasn't he got money? Over
and above the tolls, hasn't he one and sixpencel" (132),. His

neglect of his son's needs is suggested by a little aside which
could easily be missed: o0l1ld John Willett watches his son ride
away: '"John stood staring after him, or rather after the grey

mare (for he had no eyes for the rider)..." (133).

He returns to the house and falls into a doze - invariably
a symptom of his indifference to the world. This image is
persistently used by Dickens to suggest his detachment from
life, his isolation from the life going on all round him: 'He
looked upon coaches as things that ought to be indicted...dis-
turbers of the peace of mankind" (134). He seems to have
deliberately opted out of the idea of time - his boy will never
grow up, he will always remain a boy, the times will never
change; he has mastered the art of sleeping with his eyes open,
and smoking in his sleep. He is king of the domain of the
past, ably supported in his domestic tyranny by the cronies in
the bar at the Maypole: "As great men are urged on to the abuse
of power...by their flatterers and dependents, so old John was
impelled to those exercises of authority by the applause...of
his Maypole cronies...who would shake their heads and say that
Mr. Willett was a father of the good old English sort..." (135).
They all support old Willett in his policy of keeping his son
down, in his place and without funds - all of them swearing

that they had been so treated when they were young and that this



- 324 -

was why they were all such fine fellows today. John had
reached such a pinnacle of domestic tyranny by stages, inch
by inch, as Jbe proportionately submitted, nor does he hesi-
tate to ridicule his son in public (136) and to accuse him of
trying to stir up differences between noble gentlemen and

their sons.

Not surprisingly, Joe early resolves to run away from
home. He is driven to leave home by the unbearable bullying
of his father. I think Dickens presents the unlettered
loquacity and stupid self-satisfaction masquerading as the
wisdom of experience, with unbearable accuracy. Against this
we must place the true, simple and honest nature of Joe, no

scholar but with "little ill=-will to give to anything on earth."

(137).

He leaves home to enlist in the army, and is too "honest
and perhaps too proud to score up to his father's charge" at
his meal at the Lion (138). We should note here the element
of Whittington contained in his story: he makes his fortune
abroad and returns to marry Dolly, the master craftsman's
daughter, Dickens stresses the similarity quite deliberately
in the scene where Joe sits on the stones in London, waiting
"but there were no voices in the bells" to bid him turn. (139).
He does not reappear until chapter sixty seven when he returns
from the colonial wars having lost an arm. He has returned in
time to play an important part in the rescue of Dolly and Emma
during the riot scenes. His father cannot comprehend what

has happened to his son, and has repeatedly to be told. (140),.
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It is as if he does not wish to know what his treatment of his
only son finally resulted in. Dickens shows that father and
son are happily reconciled, although with John Willett's change
of heart there goes no proportionate development of intelli-
gence. Obviously impressed by the exotic place-name where

the loss occurred, he is intoxicated by the name "Savannah"

(The Salwanners, he calls it).

When Joe and Dolly Varden marry and take over the re-built
Maypole, on his own volition old Willett retires and lives in a
cottage in Chigwell where in company with Solomon Daisy, Mr.
Cobb, Phil Parkes and his other o0ld cronies he continues to
play the role of landlord: "all four quaffed, and smoked, and
prosed, and dozed as they had done of old". (141). Here
Willett is even provided with a slate where he can score up
vast amounts of food and drink in the style of his former life.
He has, in fact, remained in the past, has disowned the present
and retreated into his own past, has finally opfed out of life.
His dying words are "I'm going, Joseph...to the Salwanners..."

(142).

Rudge's actions have destroyed the family unity in his
household, and it is Mrs. Rudge's sad task to see that father
and son never meet (143) and the cost on the family is the
sanity of poor Barnaby and the premature aging of his mother,
(144). Barnaby reacts as a loving son when the burderer and
his boy finally meet, he puts his arms round his neck, and
kisses him "(and Grip) hopped about them, round and round, as

if enclosing them in a magic circle..." (145).
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(iv)

The general impression of the resolution of these family
problems and estrangements is vaguely conservative. Uncon=
sciously attempting to make Dickens an honorary member of the
twentieth century (146) Professor Edgar Johnson claims that

"What Dickens did desire (in Barnaby Rudge) was that government

should represent the people and that its concern should be the
welfare of the people... He desired the laws of society to be
better, not worse, than the law of the jungle; to cease being
weighted against who had too little... And he made the very

central theme of Barnaby Rudge...(that) uprisings were not

always quelled. Unless their selfish indifference yielded to
a change of heart, gentlemen might someday rue thé hell-fury
they had blown to burning in poor men's hearts.'" (147). I
must confess to finding little justification for this view of
the novel. I can see that Dickens shows immense sympathy for
the poor people who suffer when a riot breaks out but he does
not say that it is the sufferings of the poor which cause the
riots. "In a word, those who suffered as rioters were for the
most part the weakest, meanest, and most miserable among them.
I+ was an exquisite satire upon the false religious cry which
had led to so much misery, that some of these people owned
themselves to be Catholics..." (148). Dickens says quite
clearly here (a) the poor andllowly‘suffer in riot, (b) the
cause of the riot was a false one, the riots were whipped up
by rabble-rousers. It is thus a dreadful cautionary tale
against riot, not a tract on the condition of the poor: the
whole bias of the novel is towards maintaining social equili-

brium, 'almost the status quo: the social hierarchies are
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carefully preserved - kind marries kind (Emma marries young
Chester, Joe marries Dolly, Sim is appropriately coupled and
punished for rising against his master) trade is respected
(Joe and Edward's partnership) the need for the maintenance of
the family unit is heavily stressed. It is a call towards
closing the ranks and upholding law and order. Dickens here

spoke for the silent majority of his day.

There are two qualities in Barnaby Rudge which place it

high among Dickens' early achievements, I believe: they are
his perception of the enduring qualities in the family unit
which he sensed -~ however misguided his real motives may have
been - was likely to decline into a level of impersonai, anony-
mous social living; and his vivid portrayal of mob leaders, as
valid a creation in the day of Feargus O'Connor as in the cen-
tury which has thrown up Governor Wallace, Toni Imperiale, the
Reverend Paisley, and Oswald Mosely. The book is often inco-~
herent, but on these two points the novelist's voice is clear.

These are the evils he sensed abroad.

The basis of Dickens' interest seems clear enough: the
danger to society of allowing people to remain uninformed,
this in many ways is a worse social danger than mere inequality:
ignorance is ultimately a kind of self-incendiarism. Despite
the claims everybody makes, Dickens was not writing about the
Chartists, or at least, not only about the Chartists. (149).
His concern, I think, is with the relationship between one
human being and another in the setting of the nuclear family,

and the larger reflection of that in society as a whole. (150).
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He saw the decay of the family unit, a symptom of the wider
moribundity which affected the whole of the modern Britain he
lived in. It is no accident that the sociologists of his

time were beginning to note the serious signs of decay and
loosening of bonds within the family as a direct result of
modern capitalised industrial living. (151). Some contemporary
commentators portray the effects of industrialism on family

life in extremely sordid colours, Gaskell writing in the mid-
1830's described households reduced to conditions '"little
elevated above that of the savage. Recklessness, improvidence,
and unnecessary poverty...parental cruelty and carelessness...
absence of maternal love, destruction of brotherly and sisterly
affection...ruin of domestic enjoyments, and social misery."
(152). The basis of all Dickens' masterworks is the idea of

the family, it may be in the simple melodrama of A Christmas

Carol, or in the subtle and terrible vision of Dombey's world,

but it is there, as one of Dickens' major messages.

Not only does Dickens point to the dangers in the indivi=-
dual family, he discusses the wider issues also. The idea of
common residence, economic co-operation and reproduction, the
unity of marriage, blood and culture - which are the basic ele-
ments in the accepted definition of_the family - these are the

things he wrote about, in Barnaby Rudge as much as in Great

Expectations. Lord Ashley believed that the effects of indus-

trialism would seriously erode family life, '"Domestic life and
domestic discipline,”" he said, "must soon be at an end; society
will consist of individuals no longer grouped into families..."

(153). I am sure this is one of the things which has given
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Dickens his universality ('"Nostro Carlo Dickens est mort'" ran
an Italian newspaper headline in June 1870) and has given him
a place among mythologists: he writes about archetypal human

needs and conditions.

Although varied in different cultures, the family is found
to be more ubiquitous than any other human institution. (154).
Observers have noted that the family began particularly to dis-
integrate after the First World War, and saw isolation, the
impersonality of modern life as a particularly ominous sign.
Some have accounted for the development of interest in Exist-
entialism as an expected corollary of the death of the family.
The situation has worsened since then, the Hippies, the drug-
scene with its emphasis of the need for love, the family -
however socially demented it all may seem - might be an almost
blind reaching out for that essential something we may have
lost as part of the cost of creating our modern, economy-dictated
society. We should, I think, note the way that the captains of
Japanese industry try to encourage their workers into the con-
soling belief that the vast business combines which own them
body and soul for the duration of their working lives are

really a kind of family, a family writ large. (155).

The traditional family was a stabiliser because it gave
to groups of people and societies, a sense of identity, the
feeling of belonging in a two way chain in inheritance and
generation. It gave the individual the identification with a
permanent home. (156). The Christian religion, with its

essential idealization of the family unit, the Holy Family, the
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great mother figure of the Madonna, the immortal - and striking =
image of the son, who is at the same time the Son of God, so
that there is a parallel with another, immortal and permanent
family. The earliest of surnames are invariably place-names,
the spirit of place, of belongingness is thus a human permanency.
(157). Contemporary with the creation of Dickens' greatest
novels was the work of the founder of modern sociological
investigation of the family, Pierre Guillaume Frederic le Play.
(158). I think Dickens grasps the same essential truth about
the family, and among the saddest sights in our modern world

are many of Dickens' perceptions and prophecies tragically
coming true. (159). Even the most well-ordered society may
become a mob. (160). The preservation of the family unit was
also of course a major concern of Karl Marx (161), although he
was not altogether gloomy about the ultimate effects of indus-

try on the survival of the family unit. (162).

Throughout his novels the disintegration of the family
unit, elaborately developed by Dickens, became one of the cen-
tral ideas investigated by 19th century sociologists. "The
family," said Hegel, '"is specifically characterized by love,
which is mind's feeling of its own unity. Hence, in a family,
one's frame of mind is to have self-consciousness of one's
individuality within this unity as the absolute essence of
oneself, with the result that one is in it not as an indepen-

dent person but a member." (163).

There are two main aspects of the family and the problems

facing the family dealt with in Barnaby Rudge. One is that
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the dissolution of the family distracts from the wholeness of

the family unit, which is such a strong feature of the old
patriarchal family system of the past, which the novelist pre-
sents particularly in the Varden family. (164). Varden suffers
from a feeling of division from his wife and Sim, and also John
Willett is another, if milder, treatment of the same theme.

In Dickens' mind seems to be the idea that there must be co-
operation not only within the family unit as an entity, but

also this co-operation must be wider reflected within the
framework of society, that the responsibility of human beings
lies also within the larger collectivity of kin, government,
religion, class and state. (165). It is no accident that makes
Aldous Huxley stress the disappearance of family connections in
his vision of the future: '"...Human beings used to be...well,
they used to be viviparous... Well, then they were parents...
In brief...the parents were the father and mother... These
are unpleasant facts; I know it,. But then most historical
facts gzg_unpleasant...in those days of gross viviparous repro-
duction, children were always brought up by their parents and
not in State Conditioning Centres..." (166). Another 20th cen=-
tury visionary, George Orwell (significantly, an admirer of
Dickens) also gives central place to the theme of the disap-

pearance of the family in modern times. (167).

It is this element in Dickens' work which makes him at
once a Victorian, and a modern. There is frequent talk of
"the world of Charles Dickens" or 'the Dickens world" as if
the novels form one single world: but the point really is, I

think, each novel creates a world of its own, each novel explores
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its own cosmos. Barnaby Rudge creates a particularly inter-

esting one, part progressive, part idyllic, part nostalgic.
Talking of the early novels Morton Dauwen Zabel has observed
that they have a persistent imbalance. "...A high strung
balance...a token, no doubt, of his own increasing ambiguity
of mind and feeling, the sentimentalist at grips with the radi-
cal in his nature, the conformist at odds with the critic and
social rebel..." (168). Varden, old Willett, the atmosphere
of the Maypole seem to me characteristic of Dickens' very
earliest work, but Sim, Hugh and the mob seem to introduce a

.

new tone of discord.

The discussion of the family relationships has a special
interest, and is indicative of Dickens' typically intuitive
perception. The novelist here senses the early tremors which
are to disturb a cosy society. Put bluntly, Dickens here pre-
dates Engels and Marx. I do not suggest he is a Marxist in
all but the name, but I do propose that like the professional
social analysts of the later nineteenth century, he responded
to those deep changes which disturbed age-old social assump-
tions and attitudes: it could be argued that his reaction to
what he sensed was '"conservative' rather than '"radical" as the
novel may be interpreted as a plea to close the ranks against
change, but it is enough, I think, to claim that Dickens felt
that great upheaval was to come and he descriﬁes the symptoms,
He tries to show the need for strong family unity in a disturbed
society, of which political disintegration (riot) is only one
part. The family is seen as a shelter and haven from the
social storm. This continues the investigation of the family

begun in Nicholas Nickleby (mixture of money and family tensions)
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and continued in Martin Chuzzlewit and Dombey and Son. The

family tree which opens Chuzzlewit and is usually dismissed as

an unnecessary piece of Dickensian fun, is thus vital to
Dickens' theme. We have Forster's evidence for the fact that
he was aiming, in subject and design, at something higher in

Martin Chuzzlewit: '"Broadly what he aimed at, he would have

expressed on the title-page if I had not dissuaded him, by
printing there as its motto...'Your homes the scene, yourselves
the actors here!'." (169). At a time when readers dearly
loved a family saga, which inevitably begins with a family
tree (170) Dickens seriously treats the theme of the family.
Money, families, social tensions and social responsibilities,
these are the themes, which the rest of his output are to pre=-

sent in terms of endless variations. (171).



CHAPTER ELEVEN

CHRISTMAS, NEW YEAR AND '"DOMBEY"

",..my point is that bad and good are inextricably linked in
remembrance, and that you could not choose the enjoyment of
recollecting only the good. To have all the best of it you
must remember the worst also..."

Dickens in a letter to Forster, 21st November 1848,
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The period of the early Christmas books is a key to our

understanding the miracle of Dombey and Son; it is important

to approach Dombey through these stories because Dickens was
here experimenting with style and form which was to lead him

to that mastery of fable and symbol in the later novel, and
this period of his life was one in which he returned deeply to
the early years of his life and mulled over in memory and
imagination those jarring experiences of his childhood. (1).

The theme of membry, time past and time yet to come, was present
in Dickens' imagination from the beginning of the decade. (2).

In The Old Curiosity Shop (1840-1841) Nell and grandfather

Trent pause to rest during their flight. It is evening.

"The child sat silently beneath a tree, hushed in her very
breath by the stillness of the night...the time and place awoke
reflection, and she thought with a quiet hope ~ less hope, per-
haps, than resignation - on the past, and present, and what was
yet before her..." (3). The same theme is later discussed by
Nell and the schoolmaster. Nell had lamented that those 'who
die about us, are so soon forgotten...'" She is answered by
the good man "There is nothing...no, nothing innocent or good,

that dies, and is forgotten...'" (4).

In the mid-forties Dickens was experiencing what Professor
Steven Marcus has called a '"massive return to the past". (5).
He almost always dreamed of his past: 'My own dreams are
usually of twenty years ago," he wrote to Dr. Stone in 1851. (6).
"] often blend my present position with them, but very confused-
ly, whereas my life of twenty years ago is very distinctly rep-

resented..." (7). His memory of his past was always extremely
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strong. In the summer of 1838 a Dr. Kuenze had written to
ask him for some details of his life story. Dickens' reply,
dated July 1838, is a rather cocky and sprightly resume’ of his
life and works, but it is extremely vivid on his childhood and
days in journalism. (é). When he came to write the account

of Mrs. Pipchin's establishment in Dombey he wrote to Forster

"I was there...I remember it well, and certainly understood it
as well, as I do now..." (9). The episodes Dickens referred
to happened to him when he was eight years old. In 1844 he

wrote to his former schoolteacher, the Revd. William Giles,
"When I read your handwriting, I half believe I am a small boy
again..." and in closing the letter he said "I am half inclined
to say now, 'If you please Sir, may I leave off' - and if I
could make a bow in writing, I certainly should do it..." (10).
His schooldays were ever fresh in his mind. (11). I am remin=-
ded of that beautiful passage of Jung's about the inter-
relationship of past and present: "It is of course impossible
to free oneself from one's childhood... Nor can it be achieved
through intellectual knowledge only; what is alone effective is
a remembering that is also a re-experiencing. The swift

' passage of the years and the overwhelming inrush of the newly
discovered world I leave a mass of material behind that has
never been dealt with. We do not shake this off; we merely
detach ourselves from it. So that when, in later years, we
return to the memories of childhood we find bits of our person=
ality still alive, which cling round us and suffuse us with the
feeling of earlier times. Being still in their childhood
state, these fragments are very powerful in their effect.

They can only lose their infantile aspect or be corrected when



- 337 -

they are reunited with adult consciousness. This 'personal
unconscious' must always be dealt with first, that is, made
conscious, otherwise the gateway to the collective unconscious

cannot be opened..." (12).

This would give considerable point to A Christmas Carol,

a story in which the protagonist vowed to live in the past, the
present and the future. Indeed the theme of the past, the
obsession with time is found in all the Christmas stories

written at this period, as well as continued in Dombey and Son

(the ticking watches in the scene of the birth of Paul, the
clock at Dr. Blimber's and the constant re-iteration of the .
idea of time and mortality in the emblem of the sea which
colours this whole novel), We also know that Dickens lived
and experienced the story of Scrooge with great intensity, pro-
bably more so than any other of his stories as it poured out of
him (13); he said he 'wept and laughed, and wept again, and
excited himself in a most extra-ordinary manner in the composi-
tion; and thinking whereof he walked about the black streets
of London fifteen and twenty miles many a night when all sober

folks had gone to bed." (14).

He was fully confident in his own powers at this time.
"] feel my power noﬁ, more than ever I did," he wrote to For-
ster, '"That I have a greater confidence in myself than I ever
had. That I know, if I have health, I could sustain my place
in the minds of thinking men, though fifty writers started up

tomorrow..." (15).
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The Christmas season seemed to give him the release he

needed after his deep involvement in Carol: "Such dinings,

such dancings, such conjuring, such blind-man's-buffings, such
theatre-goings, such kissings-out of old years and kissings=-in
of new ones never took place in these parts before... And if
you could have seen me at a children's party at Macready's the
other night, going down a country dance with Mrs. M,, you would
have thought I was a country gentleman of independent property,
residing on a tiptop farm, with the wind blowing straight in my
face every day'" he wrote to Cornelius Felton. (16). The sea-
son of Christmas, with its idea of looking back into the past
year, enjoying the present in feasting and drinking, and peering
into what the future may hold in the coming year, particularly
appealed to Dickens' imagination. A whole section of the Cen-
tenary Exhibition at the Victoria and Albert Museum in 1970

quite rightly was devoted to Dickens and Christmas. (17).

Also, of course, children are particularly associated with
Christmas, and children as symbols of the divine Christ child
are present in much of Dickens' feelings about the season.

Children feature prominently in the Christmas Books and some

of them, particularly in A Christmas Carol, The Chimes and The

Haunted Man, seem to have a divine, "other worldly" quality.

He was very conscious of his own past.

He was made '"dark and cold" by the death of John Forster's
brother (18) and was reminded of the death of poor Mary Hogarth.
(19). An awareness of mortality was driven into him by the

severe illness of Hood (20), the death of Sydney Smith's brother
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(21) and the suicide of Laman Blanchard. (22). Dickens' own
past was burned into his memory, it was in the 1840's that he
told Forster some of the darker episodes from his past, as well
as some of those which for happier reasons, he would never for-

get. (23).

Despite Forster's painfully formal style, something of
Dickens' real anguish comes through in his account of his
reminding the author - now wealthy and well established =~ of
his juvenile employment in a factory off the Strand. Forster
describes what must have been a piece of lumbering tactless-
ness in his best Podsnappian manner as an "accident". (24).
Dickens was silent for several minutes. Some weeks later
Dickens '"made fufther allusion to my thus having struck uncon-
sciously upon a time of which he never could lose the remembrance
while he remembered anything, and the recollection of which, at

intervals, haunted him and made him miserable, even to that

hour.”" (25). "Shall I leave you my life in MS, when I die?"
Dickens wrote and asked Forster. (26). "There are some things
in that would touch you very much." He did write out a narra-

tive of this period of his life and gave it to his friend For-
ster, it is the basis of the second chapter of the first book

of Forster's Life of Charles Dickens,

Making due allowances for the tone of self pity noticed by
C.E.B. Roberts and Hugh Kingsmill (27) these passages are
immensely poignant: 'No words can express the secret agony of
my soul as I sunk into this companionship... The deep remem-

brance of the sense I had of being utterly neglected and
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hopeless... My whole nature was so penetrated with the grief
and humiliation of such.considerations, that, even now, famous
and caressed and happy, I often forget in my dreams that I have
a dear wife and children; even that I am a man; and wander
desolately back to that time of my life...'" (28). As Professor
J. Hillis Miller points out, the mode of memory was not difficult
for Dickens (29) and this continued throughout the novelist's
life. Only months before his death he was playing a silly
memory game with his family at Christmas time. At the end of

a whole string of nonsense to be memorized Dickens adds - what
to his family must have seemed meaningless jibberish - "Warren's
Blaéking, 30, Strand..." (30). As Forster reminds us, his

past was literally '"never-to-be-forgotten" (31).

He dreamed of the past (32) and closely related to this
sense of the past is the powerful family feeling which is so
marked a characteristic of these Christmas stories. His
letters from America contain constant references to his family:
" _.You are a part, and an essential part, of our home, dear
friend," he writes to Forster, "and I exhaust my imagination in
picturing the circumstances under which I shall surprise you by
walking into 58 Lincoln's Inn Fields. We are truly grateful
to God for the health and happiness of our inexpressively dear
children...I don't seem to have been half affectionate enough,
but there are thoughts, you know, that lie too deep for words..."
(33). And later, as he anticipates the return home:  "...God
bless you, my dear friend, As the time draws nearer, we get
FEVERED with anxiety for home... Kiss our darlings for us.

We shall soon meet, please God, and be happier and merrier than



- 341 -~

ever we were, in all our lives... Oh home = home - home =

home - home - home - HOME!!!111111111"(34),

He wrote to tell Forster in August 1842 that he had been

very impressed in reading Tennyson, especially The Dream of

Fair Women, which contains these lines:

The smell of violets, hidden in the green,
Pour'd back into my empty soul and frame

The times when 1 remember to have been

Joyful and free from blame...' (35)

The poet wakes from his dream:

No memory lingers longer from the deep

Gold mines of thought to lift the hidden ore
That glimpses, moving up, than I from sleep
To gather and tell o'er

Each little sound and sight. With what dull pain
Compass'd, how eagerly I sought to strike

Into that wondrous track of dreams again!

But no two dreams are like.

As when a soul laments, which hath been blest,
Desiring what is mingled with past years,

In yearnings that can never be exprest

By signs or groans or tears..." (36)

In November 1843 he wrote to tell Forster how moved he had

been by reading Browning's A Blot on the 'Schutcheon: "Brown-

ing's play has thrown me into a perfect passion of sorrow...
It is full of genius, natural and great thoughts...I know

nothing that is so affecting...as Mildred's recurrance to that
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'I was so young - I had no mother! '..." (37). The idea which
impresses him is the backward glance to youth. Mildred
exclaims "I was so youngl |
Beside I loved him...and had
No mother =- God forgot me -'" (38)
And there is Mertoun's backward glance:
I was scarce a boy...
...And you were infantine
When first I met you - why, your hair fell loose
On either side! (39)
Mertoun has a short speech at the opening of the third act on
the idea of the past (40) and later in the same act Tresham
reminds his sister:
"How we waded - years ago =
After those water lilies in the plash
e And you dared
Neither advance nor turn back: so we stood
Laughing and crying..." (41)
These thoughts are strikingly similar to Dickens' fond recal-
1ing of the past; as Edgar Johnson observes "no emphasis can
overstate the depth and intensity" of his youthful experiences.

(42).

His journalism is steeped in recollections of his past
and in reading these pieces, whatever our opinion as to their
literary merit, we cannot but be struck by the clarity and

immediacy of Dickens' experience of his past. (43).

A Christmas Carol would seem then, in its concern for the
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Dickens began work on A Christmas Carol in October 1843,

and the main ideas of the story seem to have been present in
his mind from the Autumn of that year. He spoke in Manchester
on October 5th 1843 at the first annual soiree of the Athanaeum
(47) and we can see in the speech he made some of those ideas

which inform the Christmas stories and Dombey and Son. In the

midst of the capital of the Industrial Revolution it was befit-
ting, Dickens believed, that there should be "a splendid temple
sacred to the education and improvement of a large class of
those, who, in their various and useful stations, assist in the
production of our wealth... I think it is grand to know that
while her factories re-echo with the clanking of stupendous
engines...the immortal mechanism of God's own hand, the mind,
is not forgotten..." (48). The emphasis is on the need for
that sense of wonder at the world and its marvels, which is to
be so beautifully developed in the education of Paul Dombey in

the cause celebre, Blimber v. Glubb (1846): '"The more a man

who improves his leisure in such a place learns, the better,
gentler, kinder man he must become... Something of what he
hears or reads within'such walls can scarcely fail to become at
times a topic of discourse by his own fireside, nor can it ever
fail to lead to larger sympathies with men, and to a higher
veneration for the great Creator of all the wonders of this

universe." (49).

Although the well documented association between the nove-
1ist and Miss Burdett-Coutts has been questioned as an influence

on Dickens' work (50) there are present in A Christmas Carol as

well as in Dombey those concerns for the education of children
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child, an appropriate work for Dickens to have created during
this period in his life when he was so concerned with his past.
Scrooge is made to return to his own past, and to experience
the sufferings of the present, and to see what the future may
hold. The themes Dickens handles here are fully dealt with
again in Dombey, the reduction of all human intercourse to the

level of the cash nexus, the great need properly to educate the

young of the nation, and the dangers of hiding oneself from the
realities of what rapid social change was actually doing to
human beings: Marley laments to Scrooge, ''Business!...Mankind
was my business} charity, mercy, forbearance, and benevolence,
were, all my business. The dealings of my trade were but a
drop of water in the comprehensive ocean of my business." (44).
The chain which Marley drags with him is a chain of his memories,
forged by him link by link throughout his business life.

Scrooge notices that the other phantoms hovering in the air each
"wore chains like Marley's Ghost: some few (they might be guil-
ty governments) were linked together; none were free..." (45).
Scrooge notices one ghost in particular, with "a monstrous iron
safe attached to its ankle, who cried piteously at being unable
to assist a wretched woman with an infant, whom it saw below,
upon a door step. The misery with them all was, clearly, that
they sought to interfere, for good, in human matters, and had
lost the power for ever.,' (46). The moral is clear, we must
learn to become our brother's keeper, to be responsible for one
another here and now, and that it is worship of money and busi-
ness to the exclusion of all else which divides us from our

fellows. These themes are to be developed in Dombey and Son.
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and the need for well directed benevolence which we can see in
his direct involvement in social and educational schemes during

the eighteen forties. (51).

Another very strong link with the Christmas Books and

Dombey and Son is Dickens' formulation of the belief in the

change of heart: it was not from "isms" - from Political Econ-
omy, government action etc., etc., that we should hope for
social reform, but from within ourselves. Maybe he was uncon-
sciously echoing Carlyle: "To reform a world, to reform a
nation, no wise man will undertake; but all but foolish men
_know, that the only solid, though a far slower reformation, is
what each begins and perfects on himself" the sage had written

as early as 1829, (52). The key is misfortune, if a man is

brought to a catastrophe, or to a great emotional crisis, he
will be made to see people and things as he had not seen them
before; thus Scrooge cries to his last visitor: 'Men's courses
will foreshadow certain.ends, to which, if persevered in they
must lead... But if the courses be departed from the ends
will change. Say it is thus with what you show mel...Spirit!
...hear mel I am not the man I was... Assure me that I yet
may change these shadows you have shown me, by an altered life!
...I will 1live in the Past, the Present, and the Future..." (53).
Thus with Mr. Dombey, we.note the choric "Let Him Remember it in
That Room Years to Come' and the terrible complex of crises which
bring about his change of heart, in that phrase of Professor
Barbara Hardy's, his "heart is takén by storm.'" (54). The past

and the present and the future must be harmoniously balanced in

our outlook, Dickens seems to be saying, in order to make us
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fully human.

It was just as evil to live entirely in the past as it
was to neglect the past and ignore the future. We have two
treatments of this theme in the later novels - Miss Havisham
and Mrs. Clennam. Mrs. Clennam seems to be frozen in inanimate
time: '"The wheeled chair had its associated remembrances and
reveries... Pictures of demolished streets and altered houses,
as they formerly were when the occupant of the chair was fami-
liar with them, images of people as they uéed to be... To
stop the clock of busy existence...to suppose mankind stricken
motionless...to be unable to measure the changes beyond our
view, by any larger standard than the shrunken one of our own
uniform and contracted existence...(is) the mental unhealthi-
ness of almost all recluses." (55). Significantly, in the
same novel; Dickens uses the river/sea image as an emblem of
1ife and death and time: '"Between the real landscape and its
shadow in the water, there was no divison; both were untroubled
and clear, and, while so fraught with solemn mystery of life and
death, so hopéfully reassuring...because so tenderly and merci-
fully beautiful." (56), and again, in the same novel: "They
talked of many subjects...and so to bed and so to sleep.
While the flowers, pale and unreal in the moonlight, floated
away upon the river; and thus do greater things that once were
in our breasts, and near our hearts, flow from us to the eter-

nal seas." (57). At the end of Dombey and Son Mr. Dombey has

experienced the climax and catastrophe of his affairs, has
become reconciled to his past, is involved with his present and
accepts the future in the continuance of the business in the

hands of his daughter and son-in-law. (58).
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The Chimes, which Dickens wrote in 1844 (59) continues

the theme of time and memory: the bells of the church where
this strange story opens had been consecrated by bishops '"so
many centuries ago, that the register of their baptism was

lost long, long before the memory of man... Time had mown
down their sponsors...'" (60). The very title of the story is
suggestive of the idea of a man looking back to his past. The
title may have been suggested by Dickens' listening to the
clashing of the bells at Genoa in October 1844. A few days
after these discordant sounds had drifted to him on the wind,
“he wrote to John Forster a letter on which not a syllable was
written but "We have heard THE CHIMES at midnight, Master
Shallow." (61). This is quoted from the Second Part of Henry
IV, and the scene between Falstéff, Silence and Shallow is a
poignant mixture of comedy and pathos as these would-be men of
the world, well past any "prime" they might have had, look back
over their careers: 'We have heard the chimes at midnight,
Master Shallow,'" says Falstaff and is answered by Shallow "That
we have...O the days that we have seen!™ (62). Earlier in the
scene Shallow muses on mortality: O the mad days that I have

spent: and see how many of mine old acquaintances are dead!l..."

(63).

Some of the atmospheric effects in The Chimes are strongly

reminiscent of Charles Lamb, especially New Year's Eve,. which

was a particularly-favourite essay of Dickens' (64) "...Of all
sounds of all bells...most solemn and touching is the peal
which rings out the Old Year..." (65). In the essay Lamb

looks back and meets himself as a child at Christ's Hospital (66)
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and laments the mortality of life: "I care not to be carried
with the tide, that smoothly bears human life to eternity...I
am in love with this green earth..." (67). "Do I advance a
paradox, when I say, that, skipping over the intervention of
forty years, a man may have leave to love himself, without the

imputation of self-love?"

The pathetic leading figure of the story of The Chimes,

the porter: Trotty Veck, looks back to his childhood and school-
days (68) and wﬁen he fails immediately to recognise what his
daughter has brought him for his dinner exclaims that he would
forget '"his own name next! It's tripe!" (69). Meg has a
kind of soliloquoy on the need for recollection, memory and
communication in order to live properly and fully which is
really a crystallisation of the leading motives of these
Christmas stories. "How hard, father, to grow old, and die,
and think we might have cheered and helped each other! How
hard in all our lives tb love each otherj; and to grieve,
apart, to see each other working, changing, growing old and
grey...how hard to have a heart so full as mine is now, and
1ive to have it slowly drained out every drop, without the
recollection of one happy moment...to stay behind and comfort
me, and make me better!" (70). As the 0Old Year dies "it made
appeal in its decline to have its toiling days...remembered,
and to die in peace." (71). The Third Quarter opens with a

1

vivid description of the memory: "...the sea of thought...

gives up its Dead..." (72).

The Goblin of the Bell warns Trotty that those who lament
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for the past do Time a wrong: those who put into the mouth of
Time "a cry of lamentation for days which have had their trial
and their failure, and have left deep traces of it which the
blind may see - a cry that only serves the Present Time, by
showing men how much it needs their help when any ears can
listen to regrets for such a Past - who does this, does a
wrong..." (73). He is made to see his beloved Meg as a for-
lorn old woman, '"Changed, the light of the clear eye, how
dimmed. The bloom, how faded from the cheek..." (74) and
thus the theme of the past, the present and the future as all
existing somehow in a world of the mind where time has no mea-

ning - the central idea of A Christmas Carol - is presented to

us again. Richard and Meg, living in terribly reduced circum-

stances, plough over the ancient fields of memory. (75).

Trotty is given the gift of moving in a world where past
present and future exist concurrently, and sees his beloved
Meg as an old woman:? "He hovered round her; sat down at her
feet; looked up into her face for one trace of her old self;
1istened for one note of her old pleasant voicé..."(?é). The
story ends as the New Year breaks, Meg is to marry her beloved
Richard and the glimpses of the terrible future held in store
for Trotty by Time are seen to be bad dreams which do not vera-
ciously foretell the future. Meg looks back "to all the years

we've passed together, father..."

and thinks the old man may be
lonely. The whole story is given a plausible texture by the
world of the dream, where time and place are subject to their

own laws: !'Had Trotty dreamed? Or are his joys and sorrows,

and the actors in them, but a dream; himself a dream; the teller
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of this tale a dreamer, waking but now?..." (77). As Taylor
Stoehr suggests, the world of the dream is one in which Dickens
was able to move in and explore with a strange and compelling
appropriateness, the incidents in his fiction having their own
special kind of language, "with its own lexicon and grammar..."

(78).

As the main emblem of Time and Memory Dickens uses the
death of the o0ld year and the birth of the new, redolent with
suggestions of death and re-birth, life and death, all the

associations of Auld Lang Syne. It is the Spirit of the

Chimes who reveals to Trotty his past, present and future,

"I know that our inheritance is held in store for us by Time,"
the.old man exclaims, "I know there is 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 flow!..." (79). As

in A Christmas Carol, here in The Chimes, Dickens weaves a

story in the pattern of a dream, using the threads of his own
return to the past, his own fears, dreams and hopes. The
result is at once both intensely personal and strangely univer-
sal. The frequent attempts by superior literary persons to
sweep these tales under the carpet as not worth the attention
of serious examination is really a fear of their simple yet

immense potency.

The Haunted Man _and the Ghost's Bargain, which originated

as early as 1846 (80) is of the same period as Dombey and shares
with that remarkable book a certain gloominess and tenebrous

tone. He wrote to Forster in the summer of 1846 to say that
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he had been dimly '"conceiving a very ghostly and wild idea...
It will mature in the streets of Paris by night..." (81). He
showed Forster the opening sections in September 1847, (82);

It was a story in which the novelist felt himself deeply invol-
ved, and one which lived particularly for him; behind the

facetiousness of the tone, a letter to Miss Burdett-Coutts is

quite revealing: '"...The Haunted Man says he thinks he will
want a l1ittle fresh air shortly. I think of taking him down
to Brighton next week..." (83).

There are several direct references in the story to the
main features of the novelist's state of mind during the actual
period of the story's composition. Like his protagonist Redlaw,
Dickens was suffering from a sense of strain in his work. (84).
Dickens was burdened with memories from his past, and was over-
whelmed by the recent illness and death of his sister Fanny,
whom he dearly loved. Significantly Professor Edgar Johnson

names a chapter in his Charles Dickens, His Tragedy and Triumph

which deals with this moment in his life, The Haunted Man. (85).

In part he seems to resolve some of these pre-occupations in the
story; he wrote to Forster that 'the point is that good and
bad are inextricably linked in remembrance, and that you could
not choose the enjoyment of recollecting only the good. To
have all the best of it you must remember the worst also..."
(86) and the experience of his sense of companionship with her

is obviously behind the essay he published in Household Words

in 1850 only two years after her death, A Child's Dream of a

Star: "There was once a child... He had a sister, who was a

child too, and his constant companion. These two used to

wonder all day long. They wondered at the beauty of the
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flowers..." (87). She had been in delicate health for some

time, and in November 1846 she broke down while singing at

Manchester at a party. (88). It was found that she had tuber-
culosis. Dickens had her examined by his friend Dr. Elliotson
and for a time there was some hope of her recovery. Elliotson

believed that her lungs were not affected af this stage (89)
but she gradually became worse and coughed all the time, she
could sleep only when drugged. (90). In July 1848 she became
much worse. "A change took place in poor Fanny about the
middle of the day yesterday,'" he wrote to Forster on July 5th.
(91). ", ..Her cough suddenly ceased almost, and, strange to |
say, she immediately became aware of her hopeless state; to
which she resigned herself...with extraordinary sweetness and
constancy. The irritability passed, and all hope faded away
LM (92). Dickens was with her to the end. Coming out of
her sickroom into the warmth and brightness of a summer's day

he was quite overcome with grief. (93).

Dickens very poignantly transposes his emotions on his

loss to the character of Redlaw, who has made a pact with his
evil spirit to have his memory taken away = believing he will

be happier in its loss. Old William Swidger is talking of his
departed wife: '"You remember my poor wife, Mr. Redlaw?" The
Chemist answered yes. "Yes?!" said the old man. " - She was

a dear creetur. - I recollect you come her one Christmas morning
with a young lady - I ask pardon, Mr. Redlaw, but I think it was
a sister you was very much attached to?"  The Chemist looked

at him, and shook his head. "I had a sister," he said vacantly.

He knew no more. "One Christmas morning," pursued the old man,
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"that you come here with her - and it began to snow, and my
wife invited the young lady to walk in, and sit by the fire

that is always a burning on Christmas day... I was there;

and I recollect...she read the scroll out, that is underneath
that picter. 'Lord, keep my memory green'. She and my poor
wife fell a talking about it; and it's a strange thing to
think of, now, that they both said (both being so unlike to
die) that it was a good prayer, and that it was one they would
put up very earnestly, if they were called away young... "My
brother, ' says the young lady - 'My husband,' says my poor wife.
- 'Lord, keep his memory of me, green, and do not let me be for-

gotten!' " (94).

Dickens is here showing that it is no good hoping that

memory will brush all unhappy recollections under the carpet:

we must come to terms with life; memory - like life itself -

is happy and unhappy things, gay and sad, hope and disillusion,
fondness and indifference, warm and inclement - this is the very
fabric of life: to put a caveat in the mind will seriously dull
one's apprehension of life (the wretched child Redlaw finds is
the emblem of a soul without a mind and feelings. He knows

neither love nor hate, consequently is only "alive'" in the

physical sense;).

Redlaw, like Dickens himself, desperately needs to come
to terms with his past, his present and his future. We see
him in this scene with his memory impaired: he cannot feel
sorrow at this recollection of his sister, for he cannot feel

anything: ''"Tears more painful, and more bitter than he had
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ever shed in all his life, coursed down Redlaw's face...
'Philip!...I am a stricken man... You speak to me, my friend,
of what I cannot follow; my memory is gone'." (95). It is
not fanciful to see in this story the novelist's gradually
adjusting himself to his past; as Forster has recorded (if we
needed othef evidence) the memory of his sister and their
childhood together, was sharply vivid to him and made - in a
wéy - more painful'by the'sad circumstance of her early death.
(96). As Forstér shows, this experience was also used by

Dickens in the essay The Child's Dream of a Star, and here

Dickens projects himself, like Scrooge - into his future; he
foresees his old age '"consoled still under the successive domes-
tic bereavements...by renewal of that vision of his childhood"
(97) and he sees himself 1lying on his death-bed he says 'My age
is falling from me like a garment, and I move towards the star
as a child. And O my Father, now I thank thee that it has so

often opened to receive those dear ones who await me..." (98).

Another very strong feature of The Haunted Man is the use

Dickens makes of it as a vehicle of the bitterness he felt about
his childhood, this has been commented on by Angus Wilson. (99).
Everyone seems to be aware of the fact that the Chemist seems
to be a haunted man.(100) "listening to some 0ld echoes in his
mind." (101). The Spectre which visits him is really the evil
spirit of his own nature, externalised as an apparition; it

reminds him of his own past:

'...neglected in my. youth, and
miserably poor, who strove and suffered... No mother's self-
denying love...no father's counsel, aided me,.. My parents,

at the best, were of that sort whose care soon ends..." (102),
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He has a close friend to whom he gave all his love: not all,
Redlaw reminds him, "I had a sister'" (103). "Such glimpses

of the light of home as I had ever known had streamed from her.
How young she was, how fair, how lovingl... She came into the
darkness of my life, and made it bright...I hear her in music,
in the wind, in the stillness of the night..." (104). The
unashamed subjectivism of these lines must strike us forcibly:
the self-centred pity at his early hardships which we'know,
marked him for life. (105). There is also his overwhelming
love for his sister and his sense of personal achievement
against great odds. His sister lives to see him become

famous (106) and then dies. (107). It is these sad reflections
which make the wretched man wish that he could lose his memory.
The theme of memory and old age has already been presented to

us by the person of old Swidger, who has the best memory in the
world although he is eighty-seven: '"There never was such a
memory as my father's... He don't know what forgetting means,"
his son says of him. (108). Significantly, father and son and
daughter are decorating the house with holly, whose evergreen

associations had a special meaning for Dickens.

These then, were the main considerations in the novelist's
mind as he approached the moment of Dombey; he returned to his
own childhood, recalling the suffering and humiliations he
never really outlived. He sensed the passing of time, ideas
of mortality invaded his consciousness. He sought to come to
terms with his own past, present and future. He experienced
the loss of beloved members of his family and circle: these

themes are at the basis of Dombey and Son, for I believe that
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in the character of Florence he portrays himself, neglected and
disowned; the inhumanity of Dombey himself stands for the
indifference Dickens felt his parents showed him, and in the
death of Paul he‘attempts to portray his own anguish at the
sufferings of his sister Fanny. These are the personal themes

which work their way into the matter of Dombey, the public, the

;ocial themes of Dombey he had explored in the Christmas Books
too, the need to give children their place in the world, the
failure of money as a basis for life, the need for individual
reform (social reform from within, self-generated, not grafted
on by legislation or dogma from outside) and the manner of pre-
senting these themes in the form of his own unique mixture of
fairy-tale, allegory and myth he evolved in the period of The

Christmas Books. Dombey then, was a return to the past, and

a venture into the new and the unexplored.



CHAPTER TWELVE

THE ANATOMY OF "DOMBEY AND SON"

", ..may I not be forgiven for thinking it a wonderful testimony
to my being made for my art, that when...Il sit down to my book,
some beneficent power shows it all to me, and tempts me to be
interested, and I don't invent it -~ really do not - but see it,
and write it down... It is only when it all fades away and is
gone, that 1 begin to suspect that its momentary relief has

cost me something..."

Dickens in a letter to Forster: undated, quoted in Forster's
Life of Charles Dickens Book IXChapter i.

1" . .the cutting open of the wolf by the Hunter and the restora-
tion of Little Red Cap to life, which is no part of the English
story, seemed familiar to me, as if I had read it before..."

Dickens in a letter to a German lady, dated 3rd April 1847.
Letters edited by Dexter Volume II page 21.
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Dickens was proud of Dombey and Son. "I have a strong

belief, that if any of my books are read years hence, Dombey
will be remembéred as among the best of them..." he wrote to
Forster in September 1849. (1). I think his pride well justi-
fied. We are fortunate in that we know a great deal about

Dombey's conception, development and creation. (2). The two

most revealing pieces of evidence we have, I think, are a
letter to Forster which the novelist wrote in July 1846 and

the design for the cover of the serial parts. Dickens' let-
ters to Hablot Browne about the Dombey illustrations are very
specific, he was anxious about the designs, and was always
giving a hint here and a suggestion there. (3). What we have
here laid bare are the very bones, the very marrow of the basic
structure of Dickens' imagining of this novel. "I design to
show Mr. Dombey with that one idea of the Son taking firmer and
firmer possession of him, and swelling and bloating his pride
to a prodigious extent. As the boy begins to grow up, I shall
show him quite impatient for his getting on, and urging his
masters to set him great tasks, and the like. But the natural
affection of the boy will turn towards the despised sister;

and I propose showing her learning all sorts of things, on her
own application, and determination, to assist him in his les-
sons: and helping him always. When the boy is about ten
years old (in the fourth number)-he will be taken ill, and will
die; and when he is i11, and when he is dying, I mean to make
him turn always for refuge to the sister still, and keep the
stern affection of the father at a distance. So Mr. Dombey -
for all his greatness, and for all his devotion to the child -

will find himself at arm's length from him even thenj; and will
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see that his love and confidence are all bestowed upon his sis-
ter, whom Mr. Dombey has used - and so has the boy himself for
that matter - as a mere convenience and handle to him. = The
death of the boy is a death blow, of course, to all the father's
schemes and cherished hopes... From that time I purpose,
changing his feeling of indifference and uneasiness towards

his daughter into a positive hatred. For he will always re-
member how the boy had his arm round her neck when he was

dying and whispered to her and would take things only from hér
hand, and never thought of him... At the same time I shall
change Egz.feelings towards him for one of a greater desire to
love him, and to be loved by him; engendered in her compassion
for his loss, and her love for the dead boy whom, in his way,

he loved so well too. So I mean to carry the story on, through
all the branches and off-shoots and meanderings that come up;
and through the decay and downfall of the house, and the bank-
ruptC& of Dombey, and all the rest of it; when his only staff
and treasure, and his unknown Good Genius always, will be his
rejected daughter, who will come out better than any son at
last, and whose love for him, when discovered and understood,

will be his bitterest reproach...™” (4).

Thus the major elements in the structure of the narrative
were clearvto him at an early stage, as this was the covering
letter sent with the first four chapters. (5). Some authori-
ties consider that he had the subject well in mind as much as
six months before this time. (6). At this stage Dickens was
sure of the place which Susan Nipper and Polly Toodle were to

play in the novel, as a link which holds the parts of the novel
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together. (7). His conception of the character and function
of Walter Gay was to chanée a great deal: "About the boy...I
think it would be a good thing to disappoint all the expecta-
tions that chapter seems to raise of his happy connection with
the story and the heroine, and to show him gradually and natu-
rally trailing away, from thgt love of adventure and boyish
light-heartedness, into negligence, idleness, dissipation,
dishonesty, and ruin... I could bring out Solomon Gills and
Captain Cuttle well, through such a history..." (8). Some of
this was to change, much of it to intensify, but I cannot
accept the view that the direction of the novel floundered as
a direct result of Dickens' over-working himself in trying to
produce his usual Christmas book at the same time. (9). There
is, it is true, evidence that he was feelihg the strain of so
much work (10) at this time, but if we consider the "difficul-
ties" (11) too clinically I think we neglect the main evidence
we have of Dickens' real powers at this time - I mean the evi-

dence of Dombey and Son as a work of art.

Contemporary readers - and reviewers =~ unaware of Dickens
creative agonies, found the novel worthf of praise: '"The rea-
ders of Mr. Dickens must be happy to find him again in his pro-
per walk, and as original and amusing as ever.'" was an early
comment. (12). "The good ship Boz is righted, and once more

fairly afloat' proclaimed Chamber's Edinburgh Journal. (13).

The public were, it is true, puzzled by the course the novel
took after the death of Paul (14) but praise for the opening

was universal: The Economist believed that it showed "neither

newspaper writing nor newspaper have dried up in Dickens those



- 361 =~

exquisite sources of pathos and tenderness..." (15). The Sun
praised Dombey almost persistently without a break during its
serialisation. ", ..An old friend has left us - the voice of

a dear favourite is silent - Dombey and Son is completed..."

wrote Charles Kent, editor of The Sun in April 1848. (16).
People generally noticed that in some respects it was a new
departure in Dickens' work, there seemed more in it, it seemed
more carefully constructed, it seemed a richer work. = I espec-
ially like the story in Forster's Life of the old charwoman who
said to Mrs. Hdgarth that she never thought there was a man
that could have put together Dombey: "Being pressed further

as to what her notion was of this mystery of a Dombey" she
confessed "Lawk ma'am! I thought that three or four men must
have put together Dombey ! " Dickens took this as a compliment.

(17). She was a perceptive critic, Dombey is a very rich work.

The original cover of Dombey is an important piece of
evidénce: it is elaborate and detailed. We are given the

full title, Dealings with the Firm of Dombey and Son, Wholesale,

Retail and for Exportation. This style of title was new for

Dickens, and struck out in a new direction, away from the pre-
vious mode of "life and adventures" of a leading character.
This novel plainly is more of a social study, there is an air
of greater seriousness about the work. (18). At the apex of
the design sits Mr. Dombey, enthroned in a massive arm chair.
(19). His dias is a large cash-box, the throne and box are
supported on a flowing structure of cash boxes, ledgérs, court
guides, directories and playing-cards. It is the kind of

dream-like memory chain we have seen before entwining Jacob
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Marley. These are the emblems of Dombey's world and the ele-
ment of speculative risk is represented in the playing-cards:

a powerful double image, of flimsiness and of the nature of
gambling. This we have seen before in Grandfather Trent.

This image is given extended treatment in the body of the novel
- where we see Mr. Carker at work at Dombey and Son's office, as
a man playing cardst: '"The general action...pausing to look
over a bundle of papers in his hand, dealing them round in
various portions...dealing, and sorting, and pondering by

turns - would easily suggest some whimsical resemblance to a
player at cards. The face of Mr. Carker...was in good keeping
with such a fancy. It was the face of man who studied his
play, warily: who made himself master of all the strong and
weak points of the game...who was crafty to find out what the

other players held, and who never betrayed his own hand..." (20).

The design is almost allegoric, as Dickens wrote to Fors-
ter, it shadows out "(the) drift and bearing of the story."
(21). Butt and Tillotson suggest that there is in this design
"5 narrative line" which represents 'part of the moral curve of
the narrative. The line of prosperity and promise runs upward
from the left of the centre...and down through the tumbling
house of cards on the right." (22). But I think the implica-

tion of the design is towards general instability: the ledgers

and boxes on the left are not solidly, firmly piled, they are
tumbling as precariously as the cards on the right. The drift
of the design is that the whole of business life is based on
insecure foundations. The minute figures which swarm in and
out of thejboxes, ledgers, cards, are all attempting to build,

to re-inforce this disintegrating structure - there are ladders,



Original cover of Dombey and Son.

?I ?hink the cover very good: perhaps with a little too much
in it, but that is an ungrateful objection."

Dickens in a letter to Forster, early September 1846,
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bricks, ropes, hods of masonry, and at the bottom left people
are actually getting crushed under the foundations! The whole
of this business edifice is mounted on a vast ledger, held
aloft by two figures; on the left Mr. Dombey, young, upright
and vigorous; he holds the structure up with the thumb of his
left hand, his right hand casually in his pocket; he stands on
bankers' books and checks, this side seems to stand for '"Pros-
perity". On the right we see the figure of Dombey, crippled,
broken and prematurely aged, hobbling on crutches on a plinth
of "scrip" - this is Dombey at the nadir of his fortunes. On
the left we have the rising, healthy sun, a ship going out on

a prosperous voyage, on the right the sickly moon and a ship-
wreck. In the foreground other figures of importance in the
novel; Walter Gay sets out as Whittington to seek his fortune,
unmistakable in his cap and neckerchief bundle over his shoul-
der, Sol Gills with one of his telescopes, and the faltering
Dombey supported by his "Good Genius" Florence. Present also

are those two recurring groups of images of Dombey and Son,

symbols of mortality, life, reconciliation and continuity - the
sea and clocks and watches. (23). Little figures at the top
of the page show baby Paul in his nurse's arms, a school scene,
an office, Dombey in the Commons, the second marriage of Mr.
Dombey . So at this early stage we have a fairly clear narra-
tive outline, accompanied by the symbols and images which are
to enforce and colour the tale. The frontispece to the first
complete edition of 1848 adds more details of the actual narra-

tive element of Dombey and Son and stresses the all-pervasive

emblem of the sea and the harmony, reconciliation and love

attained in eternal life - the message which the waves were

always saying. (24).
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Professor Hillis Miller has argued that the tendency to
spatialise the symbols in a novel in the process of analysing
its effect, which he believes is taken over largeiy from the
criticism of poetry, lyric poetry, is not successful. (25).

It may work very well with lyric poetry, he says, which is

usually short. So short that it exist almost in a single mom-
ent. A novel, he suggests, does not exist in a single moment,
it is a long temporal structure (26), and therefore we may say
with less justification that in a novel there can be a pattern
or design of symbols or metaphors which makes the structure of
the work. "Here you are on page 300, in the middle of a cer-
tain passage. The other passages which echo this passage

exist only as peripheral things rather distant from the passage

at hand. Nobody has total recall of Our Mutual Friend at any

moment..." (27). But I cannot feel that this in any way erodes
belief in the metaphoric or symbolic structure of a novel,
because - most important of all - it grossly underrates the
deep effect of symbol and metaphor on the imagination. We do
not need "total recall" (which after all, implies merely the
regurgitation of programmed data) because symbolism reaches

far deeper into the mind and the sensibility than just the
1evel of conscious memory. I cannot see why we allow symbolic
structure to a short lyric poem, and disallow it to a novel -
which is only a "long imagining" - and a poetic drama. It is
only when we examine the amazing symbolic structure of plays
l1ike Othello and King Lear that we begin to appreciate the
makings of them. The symbolism of a novel does, I believe,
exist "spatially" as well as "temporally". We do not need

total recall, far from it, to respond to the metaphoric structure
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of Dombey and Son. Professor Millef’s dictum neglects a very
serious aspect of the evidence: putting aside the effect or
impression made on the reader of Dickens - whether he has total
recall or not - did Dickens himself have a metaphoric-symbolic
structure as a totality when he wrote his novels? We must
remember, I think, that the so-called "symbolism''of Dickens'
writing has this characteristic quality, that it is frequently,
almost invariably, £Eil5 it is usually an intrinsic ingredient
in the narrative, it is not stuck on from the outside in order
to dress up a story with a bit of imagery and symbolism. It
is the normal, natural and believable, used symbolically. We

think of the storm at the very centre of David Copperfield =~

on one level a piece of credible drama, but obviously used by

Dickens as a "mortal storm". Or the use of the sea in Dombey
and Son., The sea is a natural element quite rightly associated

with the important London merchant Dombey, but Dickens uses this
symbolically as well. The journey of Nell and her grandfather
is a real journey through real places, but it also carries the
connotation of the mythical journey through life to the life
everlasting. With Dickens, and this to me is one of the
immortal wonders of his art, the real and the symbolic live and
grow together, and in essence the symbolic assumptions are

present from Dickens' earliest imagining of the novel. (28).

What makes Dombey such an impressive work of art really
suggests itsélf from a consideration of the letter where
Dickens discusses the germinal ideas of the novel, and the
frontispiece and cover: what is impressive is the way that

Dickens combines story and moral, fable and symbol. Themes



Frontispiece to the first complete edition of Dombey and Son
(1848).

"It is from the life, and I was there - I don't suppose I was
eight years old; but I remember it all as well...as I do now.
We should be devilish sharp in what we do to children..."
Dickens in a letter to Forster, 4th November 1846.
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are given out, or suggested, then developed, orchestrated and
recapitulated. Dombey has an almost '"symphonic" quality. I
think it is this quality in the novel which so "surprises'" and
"astonishes" criticst Dr. Leavis says several times in his

discussion of the novel that he is astonished at this and that

element. (29). Professor Harry Stone confesses that "If one
reads Dickens' novels chronologically, one is astonished, upon

beginning Dombey and Son...to find that Dickens has achieved a

totally new mastery." (30). Professor Sylvere Monod also is
convinced that Dickens' "manner has undergone profound changes
.o It is clear that his artistic development has continued
through the long period of quasi-silence that came to an end
with the first number of Dombey..." (31). The point I want to
make is not that this is the same old Dickens of the early

novels, but I do want to make quite explicit my belief that

Dombey and Son, read in the light of a study of the preceeding

novels, is an inevitable stage in the development of a great
and maturing literary artist. Dombey should not "astonish! or

ngurprise" us - we should admire it, God knows we should, but
it can be seen to be the work of the same artist who created
Barnaby, with its complex plot structure and analogous inter-
sttt A

relationships, its concern with the family; the same imagina-

tion which created The Old Curiosity Shop with its symbolic and

allegoric elements and its penetrating portrayal of innocence

in a money-world; the same mind which produced Martin Chuzzle-

wit, with its central treatment of hypocrisy, seeming to do good

while really perpetrating evil, and its strong presentation of
the allegory of the journey; we should think also of the

Christmas Carol with its attack on money values, the symbolic
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presentation of good and evil, warm and cold, of Tiny Tim =~
another suffering innocent - and of the strange dream-world of

The Chimes: we should also consider Dickens' own obsession at

this period with his own past, his own childhood, with the idea
of memory. Sylvere Monod adds in a footnote that the silence
was only ''quasi' because ''several Christmas Books were published
in the meantime. Yet, however intrinsically valuable and
interesting, these small volumes do not concern the historian

of the Dickensian novel." (32). Dr. John Lucas, alone of all
the critics I have consulted, really sees the continuity of
Dickens' writing in the eighteen-forties, and discusses the

1inks in the novels and short stories between Barnaby and

Dombey. (33).

(ii)

The sea, that "aﬁthentic symbol of a non-human power whose
chief characteristics are reconciliation and continuity...a
place of the incessant repetition of a murmuring speech which
no human ears can understand...the place of origin and ending,
the place from which all things come and to which they go..."
in Professor J. Hillis Miller's Words, the sea is presented to
us at the outset. (34). We are given the guiding principles
of Mr. Dombey's life: "The earth was made for Dombey and Son
to trade in, and the sun and moon were made to give them light.
Rivers and seas were formed to float their ships..." (35). At
the moment of the death of Mrs. Dombey the image of the sea is
again recalled: '"The Doctor gently brushed the scattered ring-
let of the child (Florence) aside from the face and mouth of

the mother. Alas how calm they lay there; how little breath
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there was to stir them! Thus, clinging fast to that slight
spar within her arms, the mother drifted out upon the dark and

unknown sea that rolls round all the world." (36).

We should notice several things about Dickens' use of this
symbol. One is a matter of verbal texture: the beautiful and
masterly way in which the words lead, seemingly without con-
scious premeditation, to the idea of the sea - the words '"calm"
"preath to stir them" and this leads to '"clinging fast'" and to
"that slight spar' and there, finally, the awesome, ancient
symbol of the sea, an image, in Dr. Daleski's phrase, of 'the
course of life itself, leading from a point in the present
through an unknown future, to death..." (37), But we should
also be aware of the variety of suggested meanings and overtones
Dickens uses in the symbol of the sea; it represents also the
duality of life and death, the continuity of life, The theme
of mortality is present right from the opening of the novel:
"Dombey was abbut eight-and-forty years of age. Son about
eight-and-forty minutes. Dombey was rather bald, rather red...
Son was very bald, and very red... On the brow of Dombey,
Time and his brother Care had set some marks, as 6n a tree that
was to come down in good time...while the countenance of Son
was crossed and recrossed with a thousand little creases, which
the same deceitful Time would take delight in smoothing out...
with the flat part of his scythe, as a preparation of the sur=-
face for his deeper operations." (38). This theme is developed,
I think, by the constant reference to timepieces in the novel:
"Dombey, exulting in the long-looked-for event, jingled and

jingled the heavy gold watch-chain that depended from below his
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trim blue coat..." (39). Here in the same sentence, in the
same moment, we have birth and mortality. Florence's impres-
sion of her father is '"the blue coat and stiff white cravat...

a pair of creaking boots and a very loud ticking watch..." (40).
As the crisis of Mrs. Dombey's weakness is reached and she
begins to die '"There was such a solemn stillness round the bed
oo There was no answer but the loud ticking of Mr. Dombey's
watch and Dr. Parker Pep's watch, which seemed in the silence
to be running a race." (41). Dombey's "heavy gold watch-chain"
is again emphasized at the christening. (42). "It was a dull,

grey, autumn day indeed, and in a minute's pause and silence

that took place, the leaves fell sorrowfully. 'Mr. John,'
said Mr. Dombey, referring to his watch... 'Take my sisteé, if
you please...' " (43). The autumn leaves support the theme of

mortality, of death and decay which surround little Paul. As
Polly presses him to her to keep him warm as she walks illegal1y
back to her own children "the withered leaves came showering
down." (44). We notice also at Dr. Blimber's there is always
present in the background the ticking of a great clock which
seems to '"take up" what Dr. Blimber said "and to go on saying,
‘thow, is, my, 1lit, tle, friend? How, is, my, 1it, tle, friend?'

over and over and over again." (45).

The sea is associated with little Paul almost invariably
as an emblem of mortality and eternity. (46). As he lies in
bed, having come home from Dr. Blimber's for the holidays "His
fancy had a strange tendency to wander to the river, which he
knew was flowing through the great city; and now he thought

how black it was, and how deep it would look, reflecting the
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hosts of the stars - and more than all, how steadily it rolled
away to meet the sea.' (47). He is obsessed with the image of
the river, which, he comes to believe, will never stop because
it is to bear him away. (48). He comes to know his three medi-
cal attendants so well that "he even knew the difference in the
sound of their watches." (49). The idea of the sea begins to
take possession of him as he weakens: 'Now lay me down... How
fast the river runs, between its green banks and rushes... But
it's very near the sea. I hear the waves! They always said
so!" (50). Presently he says that "the motion of the boat
upon the stream was lulling him to rest. How green the banks
were now, how bright the flowers growing on them... Now the
boat was out at sea, but gliding smoothly on. And now there
was a shore before him..." (51). Like the other divine chil-
dren he is associated to the last with radiance, brightness,
greeness and symbols of Immortality: '™amma is like you Floy,

I know her by the facel... The light about the head is shin-
ing on me as I go!" (52). The sea has always 'talked" to Paul,
but he could not understand what the waves were saying. (53).

It seems that theirs was a message of immortal love which trans-
cends time and place. We are reminded of this much later in
the book, when Walter and Florence are together at sea. As
she hears the sea and sits watching it from the deck, it makes
her think of Paul: '"And the voices in the waves are always
whispering to Florence, in their ceaseless murmuring, of love -
of love, eternal and illimitable, not bounded by the confines
of this world, or by the end of time, but ranging stili, beyond

the sea, beyond the sky, to the invisible country far away."

(54).
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The séa, for Dickens, lay deep in the mind as a picture
of the cradle of life, of the ebbing and flowing of life:
"the sea had ebbed and flowed, throughout a whole year, the
winds and clouds had come and gone; the ceaseless work of
Time had been performed, in storm and sunshine. Through a
whole year, the tides of human chance and change had set in
their allotted courses..." Thus the idea of time and the
affairs of men are presented to us at the opening of the chap-
ter which deals with the wreck of Mr. Dombey's business for-
tunes. (55). A few years after completing Dombey Dickens
wrote in an article: "I stand upon a sea-shore, where the
waves are years. They break and fall, and I may little heed
them; but, with every wave the sea is rising, and I know that
it will float me on this traveller's voyage at last..." (56).

And in Little Dorrit we hear of '"the flowers, pale and unreal

in the moonlight, (which) floated away upon the river; and
thus do greater things that once were in our breasts, and near
our hearts, flow from us to the eternal seas." (57). Dickens
had intended that the theme of the waves, the sea and its eter-
nal message.for us all, should continue right through to the

end of Dombey and Son, but at the last moment, for reasons of

space he had to omit the original concluding section.:
Florance has now married Walter Gay and they have a little son
called Paul. In the autumn days Mr. Dombey and his little
grandson are to be seen on the shore: "The white-haired
gentleman walks with the little boy, talks with him, helps him
in his play...sometimes when the child is sitting by his side,
and looks up in his face, asking him questions, he takes the

tiny hand in his, and holding it, forgets to answer... 'What,
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Grandpapa, am I so like my poor 1little uncle again?' 'Yes,
Paul. But he was weak, and you are very strong.' 'Oh yes,

I am very strong.' 'And he lay on a little bed beside the

sea, and you can run about.' And so they range away again,
busily, for the white-haired gentleman likes best to see the
child free and stirring..." (58). The novel would have ended
with these paragraphs: '"The voices in the waves speak low to
him of Florence, day and night - plainest when he, his blooming
daughter, and her husband, walk beside them in the evening, or
sit at an open window, listening to their roar. They speak to
him of Florence and his altered heart; of Florence and their
ceaseless murmuring to her of the love, eternal and illimitable,
extending still, beyond the sea, beyond the sky, to the invisible
country far away. Never from the mighty sea may voices rise
too late, to come between us and the unseen region on the other
shore! Better, far better, that they whispered of that region

in our childish ears, and the swift river hurruied us away!'" (59).

The sea also holds the several strands of the novel together:
the sea is obviously always in the background of Dombey's busi-
ness, as it is an essential to the business of the analogous
group in the Wooden Midshipman's shop. Such is Dickens' con-
sistent use of the emblem, or image of the sea in Dombey, and
it gently rounds off the whole tale. It is also used to point
the contrast between the two "houses" ~ the Dombey business and
household, and the Midshipman group: Dombey's business is pre-
cented to us as a vessel and the bankruptcy as a "wreck", (60).
Mr. Dombey appears a stubborn captain who would not listen to

advice "and would not listen to a word of warning that the ship
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he strained so hard against the storm, was weak{ and could not
bear it." (61). When his business fails, his staff fly like
rats from a sinking ship. (62). Against this we contrast the
sea-worthiness of the Wooden Midshipman, which, Dickens tells
us, partaking of the general nautical infection of Soll Gills'
premises, ''seemed almost to become a snug, sea-going, ship-
shape concern, wanting only good sea-room, in the event of an
unexpected launch, to work its way securely, to any desert
island in the world..." (63). This has a vital part to play
in the total realization of Dickens' original "imagining" of

Dombey and Son, and is not the '"picturesque embroidery" dis-

missed by Kathleen Tillotson. (64). Much of the undoubted

power of Dombey and Son is a result, I think, of Dickens' use

of parallel and analogy: this is a conscious thing, not part
of what Dr. Leavis calls the '"creative afflatus'" in the nove-
1ist's art. Dr. K.J. Fielding has shown that we have Dickens'
own words for this. Frederic Chapman, one of Dickens' publi-
shers said that when he intended to begin a book he would start
by "getting hold of a central idea" which he then '"revolved in
his mind until he had thought the matter thoroughly out" and
then he would make "a programme of his story with the charac-
ters" and finally "upon this skeleton story he set to work and

gave it literary sinew, blood and life." (65).

In Dombey and Son he tells the reader quite explicitly he

is concerned with the inter-relationships and parallels in
society. Talking of Good Mother Brown and Alice and Mrs.
Skewton and Edith he asks '"Were this miserable mother, and this
miserable daughter only the reduction to their lowest grade, of

certain social vices sometimes prevailing higher up? In this
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round world of circles within circles, do we make a weary
journey from the high grade to the low, to find at last that
they lie close together, that the two extremes touch, and that
our journey's end is but our starting place? Allowing for
great difference of stuff and texture, was the pattern of this
woof repeated among gentle blood at all?" (66). Edith notes .
that Mrs. Brown was like "a distorted shadow of her mother"

and that Alice was like herself. (67).

Dickens deliberately sets out to create in the Midshipman
group a clear balance with the Dombey menage: but where Dom-
bey's associations are dark and cold, Sol Gills' are warm and
loving. Think of the description of Dombey's mansion we are
given: "(it) was a large one, on the shady side of a tall,
dark, dreadfully gehteel street in the region between Portland
Place and Bryanstone Square. It was a corner house, with
great wide areas containing cellars frowned upon by barred
windows... It was a house of dismal state, with a circular
back to it, containing a whole suit of drawing-rooms looking
upon a gravelled yard, where two gaunt trees with blackened
trunks and branches, rattled rather than rustled, their leaves
were so smoke-dried. The summer sun was never on the street..."
(68). The sun, the bustling street tradesmen, Punch and Judy
chows, itinerant musicians and street lighting all fail to
bring any life or illumination to this dark street. "It was
a blank house inside as outside. When the funeral was over,
Mr. Dombey ordered the furniture to be covered up... Accor-
dingly, mysterious shapes were made of tables and chairs...

covered over with great winding-sheets. Bell-handles, window



An 01d Mansion in Mark Lane, said to have been the Residence
of the Spanish Ambassador: a suggested original for Mr. Dom-
bey's mansion.

"It was a house of dismal state, with a circular back to it...
The summer sun was never on the street... It was as blank a
house inside as outside.

Dombey _and Son Chapter III.

Drawing by Thomas Hosmer Shepheard dated 1854
British Museum.
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blinds, and looking glasses, being papered up in journals...
obtruding fragmentary accounts of deaths and dreadful murders.
Every chandelier...muffled in holland, looked like a monstrous
tear depending from the ceiling's eye. Odours, as from vaults
and damp places, came out of the chimneys..." (69). And Polly
walking about with baby Paul in her arms catches glimpses of
the solitary figure of Dombey sitting at his breakfast like "a
lone prisoner in a cell, or a strange apparition that was not

to be accosted..." (70).

With this we cannot help but to place in contrast the

warmth, good cheer, and above all the life of the '"wooden" mid-

shipman group. They too are associated with the sea, but
significantly it is not a sea of death, but of life going on,
of bustle, of trade, of travel, or provisions, and sails going
up, ships leaving, men coming and goihg, in the very heart of
busy old London: even in the midst of London were to be found
vhints of adventurous and romantic story" - not so far from the
Bank of England and its vaults of gold and silver '"down among
the dead men'" and '"Just around the corner stood the rich East
India House, teeming with suggestions of precious stuffs and
stones, tigers, elephants, howdahs... Anywhere in the immed-
jate vicinity there might be seen pictures of ships speeding
away full sail to all parts of the world...and little timber
midshipmen in obsolete naval uniforms, eternally employed out-
side shopdoors of nautical instrument makers..." (71). Gills,
unlike the chill Dombey who "owns'" his business and yet is
detached from it, really directly involves himself in his busi=-

ness; he is described as '""Sole master and proprietor" and
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offers to equip ships for voyages in every particular, from
objects in brass and glass '"barometers, telescopes, compasses,
charts...specimens of every kind of instrument used in the
working of a ship's course..." (72). He mixes with ship-
chandlers and was acquainted with ship's biscuits, dried meats
and tongues. Frequently jars are produced on his table with
"dealer in all kinds of Ship's Provisions" on the label. (73).
Cuttle seems to have the same moral virtues as the circus people

in Hard Times: "...there was a remarkable gentleness and

childishness about these people, a special inaptitude for any

kind of sharp practice, and an untiring readiness to help and

pity one another..." (74).

It has been pointed out before that Dickens' use of the
old salt, the sea dog - here as much as in Dan'l Peggotty - is
derived from his deep immersion in Smollett. This I feel,
although very true, is usually rather cursorily discussed, and
seldom examined in any depth. (75). Even Dr. Leavis does not
go very deeply into the matter in his discussion of what Dickens
owed to a novelist whom, after all, he loved. It would not be
strictly true to say that Smollett used the o0ld seamen to sym-'
bolise, or even represent a moral virtue, but there does seem
to be an unmistakable aura of plain good sense, mixed with
kindness and generosity, in Trunnion, Pipes and Tom Bowling in

Peregrine Pickle. It is in Cuttle that I catch that echo of

Smollett's use of old sailors. (76). I recall that tremendous

scene in Peregrine Pickle where the honest Pipes, having come

to the Fleet prison with his unfortunate master, offers to help

him, saying "...once the vessel is ashore, what signifies



Shop-fronts in Leadenhall Street:
suggested site of The Wooden Midshipman's,

Drawing dated 1855
British Museun.
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talking? We must bear a hand to tow her off, if we can...

If she won't budge for all the anchors and capstans aboard,
after we have lightened her, by cutting away her masts, and
heaving our guns and cargo overboard, why, then, mayhap a
brisk gale of wind...may float her again in the blast of a
whistle. Here is two hundred and ten guineas by the tale in
this here canvas bag; and upon this scrap of paper - no,
avast - that's my discharge from the parish for Moll Trundle -
ey, here it is - an order for thirty pounds..." This kind
offer is refused, and the honest Pipes 'twisting the notes
together...threw them into the fire without hesitation, crying
'‘Damn the money!'..." (77). In the character of Cuttle there
is an obvious debt to Smollett. His appearance and his dia-
logue owe much to Smollett, but I think the eighteenth century
Scottish novelist seldom uses his seamen to symbolise or rep-
resent what is rough and ready, and also utterly good, almost
too childish - foolish for this world. (78). Their household
is snug, old-fashioned and protected from the rush and hurly;
burly of modern life by its own antiquity. Dombey's mansion
is particularly associated with black, and darkness, Sol Gills'
with green and with the sun: '"with eyes as red as if they had
been small suns looking at you through a fog" (79) and he has
a '"newly awakened manner, such as he might have acquired by
having stared for three or four days successively through every
optical instrument in his shop, and suddenly comes back to the

world again, to find it green." (80).

Dombey is associated with what is cold, Sol Gills and

Cuttle with what is warm. This is directly presented to us
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in the emblem of the wine. Little Paul begins to cry at the
christening and Florence restores his good humour by entertai-
ning him: "The atmosphere became...colder and colder, when
Mr. Dombey stood frigidly watching his little daughter...
clapping her hands, and standing on tip-toe before the throne
of his son and heir...'" (81). The church is damp and cold,
life and death, marriage and funeral, mortal and immortal are
all jostled together. Miss Tox thinks of marriage as she
takes Dombey's arm, (82) and here at the christening, there is
mention of '"the damp éorner by the bell-rope, where the black
tressels used for fuherals were stowed away, along with some

shovels and baskets...the strange, unusual, uncomfortable smell,

and the cadaverous light; were all in unison. It was a cold
and dismal scene." (83). The christening party have to wait to
enter, because there is a wedding on. The officiating curate

"appeared like the principal character in a ghost story, 'a
tall figure all in white'..." (84). The whole of this scene
is a wonderful piece of writing, typicél of Dickens' art at its
peak; point after point is made, contributing to a total imp-
ression of the occasion, cold, formal, morbid. Dombey domin-
ates the scene and '"perhaps assisted in making it so cold, that
the young curate smoked at the mouth as he read.” (85). The
meal served afterwards to this 'bleak fellowship" looks '"more
1ike a dead dinner lying in state than a social refreshment."
(86). There was a toothache in everything and the wine "was
so bitter cold that it forced a little scream from Miss Tox."
(87). Only Dombey is unmoved by the icy coldness of the lob-
ster, the veal, the salad, the patties; he '"might have been

hung up for sale at a Russian fair as a specimen of a frozen
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gentleman." (88). The appearance of Polly occasions "a partial

thaw" (89) but it does not last.

Those who are associated with the Wooden Midshipman are
the opposite. Dombey's rejection of his daughter as "a piece
of base coin that couldn't be invested - a bad Boy - nothing
more! (90) is directly paralleled by Gills' concern and love
for Walter. When we first meet him he is concerned because
Walter has not come home for his meal. (91). - When he does
come home his first enquiry is to find out how Sol has managed
without him all day, such is the unity of this family group
that one member would be missed. Not so Dombey's, his family
is run like a business, Polly is hired on an impersonal, con-
tractual level (92) and one of the early chapters carries the
caption "In Which Mr. Dombey, as a Man and a Father, is seen
at the Head of the Home-Department,'" (93) which stresses the
point that Dombey makes his family a business, and that Sol

Gills' business is a family.

This is quite deliberately contrasted by Dombey's business
establishment, the keynote of which is '"respect" - a respect
for Dombey and all he stands for. The offices of this august
company are in a court frequented by street traders - in Dickens'
world a sure éign of warmth, vigour, the traffic of real every-
day lived-life - these offer for sale 'slippers, pocket-books,
sponges, dogs' collars, and Windsor soap, and sometimes a poin-
ter or an oil-painting.” (94). The éasua1>juxtaposition of
the pointer and the oil-painting is a master stroke: here we

have the length and breadth of life as it is lived -~ slippers,
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note-books, sponges, soap, dogs' collars, pointers and oil-
paintings. These are addressed to '"the general public; but
they were never offered...to Mr. Dombey. When he appeared,
the dealers in those wares fell off respectfully.' (95).

When he enters the office all wit is stilled, and such vapid
and flat daylight "as filtered through the ground-glass win-
dows and skylights, leaving a black sediment upon the panes,
showed the books and papers, and figures bending over themn,
enveloped in a studious gloom, and as much abstracted in
appearance, from the world without, as if they were assembled
atlthe bottom of the sea..." (96). The cold, damp and gloomy
world of Dombey is thus described by Dickens, with an art so
effective yet seemingly unpremeditated, literally as a world
apart - apart from warm, companiable, bustling human life.

The subservient Perch the messenger, the fawning Carker, in
their own ways, continue the idea of alien life. Only Morfin =~
the despised inferior - has vitality: "a cheerful-looking,
hazel-eyed elderly bachelor..." (97), who does not allow his
respect for Dombey as a man.of business to over-awe his sense
of Dombey as a human being. Morfin's psyche is delivered to
us in the few words Dickens devotes to his clothes: ‘''gravely
attired, as to his upper man, in black; and as to his legs, in

pepper and salt colour..." (98). He is a genial temper and a

devoted amateur musician.

The '"otherness' of Dombey is stressed particularly in his
relations with his family, which are bound to contrast with
the other family groups see see in the novel. There is above

all I suppose, Polly and her family. This is a character
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Dickens spent a lot of trouble on and was very anxious should
not be seen as a caricature. (99). But I think the critics
usually neglect her. (100). The contrast Dickens draws be-
tween Dombey and Polly is vital to a full understanding of the
novel. Dombey is presented to us in terms of stiffness, he
is crisp like a new bank-note, he is a financial Duke of York;
as Dr. Daleski has suggested, his outer stiffness seems anal-

gous to the paralysis of Clifford in Lady Chatterley's Lover,

suggesting '"like it, the paralysis of his emotional self.'" (101).
We are presented in the Toodles with the antithesis of this
morbid chillness the utter liveliness of the Toodles - active,
fertile (they are a large family, as Dombey himself remarks)
plump, affectionate and rosy-cheeked: ",..Miss Tox escorted a
plump rosy-cheeked wholesome apple-faced young woman, with an
infant in her arms; a younger woman not plump, but apple-faced
also, who led a plump and apple-faced child in each hand;
another plump and also apple-faced boy who walked by himself;
and finally, a plump and apple-faced man, who carried in his

arms another plump and apple-faced boy..." (102).

It is typical of the way Dombey sees things that circum-
stances should so have arranged themselves as to introduce into
his very house these people: Dombey's son needs nourishing,
mother's milk is not forthcoming, therefore Dombey will buy
with money the simple sustenance nature provides the mammals.
Here is the child, here is the breast; and now let me pay you =
but first I will tell you my terms. The whole of Dombey's
contacts are on this level, the contractual level of the com-

mercial house. Mrs. Chick, too, sees Polly in that light and



- 382 -

by way of making her acquaintance examines her '"marriage certi-
ficate, testimonials, and so forth." (103). = She then takes "a
report'" in to Mr. Dombey, and we notice that when he turns in
his chair to see Polly and her husband he turns round "as one
piece, and not as a man with limbs and joints." (104). Among
his conditions is the changing of her name in order further to
formalise their relationship, "Polly" being far too lively a
name: "But I must impose one or two conditions on you, before
you enter my house... While you are here, I must stipulate
that you are always known as - say as Richards =~ an ordinary
name, and convenient..." (105). Polly asks that this should
be taken into consideration in the wages, and this leads Dombey
to his next point: 'Oh, of course...I desire to make it a ques-
tion of wages, altogether. Now Richards, if you nurse my be-
reaved child, I wish you to remember this always. You will
receive a liberal stipend in return for the discharge of certain
duties, in the performance of Which, I wish you to see as.little
of your family as possible. When those duties cease to be
required...and the stipend ceases to be paid, there is an end

of all relations between us..." (106). -

The speech is so typical of the man, the attitudes and
vocabulary shadow forth the very fabric of his soul, that we
should look carefully at this passage; he imposes conditions,
he stipulates, he offers a stipend, in order to secure living
milk for his child - he cannot bring himself to look the life
in the eye, to use words like "milk" or nurse, the actual func-
tion, one of the greatest human acts, the feeding of a child

by the breast, he clothes in language any Department of
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Management and Business Studies would be proud of - '"the dis-
charge of certain duties" - and the completion of the business
is to be - like the paying of a last penny in the pound to a
creditor - simply "ended". It is typical of Dombey that he
can see no more in his relationship between a woman and a child
she is asked to feed than "a question of wages, altogether."

(107).

The Toodle family are superbly contrasted to the world of
Dombey: Polly's home is referred to as "a sacred grove'" (108)
and in the neighbourhood the people "trained scarlet beans, kept
fowls and rabbits, erected rotten summer-houses..." (109). We
note the warmth of her reception when she illegally goes to
visit her family: '"Why, Polly!" cried Jemima. "You! what a
turn you have given me! who'd have thought it! come along in,
Polly! How well you do look to be sure! The children will
go half wild to see you, Polly, that they will." (110). When
she is surrounded by her family, Dickens describes her in terms
of colour, life and growth: '"her own honest apple face became
immediately the centre of a bunch of smaller pippins, all lay=-
ing their rosy cheeks close to it, and all evidently the growth
of the same tree." (111). Polly's husband is, in his sister-
in-law's words, '"'the peacablest, patientest, best-temperedest
soul in the world, aé he always was and will bel" (112).

Mother and children are so devoted, that Polly has to sneak

away from them at this visit. (113).

Florence, responding instinctively =~ like a child - to the

warmth and honesty of the Toodle's children, immediately joins
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in their play: '"being conducted forth by the young Toodles to
inspect some toadstools and other curiosities...she entered
with them, heart and soul, on the formation of a temporary
breakwater across a small green pool that had collected in a
corner." (114). All these are strong and telling evidence of
the warmth of the human heart, a quality Mr. Dombey so hideous-
ly lacks. As James Roy Pickard has said, "in showing how
superior such domestic virtues are to the capricious circum-
stances of time and place, their constancy emphasises the cen-
tral conviction of the novel, that just as the sun is the heart
of the planetary system, so is the human heart the centre of

the moral universe." (115).

It is part of the marvellous art of Charles Dickens that
he does not show Dombey indifferent to the Toodles, that would
be decidedly not enough: he does actually react to them as
human beings, he shows that he is aware of them. He does
indeed show a deep response to them: he is profoundly appalled
by the very idea that his son, his Paul, should have to come
into contact with such people. He has to admit that the chil=-
dren of Polly and her husband "look healthy' but he adds "to
think of their some day claiming a sort of relationship to
Paul!" (116). This is a masterstroke, the phraseology gives
us Dombey the man, who camnnot conceive of people like the
Toodles being able to create or establish any real relationship
with anything or anybody as they hardly exist at all for him,
therefore he can bring himself only to speak of "a sort of
relationship." It is part of the truly wonderful irony in
Dickens' art that Dombey is so wrong, so utterly and hideously

wrong. He is the one who =~ tragically - fails in this very
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matter of human relationships of any sort. We think, as
Dickens wanted, nay compells us to think for most of the book,
of sad little Florence - that sorry little figure of the ne-
glected child needing to love and be loved; she is no issue
worth speaking of - what "was a girl to Dombey and Son! In
the capital of the House's name and dignity, such a child was
merely a piece of base coin that couldn't be invested - a bad
Boy - nothing more." (117). And we recall that he instructs

Paul's tablet be inscribed "only child" instead of '"only son."

(118).

The confrast with the Toodles is powerful: the trust that
exists between Toodle and Polly, "Polly heerd it... It's all
right" he tells Mr. Dombey, who comments "As you appear to
leave everything to her...I suppose it is of no use my saying
anything to you?"  '"Not a bit," said Toodle. (119). There is
the touching co-operation between the members of the Toodle
family; Toodle tells Dombey that although he cannot read and
write, '"One of my little boys is a going to learn me, when he's
old enough, and been to school himself." (120). Toodle also
tells him that although he has worked underground all his life
and only came to the level when he married, he hoped to do the
best for his family by "a going on one of these here railroads
when they comes into full play." (121). This is the last
straw for Dombey, and at the thought of his Paul coming into
contact with such people - illiterate, common, underground
people, people with aspirations of going on the railroads - the
water comes into his eyes and "for all his starched impenetrable

dignity and composure, he wiped the blinding tears from his eyes
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...and often said, with an emotion of which he would not, for

the world, have had a witness, 'Poor little fellow!' " (122).

Polly knows from the beginning, instinctively and naturally,
something which Mr. Dombey does not learn until the end of the
book when he has suffered and lost everything, she knows what
love and sympathy are, she knows what it is to be a human being:
she is touched straight away by Florence's need for affection:
"The child...wés so gentle, so quiet, and uncomplaining...that
Polly's heart was sore when she was left alone. In the simple
passage that had taken place between herself and the motherless
l1ittle girl, her own motherly heart had been touched...and she
felt, as the child did, that there was something of confidence
and interest between them from that moment... And perhaps,
unlearned as she was, she could have brought a dawning knowledge
home to Mr. Dombey at that early day, which would not then have

struck him in the end like lightning." (123).

(iii)

This novel is about far more than "Pride". (124). It
seems to me to be a plea for warmth, love and charity in a
world which is tending to become lonely, chill and indifferent.

(125). An interesting clue to what was in Dickens' mind at

the time of the conception and composition of Dombey and Son is

the fact that the novelist completed his The Life of Our Lord

in 1846. (126). This work, which he wrote for his own children,
was based on the gospel according to St. Luke. The parallels
are worth remarking: '"Rejoice ye in that day, and leap for

joy: for behold, your reward is great in Heaven... But woe



- 387 =~

unto you that are rich...woe unto you when all men shall speak
well of you!l" (127). There we have the proud, the rich, the
possessive Dombey - praised and admired. "I knew you would
admire my brother. I told you so before hand, my dear..."

says Mrs. Chick to Miss Tox. (128). To which that spinster

replies, '"But his deportment, my dear Louisal His presence!
His dignity!... Something so stately you know... A pecuniary
Duke of York, my love, and nothing short of it..." (129).

Then, very striking, are the lines: "And the ruin of that
house was great." (130) and "Every kingdom divided against
itself is brought to desolation; and a house divided against

a house falleth." (131). The whole of Dombey and Son is an

exploration of the nature of familial division and division in
business, '"house' in both the domestic and business sense.

Then there is the emphasis in Dombey on the difference between
wealth and well-being, between public show of possessions, and
inner darkness of the soul: '"Take heed therefore that the
l1ight which is in you be not darkness.” (132) and again "Now do
ye Pharisees make clean the outside of the cup ana the platter:
but your inward part is full of ravening and wickedness.'" (133).
Very early in the novel we are bound to be struck by the way in
which Mr. Dombey reacts to the news that his wife, having just
delivefed him of a son and heir, is in a dangerous condition:
"To record of Mr. Dombey that he was not in his way affected by
this intelligence, would be to do him an injustice...he cer-
tainly had a sense within him, that if his wife should sicken
and decay, he would be very sorry, and that he would find a
something gone from among his plate and furniture, and other

household possessions, which was well worth the having..." (134).
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Dombey is too proud of his possessions, and too inclined to
treat his family as things he possesses, and~can buy and dis-
pose of at will. One of the major themes of the book is the
evil of such possessiveness and its impotence when compared to
warmth and love. This is also part of the main burden of St.
Luke's gospel: '"Take heed and beware of coveteousness: for a
man's life consisteth not in the abundance of the things which
he possesseth..." (135). There is the continual presence in
Dombey's evil mentor Bagstock of gluttony and insensitivity, he
is always stuffing himself with curry and richly seasoned food,
filling himself with spirits and wines, going purple with his
excesses - excesses of appetites which Professor Marcus, quite
rightly I think, associates with a vicious,'over-active sexua-
1ity. (136). Luke warns "The life is more than meat, and the
body is more than raiment." (137) and even more marked is the
later warning "take heed of yourselves lest at any time your
hearts be overcharged with surfeiting and drunkenness...so that

day come upon you unawares.'" (138).

One of the most striking things if the way in which this

passage in Luke is realised in Dombey and Son: '"Suffer little

children to come unto me...whosoever shall not receive the
kingdom of God as a little child shall in no wise enter therein
... (139). This is what happens; Florence changes Mr. Dom-
bey into a child, he becomes a more acceptable human being by
becoming childish, by adopting those childish virtues which
Dickens admires - simpleness, heart, wonder, and that sense of
the excluding togetherness of parent and child; Florence has

become the parent, Dombey the child. The virtues of the child -
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innocence, perception, trust and wonder - are stressed through-
out this novel: '"Now Paul,'" said Mr. Dombey exultingly. "This
is the way indeed to be Dombey and Son, and have money. You
are almost a man already." "Almost," returned the child.

This is as they stand before Dr. Blimber's school. Dickens
adds "Even his childish agitation could not master the sly and
quaint yet touching look with which he accompanied the reply."
(140). Not long after this, Dr. Blimber asks "Shall we make
a man of him?" to which Paul answers: "I had rather be a child."
(141). The adult world is dull and cold, the world of the
child is bright and warm;' as they stand on the steps of Dr.°
Blimber's "Paul stood with a fluttering heart, and with his
small right hand in hié father's. His other hand was locked
in that of Florence. How tight the tiny pressure of that one,

and how loose and cold the other!™ (142).

Even the sometimes rather rhetorical style of the prose in

Dombey and Son can be seen to be reminiscent of St. Luke: ‘''Let

him remember it in this room!" is very much in the tone of the

scriptures. (143).

The art of Dickens cannot really be discussed without
reference to English fairy-tale and folklore, and the popular
stage plays of the time. (144). Dickens said himself that
"Every writer of fiction...writes, in effect, for the stage'",
(145) and of his public readings he said it was "like writing
a book in company.'" (146). As William Axton suggests - quite

rightly I believe - there are two main elements in Dombey and

Son which may be fairly certainly traced back to Dickens'



- 390 -

experience of folklore and theatrical experience: Dick Whit-

tington and Black Ey'd Susan. (147). Dick Whittington had

been put on the stage by Dickens' friend Albert Smith (1816-

1860). (148). Douglas Jerrold had written Black Ey'd Susan

in 1829 and it was played over and over again in Dickens' life-
time. It was this work which made Jerrold's reputation as a
playwright. (149). vThe Whittington figure appears in the
right foreground of the original wrapper; he is unmistakable
with his stick over his shoulder, striding optimistically into
the future, a future illuminated with the promising sun.

Walter Gay is particularly associated with this Whittington
figure: toasting young Ned with the magic old Maderia, Sol
Gills remarks '"We'll finish the bottle, to the House, Ned -
Walter's house. Why it may be his house one of these days, in
part. Who khows? Sir Richard Whittington married his mas-~
ter's daughter.” (150). To which Cuttle adds "Turn again
Whittington, Lord Mayor of London...™ (151), The aspirations

of Walter certainly seem to be those of a pantomime principal

boy.

Dickens makes this quite plain, he refers to "That spice
of romance and love of the marvellous, of which there was a
pretty strong infusion in the nature of young Walter Gay, and
which the guardianship of his uncle, old Solomon Gills, had not
very much weakened by the waters of stern practical experience
..M (152). Hardly a Sunday passed, we are told, but that
Cuttle and Gills dream of Wélter's Whittingtonian realisation
of good fortune. (153). Walter is described as "a frank,

free-spirited, open-hearted boy" and Florence as 'very pretty,
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and it is pleasant to admire a pretty face. Florence was
defenceless and weak, and it was a proud thought that he had
been able to render her any protection..." (154). Walter
remembers his adventurous rescuing of Florence "better and better.
As to its adventureous beginning, and all those little circum-
stances which gave it a distinctive character and relish, he
took them into account, more as a pleasant story very agreeable
to his imagination...than as a part of any matter of fact with
which he was concerned... Sometimes he thought...what a grand
thing it would have been going to sea on the day after that
first meeting, and to have gone, and to have done wonders
there, and to have stopped away a long time, and to have come
back an admiral...or at least a post-captain with epaulettes of
insupportable brightness, and to have married Florence (then a
beautiful young woman) in spite of Mr. Dombey's teeth, cravat
and watch-chain, and borne her away to the blue shores of some=~
where or other, triumphantly. But these flights of fancy sel-
dom burnished the brass plate of Dombey and Son's offices into
a tablet of golden hope, or shed a brilliant lustre on their
dirty skylights; and when the Captain and Uncle Sol talked
about Richard Whittington and masters' daughters, Walter felt

that he understood his true position at Dombey and Son's, much

better than they did." (155).

But in fact the course his fortunes are to take is really
only a realisatibn of all his Whittingtonian promise =~ the sea
voyage, the merchant's daughter and the commercial success =~ he
has it all. His eventual good fortune is not just a "happy

ending" as we are given several early clues to his good sense,
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duty and understanding. (156). Likewise his love for Florence
is carefully placed and developed early in the novel (157) and

is not simply a piece of concluding narrative mechanism.

It is not necessary conclusively to prove that Dickens

actually saw the production of Smith's Dick Whittington and his

933 at the Lyceum Theatre on March 24th 1845, or read it when
it was later published as a play-book. Dickens was in Italy
between the summer of 1844 and June 1845; it is not mentioned
in his letters, even if he had seen it after this date, he

might have been made personally familiar with this version of

the play in his very close association with Albert Smith at the

time of the conception and comppsition of Dombey and Son as

Smith was involved in staging both The Cricket on the Hearth

and The Battle of Life at this time (158) as well as the pro-

duction of Jonson's Every Man in his Humour. (159).

What is of interest here is not the source of Dickens'
ideas, but what he does with them: in the case of Walter Gay,
as William Axton suggests (160) what is important is Dickens'
handling of age old archetypal figures and stories. We sym-
pathise and identify with Walter because of the skilled way
the novelist uses this timeless figure of youth and ambition:

the references to Whittington in Dombey and Son are only a

clue, they afe not an explanation. Can the similarities
between the merchant FitzWarren and Mr. Dombey, between the
motherless Alice and Florence, between the merchant's crafty,
conspiring clerk and Mr. Carker the Manager explain the deep

effect of Dombey and Son? (161).
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Like young Whittington, Walter is an orphan who has come
to London in the hope of finding his fortune, his uncle asks
him after his first day at Dombey's '"(are there) No bankers'
books, or bills, or such tokens of wealth rolling in from day
to day?..." and asks if Mr. Dombey has taken any notice of him.
(162). The bottle of old madeira that Sol gets out to wish
him well in his career is really used as a gesture of good luck
to launch Walter on the voyage to good fortune: "You shall
drink the other bottle, Wally,...when you have come to good
fortune..." (163). Life has passed him by, he says, but he
believes Walter will realise his ambition and find the good
fortune which alluded him: ".,.When that uniform was worn...
then indeed, fortunes were to be made, and were made. But
competition, competition - new invention, new invention -
alteration, alteration - the world's gone past me. I hardly
know where I am myself..." (164). But Walter is set on the
right road and in the right direction to find good fortune:

1, ,..whatever I leave behind me, or whatever I can give you,
you in such a house as Dombey's are in the road to use well

and make the most of.. Be diligent..." (165).

Sol has been a dreamer, he is several times associated
with fog and cloudy atmosphere, we are told that he looks
myistfully at his nephew out of the fog that always seemed to
hang about him..." (166) and he is anxious that Walter should
not dream his life away, to allow life to pass him by. To
this end he has tried to purge him of any romantic notions
about the sea, travel, adventure; but he has succeeded only

in implanting in Walter the urge to seek adventure himself:



Mrs, Mary Ann Keeley as Dick Whittington in Albert Smith's
Burlesque of Whittington and his Cat at the Lyceum Theatre,
March 1845.

", ..A little departure is made from the original story, inasmuch
as Whittington accompanies Puss to Morocco; but the leading
features remain the same. We have the arrival of little Dick
(Mrs. Keeley) in London, by the Chertsey waggon; his engage-
ment by Master Fitzwarren (Mr. F., Mathews), and ill-treatment
by Ursula, the cook (Mrs. Usher). Then we have his day dream
upon Holloway Hill (which our illustration shows), with the
song of the old bells; his love for Alice Fitzwarren (Miss
Villars); his return, and final venture of his cat, on board
the merchant's argosy. In Act II we arrive at Mogadore...
Alice, disguised as a sailor, and Dick, with Puss, are wrecked
upon the island, and being found in the harem, are sentenced to
death, when Dick offers to free the state from the rats. A
grand battle takes place; the Cat is victorious, and Dick and
"Alice return to England...laden with wealth..."

Tllustrated London News 29th March 1845,

"No one was more intensely fond than Dickens of old nursery
tales, and he had a secret delight in feeling that he was here
only giving them a higher form. The social and manly virtues
he desired to teach, were not less the charm of the ghost, the
goblin, and the fairy fancies of his childhood... What now
more to be conquered were the more formidable dragons and
giants that had their places at our own hearths..."

John Forster: Life of Charles Dickens Book IX Chapter 1.
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", ..the simple minded uncle in his secret attraction towards

the marvellous and adventurous - of which he was, in some sort,

a distant relation, by his trade - had greatly encouraged the

same attraction in the nephew; and...everything that had ever

been put

before the boy to deter him from a life of adventure,

had had the usual unaccountable effect of sharpening his taste

fOI itool" (167)'

As William Axton has suggested (168) the good qualities

seem particularly to be associated with those belonging to the

sea, while it is the land people who are cunning and treacherous.

This may
found in
wWilliam,
duty, he
she begs

what the

hark back to the archetypal nautical/land morality

Gay's Sweet Willjam's Farewell to Black Ey'd Susan:

foretopman, has to leave Susan to answer the call of
promises to do his country honour and to return to her,
for his safety and constancy. She is not to believe

landsmen say about the inconstancy of sailors, he will

always think of her:

O Susan, Susan, lovely dear,

My vows shall ever true remain;

Let me kiss off that falling tear,

We only part to meet again.

Changeé as ye list, ye winds; my heart shall be

The faithfull compass that still points to thee.

Believe not what the landmen say,

Who tempt with doubts thy constant mind:
They'll tell thee, sailors, when away,

In every port a mistress find.

Yes, yes believe them when they tell thee so,

For thou art present wheresoe'er I go. (169)
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Walter Gay takes on some of the traditional virtues of the
Jolly Jack Tar: he is cheerful, loyal, and though triumphant
in the end, the victim of a landsman's machinations. The

similarities with Douglas Jerrold's stage melodrama, Black Ey'd

Susan, are quite marked: William is estranged from Susan by
being shanghaied by the villain (cf. Gay's being sent away by
Carker ) and believed lost at sea (cf. the rumours of the fate

of the Son and Heir ) he returns in time to save her from disas-

ter (cf. Gay's return and marriage to Florance). (170).

When he has married his Susan, Sweet William sets up in busi-
ness - as a ship's instrument maker. (171). The whole atmos-
phere of the scene where Walter retrieves Florence after her
abduction by Good Mother Brown suggests the maiden-rescuing
hero of myth and legend: 'Walter picked up the shoe, and put

it on the little foot as the Prince in the story might have
fitted Cinderella's slipper on. He hung the rabbit skin over
his left arm...and felt, not to say like Richard Whittington =~
that is a tame comparison - but like St. George of England, with
the dragon lying dead before him. 'Don't cry, Miss Dombey, !
said Walter, 'What a wonderful thing for me that I am here,

You are as safe now as if you were guarded by a whole boat's
crew of picked men from a man-of-war. Oh, don't cry.' " (172).
He listens as she tells him of her terrible adventures, "as if,
far from the mud and grease of Thames Street, they were ramb-
1ling alone among the broad leaves and tell trees of some desert
island in the tropics - as he very likely fancied, for the time,
they were." (173). It is interesting that in changing from
his original plan of making Wélter "grédually and naturally

trailing away, from that love of adventure and boyish light-



Thomas Potter Cooke in Douglas Jerrold's Black-Eyed Susan.
Reputed '"the best sailor...that ever trod the stage'" Thomas
Potter Cook (1786-1864) served in the Royal Navy during the
Napoleonic war and became stage manager of the Surrey Theatre.
He was particularly celebrated for his performance in nautical
parts, such as William in Black-Eyed Susan and Long Tom Coffin
in Edward Fitzball's The Pilot.

"How do I know how many a lout has been quickened to activity
by Mr. T.P. Cooke's hornpipe? (Cheers) How do I know on how
many a stale face and heart Long Tom Coffin, and Nelson's cox-
swain, and Black-Eyed Susan's William, have come healthily
dashing like the spray of the sea?"

Charles Dickens, in a speech at the Royal General Theatrical
Fund dinner at the Freemasons' Tavern, April 4th 1863,

n,,.I roused myself and went to the play. There I found a
virtuous boatswain in His Majesty's Service - a most excellent
man, though I could have wished his trousers not quite so
tight in some places and not quite so loose in others..."
Great Expectations Chapter XLVII.

(Collection of the City of Bath Central Reference Library.)
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heartedness, into negligence, idleness, dissipation, dishonesty
and ruin;" (174) Dickens was in fact, making Walter even more

like the accepted, traditional, archetypal hero of fairy-tale.

Another significant fairy tale element in Dombey and Son

is the Cinderella theme, already hinted at. Florence, like
Cinderella, is a neglected child and actually has a proud and
haughty step-mother, although she is really ill-treated not by
her, but by her own father, the proud,'the haughty, the un-
loving Mr. Dombey. This makes Florence, for most of the book,
seem to play the role of a surrogate orphan, she is several
times referred to as a lost child, as an orphan: she tells
Edith that she knows she has never been "a favourite child...I
have missed the way, and had no one to show it to me..." (175).
Florence dreams that her parent dies. (176). Dombey is utterly
neglectful of her at the parties and gatherings at his home
after his second marriage. (177). Mrs. Chick laments that she
is not noticed by anyone, and is made "of no more account than
Florencel" (178). After she has tried to show her love for
her father when Edith has left, and Dombey strikes her, '"She
saw she had no father upon earth, and ran out, orphaned, from
his house." (179). The way Florence loses herself in London
earlier in the book (and is, by the way, ritualistically
stripped of all she owns, even her hair) operates on the double
level of narrative (it introduces good Mother Brown, and brings
Walter and Florence together) and at the same time symbolically
demonstrates her loss of property and her losing her way in
life. As she leaves Dombey's mansion after he has struck her

she feels "stunned by the loss of all she loved, left like the
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sole survivor...from the wreck of a great vessel...without

hope, without purpose..." (180).

There are two other elements of fairy-tale in Dombey and

Son worth comment, these are Mrs. Pipchin's establishment and
Mr. Dombey's business premises. One of the earliest references
to Mrs. Pipchin will be bound to impress upon our minds asso-
ciations with tyranny, the murder of innocent babes, the Tower
of London and all the apparatus of British legendary history:
"This celebrated Mrs. Pipchin was a marvellous ill-favoured

old lady..." (181). Where have we heard that echoing phrase
before? It is in the original stage direction to Shakespeare's
Richard III, Act III Scene 5, where Gloucester and Buckingham
enter in rusty armour "marvellous ill-favoured." She is pre-=-
sented to us in black, the traditional costume of the evil, and
in black so black "of such a lustreléss, deep, dead, sombre
shade, that gas itself couldn't light her up after dark, and
her presence was a quencher to any number of candles." (182).
Her home is called a "Castle" and she is given the name "ogress
and child-queller" (183). The area of Brighton where this
ogress lives is a veritable Waste Land; sterile, crumbling,
isolated, populated almost exclusively by snails, in an airless
atmosphere. She is likened to a witch, and her black cat is
her familiar: "The good old lady might have been a witch, and
Paul and the cat her two familiars, as they all sat by the fire
together. It would have been quite in keeping with appearance
of the party if they had all sprung up the chimney in a high
wind one night, and never been heard of any more." (184).

There is a "Castle Dungeon' which Dickens describes as "an empty
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apartment at the back, devoted to correctional purposes."
(185). Another child staying there is '"led in from captivity"
for mealtimes (186) and Mrs. Pipchin, unexpectedly catching the
children playing romps and enjoying themselves is likened to
t"the Cock Lane Ghost revived." (187). Mrs. Wickam refers to
Mrs. Pipchin's establishmént as "a gaol of a house." (188).
Mrs. Pipchin keeps '"watch and ward" over Paul and Florence, in

the best manner of mediavel ogresses. (189).

The office of Mr. Dombey is presented in terms of something
out of myth and legend: "Such vapid and flat daylight as fil=-
tered through the ground-glass windows and skylights, leaving
a black sediment upon the panes, showed the books and papers,
and the figures bending over them, enveloped in a studious
gloom, and as much abstracted in appearance, from the world
without, as if they were assembled at the bottom of the sea;
while a mouldy little strong room in the obscure perspective,
where a shaded lamp was always burning, might have represented
the cavern of soﬁe ocean monster, looking on with a red eye at
these mysteries of the deep." (190). The hierarchy of the

office Dickens presents in terms of The Arabian Nights, Mr.

Perch the messenger might just as well have bestowed upon Mr.
Dombey some such title "as used to be bestowed upon the Caliph
Haroun Alraschid" (191) and said to him "You are the Light of

my Eyes. You are the Breath of my Soul..." (192). Mr, Carker

is the Grand Vizier and Dombey is the Sultan himself.

These fairy-tale, legendary and mythical suggestions pro-

duce a very special atmosphere, an atmosphere which makes it
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possible for us to accept this Dickens world, a mixture of the
real, the grotesque and the storybook, in which apparently real
events can move and terrify us, and yet in which poetic justice
can be done and credibly ddne. As George Santayana so early
observed '"the secret of this new world of Dickens lies...in the
combination of the strictest realism of detail with a fairy-
tale unrealism of general atmosphere..." (193). Retribution,
when it comes, is also in keeping with the fairy-tale element:
the threads of the story are gathered together, the change of
heart in Mr. Dombey, the marriage of Toots and Susan, the
marriage of Walter and Florence, all are going to live happily
ever after. As Captain Cuttle says in the closing pages of
the book: "...what did I tell Wal'r to overhaul on that there
night when he first took business? Was it this here quotation,
'Turn again Whittington Lord Mayor of London!' and when you are

old you will never depart from it? Was it them words?..."

(194).

It is this blending of language and references redolent
of the scriptures, of fairy-tale and melodrama which creates a
world in which Dickens bodies forth the great myth of Dombey
and Son: a world where unlikely coincidences, analogies, events,
seem quite acceptable: where figures larger than life are con-
vincingly Elils; where dream, suggestion and symbol operate on
the mind with a power unmatched by most novelists who try to
present realism. This is the quality in Dombey, I think, that
made contemporary readers say of the behaviour of Dickens'
characters, "out of all nature: it is impossible'" (195) and

"profoundly unreal™ (196). As early as 1844 a commentator



- 400 -

noted that in a Dickens' novel '"the good fairy" thwarts '"the
evil one." (197). This it is that so disfinguishes Dickens,
he is so unlike other '"Victorian'" novelists. Dr. John Lucas
has written very interestingly about this novel (198) and has
said that in the course of time he came to revise his opinion
of it: originally he found that the book did not fulfil its
promise, that the happy resolution of events at the close was
somehow a literary fraud practised on the reader. (199). But
in the course of time he came to accept the conclusion as
Dickens left it as somehow '"right'", somehow expected, just:

", final gesture of open-mindedness, a refusal to settle for

an apocalyptic vision, and an attempt to honour a 'design' and
'mystery' that suggest a ceaseless process of change, decay and
renewal...I do not think this is cowardice. On the contrary
it is imaginatively courageous, for it allows the novel an
open-endedness that is in no way pietistic or vacuous..." (200).
Dr. Lucas is here particularly discussing the happy ending of
Walter Gay's career, but I note the way he finds himself able

to talk of the imaginative rightness of the ending. Dombey

has not only the rightness of fairy-tale, it has also the power

of fairy-tale.

(iv)

The use Dickens makes of the railway in Dombey and Son is
extremely interesting and repays study. As Humphry House has
shown, the chronology of Dombey is fairly accurate. If we

assume that the story of the book concludes in 1848 when it
ceased to appear, by what events and incidents can we establish

chronology? Florence, at the book's conclusion, has a son who
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is old enough to talk sensibly about his '"poor little uncle"
(the "son'" of the novel's title). If Florence was in her
early twenties, Paul would have been born about 1833 and died
in 1840 or 1841. Mr. Dombey and Major Bagstock journey to
Leamington soon after Paul's death (201) and the line on which
they travelled, the London and Birmingham line, was opened in
September 1838. They stayed at the Royal Hotel, Leamington,
which was pulled down in 1841-2, (202). In reading Dombey we
are strongly conscious of the railways although their direct
appearance in the novel is infrequent, there is the journey to
Leamington, the description of the building of the line through
Staggs' Gardens (the actual construction of the line to Euston
terminus) and the death of Carker at Paddock Wood station,

this must have been after 1844 when the branch line was opened

there from Maidstone. (203).

I+ has been observed that one of the leading themes of
the novel is the idea of change and progress (204), and it is
here I think that the significance of Dickens' treatment of
the railways in Dombey chiefly lies. The period of time during
which the action of the novel happens was one of intense acti-
vity in railways. (205). Between 1836 and 1837, the period
of the destruction of Staggs' Gardens there was a boom in rail-
way investment and building. (206). A contemporary commented:
"The press supported the maniaj the government sanctioned it;
the people paid for it. Rajilways were at once a fashion and
a frenzy. England was mapped out for iron roads. The pro-
fits and percentages of the Liverpool and Manchester were

largely quoted. The prospects and power of the London and



The Railway Dragon.

Etching by George Cruickshank from his Table Book (1845),

"I come to dine. I come to sup.

I come, I come...to eat you up!"
This drawing illustrates an article, The Natural History of
the Panic, by Angus Bethune Reach, on the financial panic of
the mid-eighteen forties. Note the flesh consuming mouth and
the vivid eyes. It cannot help but recall the death of Carker
in Dombey and Son: "...the red eyes, bleared and dim, in the

daylight..."
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Birmingham were as freely prophesied...”" (207) Humphry House

comments on the way in which in Dombey and Son particularly

Dickens could ''sense the mood of his time, and incorporate new

sensations in imaginative literature.' (208).

Punch's Almanack for 1846 was devoted to the theme of the

current railway mania, and in 1845 Punch published a heartren-

ding cartoon, Lord Brougham's Railway Nightmare, which showed

the unfortunate Privy Councillor in a night-cap with railway
shares dancing all round his bed‘and a train actually running
over his bedclothes. (209). This was accompanied by a letter
from the sleepless baron which read: "I am subject to a spe-
cies of nightmare in the shape of a very heavy oppression at

my chest, as if a steam engine was cutting right across me,

and my whole body were intersected by various lines of railway.
I hear all sorts of noises - steam boilers appear to be bursting
in my ears; valves seem exploding under my very nose and pis-

tons work before my eyes..." (210).

In some ways Dickens seems to be reflecting the public's
ambiguous, or love-hate, relationship with the railway: he
sees it both as an example of the way modern inventions destroy
the beautiful things in life, and also evidence of the triumph
of modern man over his environment, and the more general social

benefits of "progress'. The optimism of the new Railway Age,

was sung by Charles Mackay:
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Lay down your rails, ye nations near and far;
Yoke your full trains to Steam's triumphal car;
Link town to town, and in these iron bands
Unite the strange and oft imbattled lands.

Peace and Improvement round each train shall soar,
And Knowledge light the ignorance of Yore.

Men, joined in amity, shall wonder long

That Hate had power to lead their fathers wrong;
Or that false glory lured their hearts astray,
And made it virtuous and sublime to slay.
Blessings on Science and her handmaid Steam

They make Utopia only half a dream. (211)

Mackay's optimism was not universally shared. Some
believed that tunnels would be dangerous to health, producing
catarrhrs and even consumption: the deafening noise, it was
believed, the gloom, the glare of the engine would have a bad
effect on the nerves. Being moved through the air at such
speeds would be injurious to the lungs, while those with blood
pressure would be catapulted into apoplexy. Suddenly plunging
from darkness into light would be bad for the eyes. On the
other hand, opponents of this view claimed that the speed and
sway of the engine and train would be good for the circulation,
cure constipation, promote digestion, tranquilise the nerves
and ensure good sleep. (212). Henry Booth, treasurer of the
Liverpool and Manchester Railways said that we "must determine
...whether it be desirable that a nation should continue in the
quiet enjoyment of pastoral or agricultural life, or that it

should be launched into the bustle and excitement of commerce
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and manufacture...it must be admitted that the golden age is
part, and it is to be feared the iron has succeeded. The
locomotive engine and railway were reserved for the present
day. From west to east, and from north to south, the mecha-

nical principle, the philosophy of the nineteenth century,

will spread and extend itself. The world has received a new
impulse. The genius of the age, like a mighty river of the
new world flows onward, full, rapid, and irresistible..." (213).

Dickens, although called by Ruskin "a leader of the steam=-

whistle party par excellence (with) no understanding of any

power of antiquity except a sort of jackdaw sentiment for
cathedral towers..." (214) does not present the modern steam

railway in an uncritical light in Dombey and Son. Nor does

he blindly censure it. He seems genuinely to be reflecting
and responding to the immediate contemporary emotions and views

of the new railway age. A few months before Dombey and Son

started to appear Wordsworth wrote:
Is then no nook of English ground secure
From rash assault? Schemes of retirement sown
In youth, and 'mid the busy world kept pure
As when their earliest flowers of hope were blown,
Must perish - how can they this blight endure?
And must he too the ruthless change bemoan
Who scorns a false utilitarian lure
'Mid his paternal fields at random thrown?
Baffle the threat, bright Scene from Orest-head
Given to the pausing traveller's rapturous glance:

Plead for thy peace, thou beautiful romance
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Of nature; and, if human hearts be dead,
Speak, passing winds, ye torrents, with your strong

And constant voice, protest against the wrong. (215)

In an age of which the most perceptive and sensitive feared
that the whole tendency of life was ever increasingly towards
the mechanization of all things human and otherwise, an obvious
reaction to the railways was to see them as the way of the
Juggernaut, which will lead to the sacrifice of our humanity.
(216). Tony Weller did not like them., Mrs., Gamp was convin-
ced that they caused miscarriages, and Mr. Chadband is consis-
tently associated with train-oil (this is a superb stroke I have
always thought, it suggests the link between public sanctity
and capitalistic enterprise -~ it epitomises Max Weber's immor-
tal Protestant Ethic and continues the similar association
between religious hypocrisy and financial greed stated in
Pecksniff). It was early sensed that the railways, as well as
1iberating mankind, somehow restricted us: "A railway convey-
ance is a locomotive prison," wrote a traveller in 1838, "At a
certain period you are compelled to place your person and your
property in the company of a set of men exceedingly independent,
and who have little regard for your accommodation. Till your
journey is accomplished, you are completely subservient to their
commands . You pass through the country without much opportu-
nity of contemplating its beauties; you are subject to the
monotonous clatter of its machinery, and every now and then to
the unpleasant grating sensation of the brake. To all these
things must be added the horribly offensive smells of rancid

oil and smoky coal..." (217).



The Railway Juggernaut of 1845.

A train, named "Speculation' calmly runs over the citizenry
who so faithfully worship it, guided by a demon it keeps on
its relentless journey while others rush to sacrifice their

gold to it.
Cartoon by Leech in Punch Volume IX (1847) page 47 - the year

Dombey was serialised.
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The new Fire-king was ruthlessly greedy for land: '"The
whole country, from coast to coast, was to be traversed and
dissected by iron roads; wherever there was a hamlet or
cattle-track, a market or a manufactory, there was to be a
railroad; physical obstacles and private rights were straws
under the chariot wheels of the Fire-king..." wrote Robert Bell

"

a few years after Dombey and Son appeared, "...mountains were

to be cut through as you would a cheesej; valleys were to be
lifted; the skies were to be scaled; the earth was to be
tunnelled...the shrieking engine was to carry the riot of the
town into the sylvan retreats of pastoral life.,..hissing loco-

motives were to rush over the tops of houses...'" (218).

The novelists were early commentators on the new railways
(219), and their evidence is extremely interesting (220) but

what makes Dickens' use of the railways in Dombey and Son so

striking is not simply that he is one of the earliest novelists
to use the railways as the stuff of a novel, nor that he des~-
cribes the age of steam and railway so accurately and impres-
sively, but that he incorporates the iron steam-engine into that
unique mythology of his, it becomes a vital and hard-worked ele-
ment of the world of Dombey, it takes on the aura of dream and
symbol: Dickens' use of the symbol of the railway is typical
of the best of his art, it is "real" - that is to say, it has

certain vraisemblance which accords with our own experience of

the real, the everyday, but at the same time it has the strange,
self-explanatory symbolic-signalling quality of the dream; and
that these strands of symbol and narrative have a linking cohe-

rance essentially their own. Professor J. Hillis Miller has



The Great Land Serpent!

An "anthropomorphic locomotive' - illustration from

The Puppet Show Volume II (1848) page 87.

A comment on the Railway Mania, consuming the wealth and
invading the land of the nation: the signal points to '"danger"
and the dividend is obscured in smoke.
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Railway Miseries No.VIII.

Punch's Almanack (1846).

Scene -~ A Terminus.

Sherriff's Officer: "You are, I believe, the Hon. Mr, Stag,
Provisional Director of the West Diddlesex?"

Hon. Mr. Stagg: "Ahem, - Ye-is."

Sherriff's Officer: "Off to France, I believe sir?"

Hon. Mr. Stag: "Ye-is."

Sherriff's Officer: "Sorry to trouble you, but you must come
with me, sir."

In the next carriage is the unmistakable face of Lord Broughanm.
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diécussed this aspect of Dickens' imagination and pointed out
that the significance of the images is not simply in their
immediate relation to the narrative line, but in relation to
all the images in their contexts before and after. "In
Dickens," he says, 'this spatial quality results in part from
the intricate plots in which everything that happens and all
the characters turn out in the end to be somehow related..."
(221). Professor Taylor Stoehr suggests that the emphasis on
the spatial quality of the symbolic structure is right as "A
Dickens novel is like a crossword puzzle, worked out temporally,
one item at a time, but existing finally in space, all at one,
in a net work of inter-connections..." (222). The use of the
railway in Dombey is a dramatic example of this kind of struc-
turé in a masterpiece of imaginative fiction: '"...the author
pours over the objects which he figures for himself, something
of the ever-welling passion which overflows him. Stones for
him take a voice, white walls swell into big phantoms, black
wells yawn hideously and mysteriously in the darkness: 1legions
of strange creatures whirl shuddering over the fantastic land-
scape® blank nature is peopled, inert matter movés. But the
images remain clear; in this madness there is nothing vague or
disorderly: imaginary objects are designed with outlines as
preCiSe and details as numerous as real objects, and the dream

is equal to the reality." Thus Taine. (223).

The railway links Mr. Dombey, Major Bagstock, the Toodles,
carker, as well as introducing the ideas of speculation and
nprogress" or ''change". We are quite early introduced to the

idea of the railways when we meet the Toodle family. Mr. Toodle
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is a stoker by trade. He is asked by a partially understanding
Miss Tox, how he likes it?  '"Which Mum?" said the man. "That,"
replied Miss Tox, "Your trade." ""Oh! Pretty well, Mum. The

ashes sometimes gets in here;" touching his chest, "and it

makes a man speak gruff, as at the present time. But it is
ashes, Mum, not crustiness." (224). The railway in this case

is seen as neither good nor bad, it provides Toodles with work,
but it makes his voice husky. Mr. Dombey - and this should be
noted not as an objective reaction, but one given specifically
to Dombey - is horrified when he learns from the man's own lips
of his enthusiasm for "these here railroads." (225). The
reader, I do not think, is meant to be horrified. The eldest
son of the Toodle family is actually "known in the family by the

name of Biler, in rememberance of the steam engine." (226),.

It is a mark of the extraordinary power of Dickens' writing
that the celebrated scenes of the destruction of Staggs' Gardens
by the new railroad, which has become one of the most famous
sequences in the novel (227) should in fact be so brief: it is
only four paragraphs long. Here too, as with "grinder'" 1later

on, we must consider the etymology of the name of the neighbour-

hood.

The word Stag is defined in the Shorter Oxford English

Dictionary as "A person who applies for an allocation of shares

in a joint stock concern solely with a view to selling imme-
diately at a profit." This meaning is currently retained on
the Stock Exchange today. As Michael Steig has indicated, this

word was probably first used in this context by Thackeray (228)



Railway Miseries No.XI,

Punch's Almanack (1846).

The Stag at Bay.
The stag, obviously just preparing to pack, is run to ground

by sherriff's officers.
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in a short article for Punch, The Stags: A Drama of Today.(229).

The two heroes of this piece are lowly swindlers who hope to
obtain railway shares using credit references in the name of
Wellington and Peel; they hope to off-load them and make their
profit before their initial lack of funds is realised. Their
address is '""Staggland, Bucks." The word soon became a fashion-
able term for such finanéial roguery; a cartoon in Punch shows
Mr. Punch himself, with a shot-gun searching for game in the
Stock Exchange, men who wear antlers - Punch thus exposes the

"Stags" of the day, the dishonest buyers and sellers of rail-

way shares. (230).

In November 1845 their cartoon The Stag at Bay shows an

unfortunate speculator barricading his door against his credi-

tors. George Cruikshank's Table Book of 1845 also has some

references to '"Stags'" which suggest how much of a vogue;word
it had become, reinforcing the point that Staggs' Gardens would

have a special redolence to readers of the time. The Natural

History of the Panic by Angus B. Reach, which appears in the

Table Book, has mention of the pranks that the Railway Panic

has been playing with "our friends the Stags" and refers also
to the Stags' "pulled-in" horns. (231). This is followed by

a parody of the celebrated Beggar's Petition which began:

Pity the sorrows of a poor old man
Whose trembling limbs have borne him to your door...
The railway version of this popular recitation piece is called

The Stag's Petition and it tells the sorry tale of "a poor old

Stag, brought by the panic to the workhouse door." (232).
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Dickens throws out one or two suggestions for the etymology
of Stagg's Gardens: '"Some were of opinion that Stagg's Gardens
derived its name from a deceased capitalist one Mr. Staggs, who
had built it for his delectation. Others, who had a natural
taste for the country, held that it dated from those rural times
when the antlered herd, under the familiar denomination of
Stagges, had resorted to its shady precincts. Be this as it
may, Stagg's Gardens was regarded by its population as a sacred
grove not to be withered by railroads..." (233). We notice
the association with capitalism and investment, contrasted to
the primitive, unspoilt rural days, and recall how clearly
Dickens, in the agency of Mr. Morfin, makes us aware of Mr,
Carker's immense and reckless speculations and their consequen-
ces: '"That he has abused his trust in many ways...that he has
oftener dealt and speculated to advantage for himself, than for
the House he represented; that he has led the house on, to
prodigious ventures, often resulting in enormous losses.,.will
not perhaps surprise you now..." he tells Harriet and John Car-
ker. (234). "Undertakings have been entered on, to swell the
reputation of the House for vast resources, and to exhibit in
magnificent contrast to other merchants' houses, of which it
requires a steady head to contemplate the possibility - a few
disastrous changes of affairs might render them the probably -
ruinous consequences. In the midst of the many transactions
of the House, in most parts of the world; a great labyrinth
of which only he has held the clue: he has had the opportunity,
and he seems to have used it, of keeping the various results
afloat, when ascertained, and substituting estimates and genera-

1ities for facts..." he continues. (235), Dickens does not
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directly associate Mr. Carker with railway speculation, but in
the context of the time when the parts of Dombey appeared, the
assumption would be that Carker had dabbled in railway specula-
tion. This seems to place him in such company as Ralph.Nickle-
by, Merdle, among Dickens' gallery of swindlers. (236). As

Humphry House has suggested, in creating Merdle in Little Dorrit

Dickens was thinking not solely of John Sadleiror Hudson the
Railway King, he was concerned in producing what Humphry House
calls "a satire on social and financial conditions which belong
more truly to the crisis of the late 'forties than to the

middle twenties, with which they are apparently meant to be

connected." (237).

We know that Dickens was deeply interested in the great
railway mania of the 'forties, and Grahame Smith, citing evi-

dence from the Preface to Little Dorrit and his letters, sug-

gests that Dickens had a '"Merdle" character in mind before the
failure and suicide of his supposed original Sadleir. (238).

In suggesting that Carker speculated with the firm's money in
railway shares Dickens was treating with a theme already very
familiar by the end of the eighteen forties. Many times con-
temporary cartoons exhibit the monster of railway-mania in
various forms and guises. (239). As early as 1850 Carlyle
spent his satiric fire on the subject of Hudson. (240).

Novels appeared with railway speculators as their leading

characters, Robert Bell's The Ladder of Gold (1850) and Emma

Robinson's The Gold-Worshippers (1851). "The worship of the

Golden Calf was the heresy of the greater proportion of the
people... The frightful contagion spread; and England became

one great gamble..." wrote one novelist. (241).
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The nature of the presentation of the destruction of
Stagg's Gardens is, I think, ambiguous. The first impression
is one of shock, a violent series of actions has just happened:
"The first shock of a great earthquake had, just at that period,
rent the whole neighbourhood to its centre. Traces of its
course were visible on every side. Houses were knocked downj
streets broken through and stopped; deep pits and trenches dug
in the ground; enormous heaps of earth and clay thrown up;
buildings that were undermined and shaking, propped by great
beams of wood... Everywhere were bridges that led nowhere;
thoroughfares that were wholly impassable; babel‘towers of
chimneys, wanting half their height; temporary wooden houses
and enclosures, in the most unlikely situations; carcases of
ragged tenements, and fragments of unfinished walls and arches,
and piles of scaffolding, and wildernesses of bricks, and giant
forms of cranes and tripods straddling above nothing. There
were a hundred thousand shapes and substances of incompleteness,
wildly mingled out of their places, upside down, burrowing in
the earth, aspiring in the air, mouldering in the water, and
unintelligible as any dream. Hot springs and fiery eruptions,
the usual attendants upon earthquakes, lent their contributions
of confusion to the scene. Boiling water hissed and heaved
within dilapidated walls; whence, also, the glare and roar of
flames came issuing forthj; and mounds of ashes blocked up
rights of way,'and wholly changed the law and custom of the
neighbourhood. In short, the yet unfinished and unopened
railroad was in progress; and, from the very core of all this
dire disorder, trailed smoothly away, upon its mighty course of

civilisation and improvement.' (242).



Building Retaining Wall, Camden Town, September 1838,
Drawing by J.C. Bourne. British Museum.

", ..Houses were knocked down; streets broken through and
stopped; deep pits and trenches dug in the ground; enormous
heaps of earth and clay thrown up..."

Dombey and_Son Chapter VI.
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We would notice first the use of terms associated with
natural, elemental catastrophe - rent, course, broken, under-
mined, pits and trenches, earth and clay thrown up, chaos,
carcases, wilderness - all presenting a meaningless destruc-
tiveness mirrored in the incomprehensibility of dream; there
are springs and eruptions, ashes, the glare and roar of flames.
But we should note that the area was a loathesome, urban desert
before: "There were frowzy fields, and cowhouses, and dung-
hills, and dustheaps, and ditches, and gardens...at the very
door of the railway." (243). These existed before the rail-
way, and Dickens does not commend them, he does not say that
this was a beautiful, snug, organic little working class commu-
nity which was ruined by the railways. A.E. Dyson suggests

that in Dombey and Son there is a nightmare quality in the

modern railway which somehow is analogous to the nightmare
realities of the capitalist world (244), but I do not think
the issue is as clear-cut as this: out of the chaos of the
act of railway-creation, "from the very core of all this dire
disorder, (the yet unfinished and unopened railroad) trailed
smoothly away, upon its mighty course of civilisation and
improvement . (245). It is true that Dickens does mention
"one or two bold speculators™ (246) but Dickens suggests that
what they have invested in might not be wholly unbeneficial to
the community, including new streets, a brand-new tavern (The
Railway Arms), the old established ham and beef shop had become
"The Railway Eating House'. Is this ironic in tone? I am

not sure, but there are other clues as to Dickens' view of the

new railways.
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Professor Edgar Johnson accepts that the lines about
"civilisation and improvement" are ironic (247) and is not
ready to see the other side of the discussion: it is true
that we see how it disrupts a community living in Stagg's

Gardens, but that society is not destroyed, it is changed.

- From an idyllic walk where he can look round on the green
English grass and the home landscape, "listening to the birds,
and the Sunday bells, and the softened murmur of the town..."
(248) Walter Gay is summoned by Susan Nipper to find Polly

and come to Paul, who is ill. They try to find Stagg's Gar-
dens, but there wés, now, "no such place." It had '"vanished
from the earth. Where the old rotten summer houses had once
stood, palaces now reared their heads, and granite columns of
gigantic girth opened a vista to the railway world beyond.

The miserable waste ground, where the réfuse matter had been
heaped of yore, was swallowed up and gone; and its frowsy
stead were tiers of warehouses, crammed with rich goods and
costly merchandise. The old by-streets now swarmed with pas-
sengers and vehicles of every kind...!" (249). The newly pro-'
jected streets which had seemed if they were to lead nowhere,
the bridges constructed with nowhere to cross, all this now
made sense, as a new community had_been created, and these
ways "'led to villas, gardgns, churches, healthy public walks..."
(250). The doubts about the railways, Dickens conveys in a
religious metaphor, had been dispelled: "As to the neighbour-
hood which had hesitated to acknowledge the railroad in its
struggling days, that had grown wise and penitent, as any

Christian might in such a case...™ (251).



Entrance Portico, Euston Grove Station
drawn by J.C. Bourne (British Museum)
published September 1838,

"There was no such place as Stagg's Gardens. It had vanished
from the earth. Where the o0ld rotten summer houses once had
stood, palaces now reared their heads, and granite columns of
gigantic girth opened a vista to the railway world beyond."

Dombey and Son Chapter XV.
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The whole standard of living of the area had improved as a
result of the modern railways; 1life, bustle and a generosity
of social living are visited on the place once known as Stagg's
Gardens: ''There were railway patterns in its drapers' shops,
and railway journals in the windows of its newsmen. There
were railway hotels, railway coffee-houses, lodging houses...
To and from the heart of this great change, all day and night,
throbbing currents rushed and returned incessantly like its
life's blood. Crowds of people and mountains of goods, depar-
ting and arriving...produced a fermentation in the place that
was always in action.' (252). We should note the use of words
associated with life, the heart, the circulation, life's blood,
fermentation, with the latter's associations of effervescence,
heat, and change of properties, agitation, excitement. Members
of Parliament, who had formerly scoffed at the wild dreams of
the railway engineers, now personally acknowledged the triumph
of steam by going north by train themselves, sending messages
on beforehand to warn of their arrival by electric telegraph.
The engines, which had seemed once such terrible engines of des-
truction, are now described as "tame dragons'" and their motion

is described as smooth and gliding. (253).

It is true that Dickens insists that Stagg's Gardens had
peen "cut up root and branch'" but we must consider what has
replaced it: Mr. Toodle, now an Engine Fireman, lives in the
Company's own Buildings, where we see him eating his dinner with
a healthy appetite, having just come back from Birmingham, sit-
ting in the bosom of his family surrounded by new babies. (254).

It has not made Toodles mechanical or unloving, it has improved
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the standard of living of the whole area, improved commerce,
broadened their horizons, made them more prosperous, it has
swept away a frowsy community which had lingered, ailing, into
the nineteenth century, and replaced it with a thriving modern
community. When we meet Mr. Toodle in his professional capa-
city we are told that, although he is liberally besmeared with
the debris of his trade "he was not a badlooking fellow, nor
even what could be fairly called a dirty-looking fellow..."
(255), and we should also notice that although he is now wor-
king for the greatest mechanical wonder of the age he is still
a wonderful human being, as he shows one of the greatest Dick-
ensian virtues, sympathy: poor, depraved, dirty wretch as he
might seem to Mr. Dombey he commiserates with that great man on

the death of Paul.

Another striking use of the railways in Dombey and Son is

the journey of Mr. Dombey to Leamington. This is a passage

that needs careful consideration, as it is frequently taken to
mean that the railways and all they stand for, are Death and
Destruction. (256). The vision of the railways we have in

this scene, it is very important to grasp, is viewed subjectively
through the eyes of Mr. Dombey. He is at this time particularly
under stress, something has happened to him which seldom happens -
a human action has pierced his creaking, starched almost para-
lysed exterior, and touched something deep in the recesses

"...there was something more

of his psyche. He is disturbed:
in his bitterness, and in his moody way of falling back in the
carriage and looking with knitted brows at the changing objects

without...'" than in simply considering the academic failure of



Building the Stationary Engine House, Camden Town, April 1839.
Drawing by J.C. Bourne. British Museum.

"Everywhere were bridges that led nowhere; thoroughfares that
were wholly impassable...carcases of ragged tenements, and
fragments of unfinished walls and arches, and piles of
scaffolding... There were a hundred thousand shapes and sub=-
stances of incompleteness..."

Dombey and Son Chapter VI.
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Rob the Grinder. It is Mr. Toodle's compassion for his loss
in Paul which has so wounded Dombey. (257). "He had seen upon
the man's rough cap a piece of new crepe, and he half assured
himself from his manner and his answers, that he wore it for

his son.' (258). We should notice here that far from

mechanizing Mr. Toodle, he is acting as a fully human being, a

being who shows sympathy for other human beings; what galls
Mr. Dombey is the feeling that his dear son is being soiled by

"...from high to low,

posthumous contact with common people:
at home or abroad, from Florence in his great house to the
coarse churl who was feeding the fire then smoking before them,
everyone set up some claim or other to a share in his dead boy,
and was a bidder against him! Could he ever forget how that
woman had wept over his pillow, and called him her own child!

or how he, waking from his sleep, had asked for her, and raised

himself in his bed and brightened when she came in!' (259).

The depth of the blow to Dombey is in direct proportion to
the degree of penetration they have made into that secret,
secure and personal world of Dombey, his innermost world, pro-
tected from the outside by gold and wealth and social position.
He is here almost mortally wounded: '"To think of this presump-
tious raker among coals and ashes going on before there, with
his sign of mourning!... To think that this lost child, who
was to have divided with him his riches, and his projects, and
his power, and allied with whom he was to have shut out all the
world as with a double door of gold, should have let in such a
herd to insult him with their knowledge of his defeated hopes,

and their boasts of claiming community of feeling with himself,

so far removed..." (260).
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He finds no relief in the railway journey, Dickens is
very explicit about this - there are beautiful things to be
seen here, but Mr., Dombey does not see them: '"Tortured by
these thoughts he carried monotony with him, through the
rushing landscape, and hurried headlong not through a rich and
varied country, but a wilderness of blighted plans and gnawing
jealousies..." (261). For Mr. Dombey the power and speed of
the engine seem to mock the frailty of Paul's life. It is
important to see that this is the burden carried by this sig-
nificant passage - Dickens is 223 saying that the railways
equal death, he is saying that Mr. Dombey sees how frail human
hopes are, how short life is, and that in mortality bliss is
not to be achieved. "The very speed at which the train was
whirled along mocked the swift course of the young life that
had been borne away so steadily and so inexorably to its fore-
doomed end. The power that forced itself upon its iron way...
defiant of all paths and roads, piercing through the heart of
every obstacle, and dragging all living creatures of all clas-
ses, ages, and degrees behind it, was a type of the triumphant

monster, Death." (262).

Dickens is not saying here that the Railway and all it
stands for equals Death: what he is saying is that the course

of life towards death is inexorable, like the path of the rail-

way engine. (263).

There are other passages in Dickens which are similar (264)

to this section in Dombey and Son but no other passage known to

me makes such forceful use of the railway as an image of the
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relentless passage of time. Wherever Mr. Dombey looks during
this journey, "He found a likeness to his misfortune everywhere.
There was a remorseless triumph going on about him, and it
galled and stung him in his pride and jealousy, whatever form
it took: though most of all when it divided with him the 1love
and memory of his lost boy." (265). These are his thoughts as
he looks out of the carriage window, and sees ".,.dark pools of
water, muddy lanes and miserable habitations far below...
jagged walls and falling houses...battered roofs and broken
windows..." (266). The idea of mortality, life and death,
light and darkness, is pressed home by the analogy of the open
1ine and the tunnel: "...plunging down into the earth again,
and working on in such a storm of energy and perserverancé,
that amidst the darkness and whirlwind the motion seems rever-
sed, and to tend furiously backward, until a ray of light upon
the wet wall shows its surface flying past like a fierce stream.

Away once more into the day, and through the day, with a shrill

yell of exultation..." (267).

The gloom and morbidity which so many commentators have
detected in this passage, it should be noted, is entirely sub-
jective, this is what Dombey thought, not what Dickens thinks:
"A11 things looked black, and cold, and deadly upon him, and he
on them. He found a likeness to his misfortune everywhere..."
(268). There are beautiful sights to be seen from the train,
Dickens tells us of '"the shower and sunshine", 'great works and
massive bridges' of '"cottage-homes, of houses, mansions, rich
estates, of husbandry and handicrafts, of people, old roads and

paths..." (269). We are told quite explicitly that Mr. Dombey



The Stags: A Drama of Today.

Cartoon and short comic feature by Thackeray in

Punch Volume IX (1845) page 104,

Tom Stag, a retired thimblerigger and Jim Stag, a costermonger,
complete an application for railway shares for which they
obviously have no funds, using the name '"Victor Wellesley
Delancey" with the address '"Staggland, Bucks." Supporting
referees are Wellington and Peel.
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does not think that the ''monster" let the light of day on these

dreary things, nor made or caused them. (270).

The final appearance of the railways in Dombey and Son is
in the scenes of the death of Mr. Carker the manager. He has
a fleeting premonition of his death: '"Some visionary terror,
unintelligible and inexplicable, associated with a trembling of
the ground, - a rush and sweep of something through the air...
He shrank, as if to let the thing go by. It was not gone, it
never had been there..." (271). Carker's flight by coach is
used in much the same way as Mr. Dombey's railway journey - a
subjective view of landscape which parallels his frame of mind:

"The clatter and commotion echoed to the hurry and discordance

of the fugitive's ideas. Nothing clear without, and nothing
clear within. Objects flitting past, merging into one another,
dimly descried, confusedly lost sight of, gonel! Beyond the

scraps of fence and cottage immediately upon the road, a lower-
ing waste. - Beyond the shifting images thaf rose up in his
mind and vanished as they showed themselves, a black expanse

of dread and rage... Sometimes that rush which was so furious
and horrible, again came sweeping through his fancy, passed
away and left a chill upon his blood. The lamps, gleaming on
the medley of horses' heads, jumbled with the shadowy driver,
and the fluttering of his cloak, made a thousand indistinct
shapes, answering to his thoughts. Shadows of familiar people,
stooping at their desks and books, in their remembered atti-
tudes; strange apparitions of the man whom he was flying from,
or of Edith, repetitions in the ringing bells and rolling wheels,

of words that had been spoken; confusions of time and place...
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commotion, discord, hurry, darkness and confusion in his mind,
and all around him... Again the nameless shock comes speeding

up, and as it passes, the bells ring in his ears..." (272).

The use of the journey here is very close in intention
and effect to Mr. Dombey's train journey; in both we are given
a subjective view, and are allowed to glimpse the innards of a
tortured mind. The journey seems to Mr. Carker "like a vision,
in which nothing was quite real but his own,torment." (273).
And significantly "a fevered vision of things past and present
all confounded together; of his life and journey blended into
one..." (274). Mr. Carker becomes obsessed with the rush of
trains, which exercises a strange almost mesmeric fascination
for him. When he returns to England it is his intention to
find some quiet spot where he can recover in hiding. He thinks
himself safe in a country township, "a retired spot, on the
borders of a little wood..." (275). But here his terrible
vision of the rushing sensation behind him becomes a reality:
"he started up and listened in sudden terror. For now, indeed,
it was no fancy. The ground shook, the house rattled, the
fierce impetuous rush was in the air! He felt it come up, and
go darting by..." (276). His fear, which has become a living

part of himself, has now taken physical shape.

The railways begin to exercise a strong and strange hold
over him; he seems unable to keep away from the track: "It
made him shrink and shudder even now, when its faintest hum was
hushed, and when the lines of iron road he could trace in the

moonlight, running to a point, were as empty and as silent as a



Proposed Design for a Monument to a Defunct Railway Line.

Punch Volume X (1846) page 247.
Note the prominent stags' antlers.
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desert. Unable to rest, and irresistibly attracted...to this
road, he went out and lounged on the brink of it... A tremb-
ling of the ground, and quick vibration in his ears; a distant
shriek; a dull light advancing, quickly changed to two red
eyes, and a fierce fire, dropping glowing coals...a high wind,
and a rattle - another come and gone, and he holding to a gate

as if to save himself! He waited for another, and for

another..." (277).

Even when he goes to bed he is still haunted by the pres-
ence of the train, and when he feels the trembling and vibration
he leaves his bed and goes to the window. (278). In his dreams
he is visited by the memory-phantom of his journey, bells,
wheels, horses' feet until the next train disturbs him with its
vibration and rattle. He is utterly without a sense of rele-
vance and connection when morning comes: the way Dickens tells
us this is very important. The actu;l words are ''the past,
present and future, all float confusedly before him, and he had
lost all power of looking steadily at any one of them." (279).
In his inability to come to terms with the past, present and
future, in his failure to see them in perspective he is in such
a dangerous state as Scrooge before his change of heart: he

ures the last spirit that he "will live in the Past, the

ass
Present and the Future. The Spirits of all Three shall strive
within'" him. "I will not shut out the lessons that they teach."

he says. (280).

As we have seen, the accommodation of past, present and

future is one of the guiding themes of Dickens' fiction in the
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eighteen forties, in Dombey and Son (it is not, I believe, too

wild to claim) as much as in the Christmas Books. Mr. Dombey's

change of heart essentially involves his coming to terms with
the past (Paul Dombey), the present (Florence and Walter) and
the future (the firm of Walter Gay and the future promised in

their little son).

'It is Carker's one hundred per cent involvement with the
present which destroys him: personal gain (his swindling of
Mr. Dombey ), personal success (his attempted conquest of Edith).

He says to Edith when they are alone that the period of his

cruel probation is over now, and she is his: "Hard, unrelenting
terms they were!...but they are fulfilled and passed, and make
the present more delicious...™ (281). It is that powerful

emblem of the present, the railway engine, which is to destroy
him, to strike him limb from limb and lick "his stream of life

up with its fiery heat, and cast his mutilated fragments in the

air." (282).

The strength in the structure of Dombey and Son is in part

the effect of its substance and texture - that rich and master-
ful blending of scriptural echoes, of fairy tale and legend, of
the popular stage and of the subtle use of a potent image of
the present, the railway: while still at the opening numbers

of Dombey and Son Dickens had written to Forster, that despite

difficulties in actual written composition, "Invention, thank
God, seems the easiest thing in the world..." (283). We must

still marvel at its vitality, wholeness and power.



"Stag" Stalking in Capel Court.

Cartoon by Richard Doyle in Punch Volume IX (1845) page 172.
His field-piece loaded with "wit" Mr., Punch sets out to hunt
the crooked speculators of Capel Court, a lane adjacent to the
London Stock Exchange, well known haunt of stock-dealers.
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CHAPTER THIRTEEN

PAUL AND FLORENCE

n,, .It is from the life, and I was there - I don't suppose I was
eight years old; but I remember it all as well, and certainly
understood it as well, as I do now. We should be devilish sharp
in what we do to children..."

Dickens in a letter to Forster, November 1846: quoted in
Forster's Life of Charles Dickens Book VI Chapter ii.
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We know that the character of Paul and that its place in
the total scheme of the novel, as well as that of his sister
Florence, was strongly present in Dickens' imagination from the
book's earliest conception (1), yet most modern commentators of

Dombey and Son contrive to discuss the novel without mentioning

Paul and Florence if they can possibly help it: somehow they

feel embarrassed by the whole thing. (2).

Yet it is the children who hold the novel together: I
would dispute Mrs. Leavis' contention that the novel wavers and
changes direction after the death of Paul (3) for I believe that
in the story of Paul and Florence he is attempting to repeat

what he had done previously in miniature in A Christmas Carol:

Tim dies, and yet he does not die. We experience all the
anguish of Tim's suffering and death, and are relieved to find

that at the end of the story Tiny Tim did not die. A Christmas

Carol is really a comedy, but Dombey and Son is a tragi-comedy:

Paul dies, there is no doubt of that, but he lives on in Flo-
rence. There is a beautiful scene where Dombey and Edith have
returned fromvParis. They are married and the Dombey mansion
is being redecorated. The supper over, Mrs. Skewton withdraws
to bed, soon followed by Edith. Dombey remains downstairs while
Florence brings her work into the room to be with her father.
"Shall I go away, Papa?' she asks. "No" he answers, '"You can
come and go here, Florence as you please. This is not my pri-
vate room." (4). He composes himself to sleep in his chair,
Florance watching him from time to time, She is unaware that
he is quietly watching her the whole time. And what was he

thinking meanwhile? - "With what emotions did he prolong the
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attentive gaze covertly directed on his unknown daughter? Was
there reproach to him in the quiet figgre and the mild eyes?

Had he begun to feel her disregarded ciaims, and did they touch
him home at last... There are yielding moments in the lives of
the sternest and harshest men... Some passing thought that he
had had a happy home within his reach - had had a household
spirit bending at his feet...may have engendered then... The
mere association of her as an ornament with all the ornamental
pomp about him, may have been sufficient. But as he looked, he
softened to her, more and more. As he looked, she became blen-
ded with the child he had loved, and he could hardly separate
the two. As he looked he saw her for an instant by a clearer
and a brighter light, not bending over that child's pillow as his
rival...but as the spirit.of his home, and in the action tending
himself no less, as he sat once more with his bowed-down head
upon his hand at the foot of the little bed. He felt inclined
to speak to her, and call her to him..." (5). We should note
that the central action of this passagé the fulcrum of its
whole mechanism, is the phrase that ""she became blended with

the child he had loved, and he could hardly separate the two..."

More even than The 01d Curiosity Shop, Dombey and Son is

marked with the image of childhood, the world of the child, the
vision of the world through the eyes of the child, the image of
the child as man lost in a society of his own creating. (6).
There are three main areas where this use of the child figure in

Dombey and Son is particularly to be noted: there is the per-

sonal level of the feeling of rejection, which the Freudians

would suggest comes from Dickens' own harrowing experiences as
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a child. Thus the death of Paul is a ritualisation of puni=-
shing his parents for what they did to him, Charles John Huffam
Dickens, and the long-term rejection of poor Florence is a

remembering of his rejection as a child.

Then, secondly there is the collective image of the child
as an emblem of immortality, which all Jungians would recog-
nise; 1like all children - and like Wor&sworth too - Dickens
was a devout believer in immortality. (7). We have much evi-
dence for Dickens' declared belief in immortality. He wrote
to console William Bradbury on the death of his child in 1839:
"I hope and believe that from the very depth and strength of
your affection for your dead child, will arise your best and
truest consolation. The certainty of a bright and happy world
beyond the Grave, which such young and untried creatures...must
be called to...the happiness of being always able to think of
her as a young and promising girl...above all, the thought of
one day joining her...where sorrow and separation are unknown -
these are all sources of consolation which none but those who
have suffered deep affliction can know in all their force..."
(9). A few months later he wrote to George Beadnell, who had
l1ost his son: "It is nothing that death is inevitable; but it
is something that it has been without pain...that the object of
our love...has passed away in peace, leaving behind nothing but
pleasant thoughts of his worth... It is impossible to sepa-
rate the idea of the dead from the companionship of the living..."
(9). The little son of Dickens' own sister Fanny was, it has
been suggested, the original of Paul Dombey. (10). The nove-

1ist wrote to his father after the child had died: "I hope
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that if I were you, I would - when the first burst of my love
and grief was past =- thankfully confide him to that better
Father to whom he has passed, and to that enduring world,
where...he has rejoined his mother, and forever cast aside his
sorrows and infirmities..." (11). Only months after this he
writes to John Leech, whose young daughter had just died:

", . .Above all, try to remember that she has certainly gone to
the inestimable happiness of God, and that she is among His
angels evermore." (12). Mr. Dombey believes that'death is
the end of life, and Dickens makes quite sure that we under-
stand he is in the wrong - death is not the end, it is trans~-
formation, the exchange of mortality for the eternal: this is
the great message of the waves, of the restless, quick and
moving sea, the archetypal image of life: it is this message
that Dombey has to learn, he thinks of Paul as 'this lost
child, who was to have divided with him his riches, and his

projects, and his power, and allied with whom he was to have

shut out all the world as with a double door of gold..." (13).

And lastly, there is the use of the child as an "innocent" -
as someone who questions the standards and basic assumptions of
the world, and of a being who is "lost'" in the world. The
strange religiosity of Dombey has been noted before. (14).

In this context, it is very interesting to recall that Dickens

completed The Life of Our Lord, which he wrote for his chil-

dren, in 1846 -~ the very moment of Dombey. (15). He wrote
this book because he was anxious that his children should know
the essential facts about Jesus' life and the elements of the

Christian faith, as he understood it. (16). Dickens inclined
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to the Unitarians in the 1840's. He had noted while in U.S.A.
that they seemed more tolerant and when he returned to England
he took out a sitting at a leading Unitarian chapel in the West
End. (17). Dickens frequently emphasises the qualities of the

", ..I exhort

New Testament over the 0ld: in his Will he said:
my dear children humbly to try to guide themselves by the tea-
ching of the New Testament in its broad spirit..." (18). In
the novels there are several detailed treatments of the puni-
tive, repressive and violently sin-burdened Old Testament ethos
we associate with the Murdstones, Mrs. Dorrit and the religious
teaching to be had at the Charitable Grinders. (19). In Dombey
also we find the preference clearly indicafed in favour of the
New Testament. Florence is that child figure we have met
before in Dickens, the divine child, and her diyinity is stres-
sed several times to present her as a child of grace: "...it

is not in the nature of pure love to burn so fiercely and un-
kindly long. The flame that in its grosser composition has

the taint of earth, may pray upon the breast that gives it shel-
ter; but the sacred fire from heaven is as gentle in the heart,
as when it rested on the heads of the assembled twelve, and
showed each man his brother..." (20). So here Florence is
directly associated with the disciples, strengthened like them,
with the Holy Spirit. As Professor Collins has suggested,

Dickens based most of his Life of Our Lord on the gospel of St.

Luke and this gives us further insight into the basic structure

of Dombey and Son: there are some very impressive parallels.

These are discussed in the section on the "Anatomy of

Dombey" but we should note here the emphasis on the parent-child



- 430 =~

relationship which is such a feature of the gospel according

to Luke: '"The father shall be divided against the son, and

the son against the father; the mother against the daughter,
and the daughter against the mother; the mother-in-law against
the daughter-in-law and the daughter-in-law against the mother-
in-law." (21). Florence is estranged from her father, Edith
is in a state of animosity with her mother, Carker the manager,
Dombey 's surrogate son, betrays his master. This is not
stretching credulity too far, I think; we should note the way
Dickens suggests a very close, almost father/son relationship,
between Dombey and Carker: 'He affected a stiff white cravat,
after the example of his principal... His manner towards Mr.
Dombey was deeply conceived and perfectly executed... The
stiffness and nicety of Mr. Carker's dress and a certain arro-
gance of manner, either natural to him, or imitated from a
pattern not far off, gave great additional affect to his humi-
1ity... 'You respect nobody, Carker, I think,' said Mr. Dombey.
'No?' inquired Mr. Carker... 'Well, not many people I believe.
I wouldn't answer...for more than one...' " (22). In every

way the ultimate traitor Carker is modelled, son-like, on his

master.

Much of Dombey and Son points forward to the later, more

tdocumented" novels, there is the whole question of the arranged
marriage (23) and the loss of innocence in the taint of money
(24) but above all, I refer to the discussion of educational
jdeas which is so central to Dombey and which Dickens continued

and developed so superbly in Hard Times. The kind of education

which Paul Dombey is subjected to is an example of that
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mechanization of everything in life which Coleridge and Carlyle,
writing before Dickens, had so feared. (25). It was not the
external and physical alone which was affected by machinery,
Carlyle said, but the "internal and spiritual also. Here too
nothing follows its spontaneous course, nothing is left to be
accomplished by old natural methods, Everything has its cun-
ningly devised implemenfs, its pre-established apparatus; it
is not done by hand, but by machinery. Thus we have machines
for Education;..monitors, maps, embiems. Instruction, that
mysterious communing of Wisdom and Ignorance, is no longer an
indefinable, tentative process, requiring a study of individual
aptitudes, and a perpetual variation of means and methods...
but a secure, universal, straightforward business, to be con-

ducted in the gross, by proper mechanism...'" (26).

We must first notice what Paul is like before he is

"educated". He is young, natural, direct and openly curious
about the world about him. His mind goes right to the essence
of things: "If you had money now," his father says to him, "as

much money as young Gay has talked about; what would you do?"
nGive it to his old uncle," returned Paul. (27). Mrs. Pipchin
asks him how he thinks he will like her. "I don't think I
shall like you at all," he replies, "I want to go away. This
jen't my house." "No, it's mine" retorted Mrs. Pipchin.

"It's a very nasty one" said Paul. (28). Mrs., Pipchin has a
certain fascination for Paul, and she notices that as they are
sitting by the fire, he is staring at her; she asks him what
he is thinking about: "You," said Paul, without the least

reserve. "And what are you thinking about me?" asked Mrs.



Little Paul .
Extra plate by Hablot Browne.

"I think Paul very good indeed - a beautiful little composition
altogether."

Dickens in a letter to the artist.
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Pipchin. "I'm thinking how old you must be" said Paul. "You
musn't say such things as that, young gentleman... That'll

never do." "Why not?'" asked Paul. "Because it's not polite,"
said Mrs. Pipchin snappishly. "Not polite?" said Paul. '"No."

"It's not polite," said Paul innocently, '"to eat all the mutton

chops and toast..." (29).

His directness and innocence enable him not to be easily
put off by her bullying retort: '"Remember