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tl Z E T 

19.vtiZY11 toplumu, ki,inin bal,mS'Z geli,me ve bilin~­
lenma 01anal1 bulunduguna inan1yordu. Birey liberal toplumsal 
dU§ur.cede ciddi bir yer tuttuktan s·onra, romanda da bireyin 
geli§mesi anlatlllr oidu. Yeni toplumun kimi eksik V~ ~lnlrll 
yanlarl, kimi yanl1' delerleri olabilirdi. Hatta bunla: bi­
reyler tizerinde ~ocukluktan ba,layarak olumsuz etkiler yara­
tabilirdi. Yine de, bireyin bal1~slz ak1l ve vicdan1na tam 
inanc1 olan liberal dU,tinoe, onun sonunda ttim bu etkileri 
a,arak olumlu bir ki,ilile kavu,abileoelini savundu. Bu ka­
darla kalmaY1p, toplumun tek geli,me umudunu da, boyle bir 
alamadan balarlyla ge~erek ozgtin ki,ililine kavu,~u, bireyle­
rin saY1Slnln artmaslna balladl. Ki,ilerin bu i,-yolculuk oy­
ktisUnU anlatan romanlara, Alman geleneginden allnml, Bildungs­
roman teriminin kar,,1111 olarak, geli,me-bilin~lenme romanl 
diyebiliriz. 

1 9 . y U z y d d U , Uno eve r 0 m.a n 1 n 1 yak 1 n dan in 0 e 1 e d iIi m i z -
de, geli,~e-bilin~lenmeye olan inan, deli,memekle birlikte, 
her ku,agln bilin,lenmeden balka ,eyler anladl~lnl, ya da bu 
sUre, sonunda varllacak noktanln yliZYll boyunca deli,ik ta­
nlmlanclllnl gorUrUz. YUzYll ballndaki romanlarda, bireyin 
ozgUn ki,ililine kavu,masl, en voksul tabakadan gelmi, clsa 
bile herkes i,in olanakll kabul edilirken; yGzYll sonu yazar­
larlnln bunu ya tUmden olanakslz buldu~unu ya da ancak sanat­,1 i~in aianakil saydlllnl gorliyoruz. ~UnkU yalnlzca sanat,l, 
toplumun bagnazllklarlnl, kG,tik ,lkar hesaplarlnl, kendinden 
ho,nutluk duygusunu alan bir duyarililea sahiptir; dolaYlslY­
la yalnlz onun ozgGn bir ki,ilile kavusma clanal' vardlr. 
Ka~~l ki yUzYll ba~lndaki romanlarda, ~ara ve rne'!ki gibi" 
olums~z tapIumsal delerleri i~ermekten kurtulabilen her bi­
rey, geli,imini ba,ar1yla tanlmlad'11 noktada bunlarl da elde 
ederken; yUzYll sonunda, geli§imin 8nko§ulu olarak sUrekli 
bir yads1ma tutumu savunulmaya ya da to~lumun ki,inin geli,me 
Bzlemlerine olanak tanlmayacak denli katl ve aClmaS1Z oldu~u 
dU,UnUlrneye ballanmlltl. 

20.yUzYllda ise geli,me-biliu,lenme roman1 ge1ene~ini 
varolu"u yazar1ar1a, sanat,lnln geli~imini konu alan birka~ 
yazar sUrdUrdU. Genelde, gelilim BykUleri romandan ~lktl; ro~ 
man ya gUdUk kalml, geli,imlerin psiko1ojik nedenlerini ara­
maya ya da bilincin rastgele algllama1arlnl yansltrnaya yone1-
di. Giderek, birey de romanln d1"nda kaldl; roman, kendi 
teknilini irdeleyen bi;imci bir deneyse1lile bUrUndU. 



CHAPTER I 

I NTRODUCTI ON: 

B I LDUNGS ROMAN AND NOVEL THEORY 

1- FROM THE PICARESQCE TO THE BILDVNGSROMAN 

The transition to the mercantilist era in Europe saw 

thE rise of a new type of prose fiction that centered its 

plots around the. stories of the knave or the rogue, the 

advent~rer who aspired froffi the dregs of society to a place 

among the bourgeoisie and who moved from his native village 

to the city. The picaroon, so called because this kind of 

character made his first significant appearance in Spain, in 

La"aril10 de Termes (with the exception, of course, of the 

figures of folk imagination like Ty1 V1enspiege1 or early 

travesties that aimed at deromanticizing romance, like 

Chaucer's tale of Sir Tapas), set the route of the rogue's 

survival: Although a trickster, he would be more often trick­

ed and would follow his vagabond course on the highways that 

led from the country to the city, serving many masters, and 

stopping at 'nns where he would have a chance to interact 

with the various ranks of society. The direction of the 

life-course of the picaroon seems to parallel the direction 

that literature has taken in moving from the country to the 

city, from the romance to the novel. 



- 2 -

+ 

The p,caroon himself showed no significant character 

develcpment in the COLrse of his advect~res, nor was he 

depicted as the personage of a quest, for the life he led had 

no ether aim than keeping his belly fell during the day and 

getting a warm corner to cuddle into sleep at night. The 

picaroon ~as not taken seriously by his author; he was 

depicted in the comic mode as an agent or a pretext secondary 

to the author's primary purpose which was depiction of the 

society. This is perhaps why no consideration is given to the 

picaroon in Erich Auerbach's now classical study of Western 

realism where Auerbach defines the standard of realism as the 

serlOUS representation of everyday events that happen to 

everyday characters(l). By Auerbach's standards, in order to 

be called realistic, the author must take beth his plot and 

character seriously and render both ln an intra-historical 

scope. 

• The picaresque satisfied all t~.£se req~irements ~ct 

one. It focused ~ts plots in a spfci~ic ~l~E ~~~ ~lac~, 

occupied itself with equal consideration for all ranks of 

~~E society but failed tc give serious consideration to 

~he pIcaroon. One of its accomplishments, however, would 

later become crucial to the concerns of the novel: It 

set the common individual into high relief and ended the 

tradition of romance which only concerned itself with the 

fortunes of the high born. The picaresque's focusing on the 

life of the common man finds literary witness in Cervantes' 

Don Quixote, which itself stands at the boundary dividing the 

plcaresque from the novel. In the episode where Don Quixote 

decides to release the galley slaves because they are being 

taken to a place where they do not wish to go, he encounters 

the rogue Cines de Pasamonte who, he is told, has written a 

book in jail. His curiosity piqued, Don Quixote converses 

with Gines about his book. 
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'I arr. Gines de Fasamonte ~ and I 
written ffiy lift with these very 

have 
fingers' 

'He 15 spE:aking the tr~...:th I, put in tr.E: 
sergeant. 'He has writte~ his o~c story, 
as fine as you please, and left the book 
behind at the prison pawned for two 
hundred reals'. 

'Ana I mean to redeem it', said Gines, 
'even if it were for two huhdred ducats' 

'Is it as good as that?' said Don Quixote. 

'It's se good', replied Gines, 'that 
Lazarille de Tormes will have to look out 
and sc will everything written in that 
style that has ever been written or will 
be. One thing I can promise you is that 
it is all the truth, and such ~ell­
~ritten, entertaining truth that there lE 

no fiction that can compare ~ith it' 

'And what 1S the title of the book?' asked 
Don Quixote. 

'The Life of Gines de Pasarr.onte', repliec 
that hero. 

'Is it iip-ished?' asked Don Quixote. 

'How can it be finished' replie~ the ether! 
'if my lIfe isn't? ~hat is written b.egins 
with my birth and goes down to the peint 
when ~ was sent to the galleys the last 
time ' (2). 

This fantastic encounter bet~een Don Quixote and his 

author (Gines, is ln many ways a persona of Cervantes himself 

bo.th as a "desdichado" and because he has written his book in 

j ail as Cervantes did) heralds the rise of the novel, for 

it e~phasizes the thre~ pivotal aspects on which the novel 

has arisen according to Ian Watt's The Rise of the Novel(3). 

It points out the fact that a book is on the way to becomin~ 

a profitable property, for Gines has pawned it; it makes a 

claim to reality which is not based on an idealistic and 

aprioristic truth but on the empirical data to be gathered 

from the actual life of its author; and it makes the indivi­

dual Gines its main character. These three facts confirm 
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the three major hypotheses on ~hich Ian Watt bases his theory 

of the rise of the novel: The rise of the market society and 

its patronage of the arts replacing the aristocratic patro­

nage; the epistemological revolution from apriorism to empi­

ricism; the importance of the individual in the new market 

society. If according to Ian W,att the novel is the story of 

the middle-class individual in capitalistic society 

characterized by a liberal ideology, positivist philosophy, 

and an empiricist epistemology, what Gines de Pasamontte has 

composed in jail seems to satisfy all the three requirements. 

The book we are reading, however, is still Don Quixote, which 

is sui generis picaresque, and we have to look elsewhere to 

encounter the examples of Gines' achievement. The direction 

is summarized by Harry Levin: "With Gil BIas and Figaro, the 

Spanish rogue emigrated to France, where his sucesses conti­

nued and multiplied. With Grim~~lshausenfs Simplicissimus, 

Head's English Rogue, Brackendridge's Modern Chivalry, and 

Gogol's Dead Souls, he invaded mOle distant lands"(4) ... 

As for the specific socio-historical context'within 

~hich the picaresque emerged in England, the following obser­

vations must be recapitulated: In 1689, the Glorious Revolu­

tion had brought absolutism to an end and Parliament was now 

the effective political power, but the nobility were still 

able to maintain their traditional domination through econo­

mic and social control over the franchise and over Parliament 

itself. The actual economic status of the nobility, however, 

had shifted quite perceptibly. The protracted struggle during 

the seventeenth century between the crown and the nobility on 

the one hand, and the commercially-minded middle classes on 

the other, had culminated in the compromise of the bloodless 

revolution of 1689. The aristocracy now ruled England through 

Parliament but with the assistance of sections of the middle 

class; class compromise, not class conflict, characterized 

English history from that time onwards. 
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The English bourgeoisie had been unable to wrest poli­

tical power a~ay from the nobility. The English civil war in 

the seventeenth century had ended with an alliance between 

parliamentary democracy and capitalism under the political 

domination of the landed interest. 

The aristocratic order survived, but in a new shape, 

for money more than birth was now its basis. The parliament 

itself became the instrument of landed capitalists, Whig and 

Tory alike, and their connections and allies, whose interests 

the state now unswervingly pursued. Thus during the eighteenth 

century England was still largely a society which was dominat­

ed by the land and agriculture, and in its politics by the 

aristocracy. 

until 1760, 

Economic expansion in England did not realy 

twenty years after the writings of the first 

occur 

major 

novelists. From 1689 until the French Revolution the landed 

interest ruled England in a period of econo~ic and social 

stability; the middle-class, although slowly growing in SiZE 

and inflLETIce, re~ained content to leave the major policy 

decisions in the hands of the nobility. 

Thus, although power hardly shifted during the 

eighteenth century, there were important changes occurring 

within the social structure. Social stratification, for 

example, became much more fluid. This change of stability 

is reflected within the popular forms of literature. As 

Donald Fanger puts it, "well into the eignteenth century. 

while serious problematic or tragic subjects were generally 

reserved for elegant treatment in one of the elevated genres, 

the old low subjects were relegated not only to the compara­

tive indignity of popular prose, but to the bastard genre of 

fictiori, to picaresque tales where the language might be 

racy, the characters and their depiction crude, the matter 

composed of adventures and excursions. In these tales the 

hero is generally lowborn; his adventures, though often 
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rendered in convincingly realistic detail, are full of prac­

tical jokes and disguises (those conventional props of co~ic 

intrigue); and his attitude is most often one of irreverence to­

ward all the sanctities"(S). Indeed, even works that herald-

ed realistic fiction like Don Quixote and Torn Jones developed 

their realism within the comic tradition and used the high 

flown poetic prose only to mock the loftier diction of 

tragedy and romance. Following Ian Watt, Swingewood accedes 

that the new emphasis on the particularity. of experience, 

place, time, the realistic naming of characters, and a deeper 

psychological awareness of human motivation are innovations 

of the eighteenth century English novel. Like Ian Watt, he 

credits the three major novelists, Fielding, Richardson, and 

Defoe for these innovations although "both Fielding and 

Pichardson developed significantly beyond the writings of 

their near contemporary, Daniel Defoe, for ~hom the novel was 

mer~ly a report on the state of society witnessed through the 

actior.s cf particular individualsl!(6). The distincticn and 

the peint are well made. Iftdeed, Defoe's individuals stand as 

tools within a wider scheme of social dynamics; they exhibit 

no change, no growth, no development at the end of their 

careers. They are individuals allright; but like the picaroon, 

they are used mainly as pretexts for making social observations 

or commentary. The picaresque, then, is the prototype of the. 

novel, exhibiting the novel's concerns with the history and 

the society of its time, conceived within the passage from 

the'pre-market to the market society, and expressed within 

the epistemology of that society, positivist empiricism, but 

lacking characters with a developing inner life--which was 

to be realized by the most general and the most developed form 

of nineteenth century novel, namely the Bildungsroman. 0 
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2. MOLL FLANDERS 

Moll Flanders is a good borderline case in the devel­

opment of English novel from the picaresque into the Bildungs­

roman by presenting the reader with a character who is cons­

tantly located in situations of moral choice but operating 

in a psychological void, that is to say, exercising moral 

choice without exhibiting any effects of that exercise on the 

development of the personality of the heroine. 

The heroine of Daniel Defoe's Moll Flanders has been 

described as a "bourgeois picaroon"(7). Picaroon, because she 

comes from the dregs of the society, from Newgate itselL; 

bourgeois because she aspires to the way of life and values 

of the gentility. In all earnestness, little Moll would like 

to become a gentlewoman, and in her innocence and inexperience 

she does not realize that she will have to struggle for this 

status which is higher than the one she is born into, even if 

the struggle involves prostitution and theft. The paradox of 

Moll's upward mobility has baffled critics and divided them 

into two major camps, the first interpreting Defoe's tone as 

being ircni~, and the second as Slncer~. The paradox arises 

fromth. fact that in order to attain an honest station in 

society, Moll Flanders has to work her way up by dis h 0-

nest means. The critics who credit Defoe with an ironic out­

look on the whole process of Moll's rise from "rags to 

riches" maintain that Defoe wrote this book to satirize the 

valwes and way of life of the rising bourgeoisie and of capi­

talism. Led by the Italian critic Cesare Pavese they believe 

that "the intermingling and fusing of the extreme motives 

driving Moll--those of conscience and of cash--provide the 

work with a structural irony"(8). Robert Alter, in his 

comprehensive study of the picaresque novel, says that "a 

sound instinct led Defoe, merchant and entrepreneur, to 

present thievery in terms of capitalistic ent~rprise. We can 
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go beyond the ~riter's own intention to observe that the 

effect of his representing the thief in this light is to ex­

pose some of the most essential--and most unattractive-­

traits of the capitalist"(9). 

Although I do not believe in a stirictly positivist 

reading of the literary text as described by Hirsch, I find the 

Marxist critic's bias for "going beyond the intentions of the 

author" rather risky. The risk lies in providing the critic 

with pseudo resolutions where seriously problematic texts are 

involved by imposing on the text the terms of a theoretical 

interpretation. For someone who is writing in the twentieth 

century and retrospectively evaluating the problematic con­

juncture of the rise of capitalism, Moll's struggle and 

survival may be ironic and may prove the fact that that conjuncture 

required the quieting of all sorts of conscious scruples in 

the single aim of making profit. Whether the ~riter himself 

shares that ironic perspective iSjhoweve0 another matter. 

And in the presence of biographical evidence to the contrary­

Defoe himself ~as a merchant and aspiring capitalist and was 

driven by a desire to be able to live the life he tirelessly 

celebrated in his work, that of middle~class gentility_ it is 

an easy and false resolution of the paradox to say that Defoe 

was an ironist despite himself and beyond his intentions. 

Whatever Georg Lukacs might have said, writers are either 

ironists or not; and from Swift to Balzac, the lack of a 

theory of society, be it Marxist or a Weberian, has not been 

able to impede or inhibit a writer who meant to be ironic· 

about the experience he set o~t to record. Our problem, then, 

to decide whether Defoe was an ironist or not, remains un­

solved. 

I should maintain that he was not. Firstly, on account 

of biographical evidence concerning the author's own values, 

beliefs, and aspirations, all of which indicated a celebration 
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of the newly emerging capitalist culture. Secondly. on 

account of the fact that Moll was a picaroon before she became 

a boergoois; in other words, what she did as the daeghter of 

a Ne~gate criminal does not reflect on the middle-class. 

Moll's prostitution and thievery, according to Defoe, were 

what she had to do to achieve a middle class status but not to 

continue it. Not only the book but also the summary subtitle 

confirm the fact that, once Moll was successful in Changing 

her social status, she led a life worthy of that status, the 

honest life of a married, hard working colonizer. All the 

trony that we may read into the "happy end" through an histo­

rical perspective is irrevelant to Defoe's purposes; such a 

reading cannot make Defoe's book an ironic account of 

life in the second half of the eighteenth century, all it can 

do is to enable us to view Defoe's novel as an object of our 

irony(lO). 

The title page of Moll flanders reads: 

THE fORTCNES AND MISfORTCNES OF THE FAMOCS 

Moll Flanders etc. 

Who was born in Newgate, and during a Life 
of continu'ci Variety for Threescore Years, 
besides her Childhood, was Twelve Year a 
Whore, fiVE times a Wife (whereof once to 
her own Brother), Twelve Year a Thief, 
Eight Year a Transported Felon in Virginia 
at last grew Rich, liv'd Honest, and died 
a Penitent, WritLen from her own Memoran­
dums ... (11). 

As the subtitle affirms and the book confirms, there is a 

strict line that separates Moll's life as a criminal or a 

rogue, and as a rich woman. Once she has attained the latter, 

then it is emphasized that she lives honest and dies a 

penitent. 

The Bildungsroman, as we shall delineate in greater 
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detail in the next seetior., brings the hero to a cor.fro~tation 

and reckoning ~ith the self and society. The Bildungs-

roman, ~hether its hero achieves or fails, regards the 

Bildcng (formation) of the he"ro complete when his reckc~lng 

with his own self and society is complete. Such self-actuali­

zation need not go hand in hand with attaining material pros­

perity; what 1S important is the affirmation of the hero's 

inner values and his outgro~ing of his ~rong socialization­

wrong;Eccording to 

that the authorial 

the author) of course. It must be notee 

voice of the Bildungsroman is omni-

potent and highly evaluative. 

The frequent passages of repentance in ~oll Flanders 

may ~islead the reader into believing that in Moll we are 

facing a heroine in spiritual confrontation with society. 

Moll's repentances have inspired G.A.Starr to place the novel 

in the tradition of the Pilgrim's Progress in his Defoe an~ 

Spir:tua'l Autobiography and to sho'W~, hov; Moll's false re}:en­

tar.ces finally led her to a sincere repentance(12). ~hat G.A. 

Starr misses 1S that Moll's episodic life and adventures dD 

not follow the Bunyanian pattern of Temptation, Fall, Repen­

tance, anc Reward. They only look as though they do. The 

careful reader will discern a slight but a crucial change in 

this order as Defoe applies it to the structure of his 

book: Temptation, Fall, Reward and Repentance. It is only 

aftEY she reaps the fruits of her vice in terms of money, 

marriage, linen, or gold, that Moll assumes a repentant tone 

and analyzes dnd judges her forrr.er be.haviour, admonishing the 

reader not to follow her example. These repentances are not 

only pseudo-repentances as Starr observes, but also come in 

the wrong order. Defoe, of course, had a very pragmatic aim 

in such gimmickry. He was defending his ~ork against the 

censure of a middle class public by posing as a moralist. 

The greater part of the questions on the text of Moll 
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Flanders such as whether this is a text that satirizes the' 

society which forces Molls to act the way they cia, whether the 

story is oq. that demonstrates a moral or just an amoral pne, 

whether Defoe celebrates or condems his heroine, whether we 

are supposed to identify with Moll or watch her temporary 

fall as an object lesson in vicious dealings emerges from 

Moll's being a picaroon rather than a fully developed charac­

ter and an overburdened picaroon at that. The themes of the 

novel already anticipate the grand themes of the nineteenth 

century Bildungsromane: Social sur~ival, crime, repentance, 

and redemption. From Dickens to Dostoevsky these were the 

themes th~t preoccupied the great realists of the classical 

novel. They were, however, clustered around a more fully 

developed character than Moll, and furthermore, a character 

who continued his moral and spiritual develop~e~t 1n [h~ 

course of his encounter with these grand theme~. Mcll IS 

spiritually too fragile a character to bear the themes of 

social survival, crime, and punishment that underlie the plot 

of the novel. She is no character, indeed; she is almost" 

Hobbesian abstraction, motivated by a single passion, greed, 

and held back by a single fear, Newgate. 

Teuiptation and fall, repentance and redemption in a 

secular rather than a r~ligious context ~ill be the themes of 

the Eildungsromane of the nineteenth century. But these 

themes will be carried on the shoulders of a protagonist who 

is more than a picaroon,' who will live up to the task by 

growing up throughout the novel, as a "problematic" or a 

"degraded" character, and 'IoIill represent the spiritual 

biography of the individual's struggle for survival in the 

new world and values of the nineteenth century(13). 
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3. NINETEENTH CENTlRY NOVEL THEORY AND THE BILDlNGSROMAN 

The general consensus that the novel form was based on 

a new realism of the positivist epistemology of the eighteenth 

century and focused its concerns around the new individual 

who was neither an epic hero nor a knight but was a simple, 

middle or lower middle class citizen found its best formula-

t iof'. in English literary criticism in ran Watt's The Rise 

of the Novel, which in turn seems to be influenced by Erich 

Auerbach's study of realism in Western literature. 

The novel's serious concern with the dailv 
lives of ordinary people seems to depend 
upon two important general conditions: The 
society must value every individual highly 
enough to consider him the proper subject 
of its serious literature; and there oust 
be enough variety of belief and action 
among ordinary people for a detailed 
account of them to be of interest to other 
ordinary people, the readers of nevels. 
It is FTobable that neither of these cor.­
ditions for the existence of the novel 
obtained until fairly recently, because 
they both depend on the rise of a society 
characterised by that vast complex of 
interdependent factors denoted by the term 
"individualism"(14) 

Ian Watt argues that these conditions came into existence 

with the rise of capitalism and its ideology, beginning from 

the early eighteenth century and fully unfoldi,ng by the 

middle of the nineteenth. 

The existence of such a society, in turn, 
obviously depends on a special type of 
economic and political organization and 
on an appropriate ideology; more specifi­
cally, on an econo~ic and political orga­
nisation which allows its members a very 
wide range of choices in their actions, 
and on an ideology primarily based, not . , . 
on the tradltlons of the past, but on the 
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autonomy of the individual, irrespective 
of his particular social status or perso­
nal capacity. It is generally agreed that 
modern society is uniquely individualist 
in these respects, and that of the many 
historical causes for its emergence t~o 
are of supreme importance- the rise of 
modern industrial capitalism and the 
spread of Protestantism, especially in 
its Calvinist or Puritan forms CIS) . 

Hence ran Watt formulates his theory of the novel ~ithin the 

frame~ork of the libe~al ideology in which the novel itself 

was born. He interprets the new individual and the collective 

dynamics of the bourgeois society along Weberian lines that 

posit the close interdependence of capitalism and the Protes­

tant ethic, stressing at the same time classical liberalism's 

ideal of liberty. The liberals' idea of liberty is individual 

autonomy, the capacity for choice inherent 
. , 
ln man s reason 

~hich is also the source of his creativity. It is the capa­

city of the individual for choice th~t ~ill operi the ~ay to 

progress, to kno~ledge, to better standards of living, to 

higher levels of ~ersonal and political maturity, and to more 

complex and more efficient societies. Liberty is operative 

to the extent that individuals make their own decisions and 

can act on the basis of these decisions. It implies an inner 

process of which all are capable even if all do not rise to it. 

It also implies outer conditions related to the structure of 

society and to the availability of material and non-material 

means enabling the inner process to be effective in action. 

Liberals value individualism as the right and duty to act on 

the basis of one's own initiative, its corolarry being respon­

sibility for what one is and does; for the liberal, whatever 

the force of external factors, man is not a willess and 

mindless pawn. In this study, the ideological framework of 

the Bildungsroman will be taken within the above definition 

of liberalism so long as it held, whether as an illusion or 

a reality, and supported the. Bildungsideal which f¥med both 
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the structure and the theme of the Bi1dungsromane of the 

nineteenth century. 

Furthermore, Ian Watt and Bernard Bergonzi both argue 

that, parallel to the infinite potential of the individual to 

make choices and to "char,ge", the novel, which after all is 

the story of this i~dividua1, is capable of taking a multi­

tude of forms; if not formless, the novel can be said to be 

polymorphic (16). 

Harry Levin, too, in the Gates of Horn, studies the 

works of French realists within the framework of liberal 

ideology and makes a most valuable and enlightening statement 

on the development of the novel as a product of sociologi­

cal, cultural, philosophical, and ideological causes. Levin 

says, "the history of culture becomes a succession of unmask­

ed ideologies and lost illusions, obsolete fables and corrected 

hypotheses, of which literature comprises the record and 

cOIT.rr.entaryll, and he ccntin"<.l€s tc de'IT!onstrate the specific 

mission the novel form has taken upon itself in the correcting 

of hypotheses and "unmasking ideologies" by ever confronting 

art with life(17). Recording society, the novel also re­

cords its flux: "Don Quixote was making a comic effort to 

maintain an old order which society had outgrown. The roman­

tic individualist makes a tragic effort to the new order, 

that, in the meantime, has taken possession of the society"(18) 

And he emphasizes how these concerns found their most legiti­

mate' expression in the genre of the Bildungsroman: "More posi­

tively the novel of disillusionment thus becomes a novel of 

development, a Bi1dungsroman. Every great novelist since 

Cervantes has played his own variation on the theme that 

Balzac epitomized in Illusions perdues"(19). 

Harry Levin's study which views the novel within an 

aesthetic problematic as well as a sociological framework 
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remalns the pioneer work in balancing the formalist and 

historicist approaches, especially because Levin stresses 

the confrontation of art and life that became the task of 

every great novel, and the confrontation of illusion with 

reality in an everchanging flux of realities in the mobile 

society of nineteenth century Franc~. In his discussion 

Levin seems to have the Bildungsroma.r. in mind as the mature 

form of the classical novel. Like Lukacs, according to Levin, 

the novel lS the burgher epic; its realism rests on the 

materialism, individualism, and empiricism of the bourgeois 

mind and reality. 

When the private citizen had achieved 
wealth and a certain degree of po~er, 
literacy and a certain degree of taste, 
it was no longer seemly to represent him 
as a comic figure. The more advanced 
writers of the eighteenth century campa­
igned for a more serious treatment. Comedy, 
with Less:ng, attempt€G to exalt the 
~i6dle-class. In )767 Bea~c~rchais pLb~ 
lished ar essay cn Ie genre drarnatiqee 
serieux, protesting against the tragic 
decorum that sympathized exclusively ~ith 
unfortunate kings, ~hile citizens,over­
whelmed by such catastrophe. as fell to 
the ir lot were cons idered merely ridiculous. 
By 1866, If we may judge from an entry 
in the Goncourt journal, all that had been 
changed: 'Everything goes to the people 
and deserts the kings: the interes t of 
novels shifts from royal misfortunes to 
private misfortunes, from Priam to 
Bir·otteau(20) . 

The most significant issue which Levin pioneered in stressing 

when he evaluated the form of the novel within its historical 

locus was to bring forth the unprecedented dynamics it 

attempted to capture by attempting to convey a changing his­

torical perspective through thE optics of a changing indivi­

dual. This double progress, or the double development, requi­

red a strenuous task of confronting the flux of ideals of 
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individual development with the flux of realities of social 

change. The novel form, therefore, always suffered crises of 

form whenever it failed to relate the individual to society, 

when that individual would ever be a captive between personal 

illusion and social reality: "The lives and works of all 

poets, as Goethe had deduced from his own work and life, 

would seem to oscillate between the poles of Dichtung 

(poetry) and Wahrheit (truth)"(2l). The tension was of course 

finally resolved by the tweintieth century conviction that 

reality is relative and personal. That, however, marked the 

end of the Bildungsroman as a genre. To this we shall return 

in our concluding chapter. 

The latest study of the Bildungsroman within the gene­

ral novel theory is by Martin Swales. Swales believes that 

the critical interpretation of the Bildungsroman has followed 

the split of the f,ormalist and the historicist schools ever 

since Dilthey's Das Erlebnis und die richtung, the latter 

emphasizing the Erlebnis, or the protagonist's experience of 

growing up within a given social reality and the former 

accentuating the irreconcilable spiritual longings of the 

protagonist, in other words the Dichtung. The latter thus 

views the Bildungsroman as an historical document of its 

contemporary society while the former is concerned with its 

narrative structure, or "poetryl! as informed by the trans­

historical spiritual quest of the hero. By this division 

Swales seems to assume that two differenf kinds of approaches 

are relevant to the probleffi at hand; while a historicist 

approach would do sufficiently well with the Erlebnisroman, 

a formal approach is more in order with the second type. 

Swales records that the term Bildungsroman was first 

used by Karl Morgenstern in the early 1820's. 
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It will justly bear the narrE 0: Bildun~s­
roman firstly and primarily cn account of 
its the~atic material, because it pcrtrays 
the Bildung of the hero in its beginnings 
and growth to a certain stage of comple­
teness; and also secondly beca~SE it is by 
virtUE of this portrayal that it furthers 
the reader's Bildung to a rr.uch greater 
extent than any other kind of novel(22)/ 

However, says Swales, the term has found ~ider circu-

lation only after Dilthey's book despite the fact that the 

concept of Bildung was present both in the practice and 

theory of the German novel from Wielanc 1 s· Agathon, 

e i the r des c rib e cas E r z i e hun g (e due a t ion) 0 r En t v.~ i..fJ;J_ '~Jl g (d e -

velopment). S~ales himself prefers the ter~ Bild~ng (for~a­

tion, shaping) and defines the genre i~ the follo~ing ter~s: 

I want to argue that the Bildungsrorr.an 
genre was born in specific historical 
circGmstances, that iS 1 ~it~'in th~ H~=a~i­
t~tsideal of late eighteenth-centLry Ger­
~.anJ·. It is a no\'el form that 15 anir..dted 
by a co~ce~n for the whole ~an ~nfoldi~g 

crganically in all his complexity and 
rich~ess. Bildung becomes, then, a total 
gro~th process; a ciffused ~erden, or 
becoming, involving something mOTE intan­
gible than the acquirement of a finitE 
!'.'J.r.l'ber of lessons. Such a ('on::ern 15 tl:€ 
expression of a particular kind of bOilr­
geois humanism, one that retains a 
special (albeit problematic) hold over 
the ·German imagination. The centrality 
of the concept Bildung--of the self-re~ 
alization of the individual in his whole­
ness, for such fi'gures as Goethe, 
Schiller, and Wilhelm von Humboldt is well 
known. The urgency of their concern is a 
measure of the anguish with which they 
perceived the growing threat of narro~ness 
and specialization in the society around 
them(23) . 

Swales stresses the characteristic of the Bildungsroman that 
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has fascinated so many critics; its existentialist concerns 

within a factual, historical context. In this process of 

becoming, the poetry of p~rsonal longings and aspirations 1S 

boun~ to be ever at odds ~ith the prosaic reality c~ societal 

norms and values. 

It has been stressed over and over again 
that the Bildungsroman is a novel form 
that is ~nrerrittingly concerned with the 
Werden of an individual hero. One needs 
to ask how this process is intimated nar­
rativelv and how it embodies the dialec-
tic of I'poetryl! and tlprose t

!. In terr.-,s of 
its portrayal of the hero, the Bildungs­
roman operates ~ith a tensio~ between a 
concern for the sheer complexity of 
individual potentiality on the one hand 
and a recognition on tllE other that prac­
tical reality--marriage, farrily, caree--
is a necessary 6i!:'ension of the herc"s 
self-realization, albeit ene th2t by defi­
nition implies & delimitaticn, indeed, a 
constriction of the self. ~he tensio~ 1S 

t: .... at ':iet""'e:en thE: Kec·er;einar;der (the "cfle­
alongside-another") of Fossible selves 
within the here and the ~acteinander (the 
Itone-after-ancther) of linear time and 
practical activity, that is, between po­
tentiality and actuality ... Practical 
reality continues to impinge O~ the 
cherished inwardness of the hero, and 
precisely this is the source of the 
irony, the obliqueness, the uncertainty 
which so many commentators have noticed(24). 

According to Swales, French and English examples of the genre 

do not, in general, bear this tension between individual 

potentiality and practical reality. He is strangely silent 

on the work of Lukacs on Balzac and Stendhal, and of Harry 

Levin on Balzac, Flaubert, Zola, and Proust, both of whom 

based their studies on this very tension. As for the English 

novel, Swales thinks it "is essentially concerned to find a 

certain practical accommodation between the hero and the 
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social world around himlT, playing dO'\o:n the later examples of 

the genre from Butler to Joyce which display the tension 

between potentiality and actuality both in theme and 

structure(25). 

The Marxist theory of the novel, too, focused on th~ 

relationship between the individual and society as 

depicted 1n the novel and took the Bildungsroman as the 

paradigm.--t>f its theoretical formulations. Lukacs' Theory of 

the Novel is the pioneering study which attempts an explana­

tion of the' emergence and development of the novel genre in 

historico-philosophical terms. The novel is seen, in this 

~ork, to emerge at the crossroads of aprioristic and empiri­

cist epistemologies. It reflects the dialectic between the 

t~c~ the aprioristic representing the novel hero's idealistic 

longings or his !'potential", and the positi'\'istic represer.tin~ 

the practical reality that this aprioristic consciousness is 

in conflict with. ~:oreover, Lckacs considers the Bild~ngsrc~an 

the typE of novel which brings the aprioristic and the 

empiricist epistemologies and worldviews to a synthesis. 

According to Lukacs' application of thE Hegelian dialectic to 

the novel form, the novel of abstract idealis~ is the thesis, 

the novel of disillusionment is the antithesis, and the novel 

of development or the Bildungsroman is the synthesis. Despite 

Lukacs' repudiation of this work in his 1962 Preface, the book 

has not lost its hold for Marxist and lib~ral criticism alike, 

for the issues it brings into consideration are crucial to 

n i net e en the e n t u r y n o'v e 1 reg a r d 1 e s s 0 f the i r h a v in g bee n 

expressed in Hegelian terminology. Lukacs, himself, does not 

seem to indulge in a whole-hearted rejection of this impor­

tant work of youth when he says: 

The Theory of the Novel is not conserva­
tive but subversive in nature, eve~ if 
based on a highly naive and totally un­
founded utopianism--the hope that a natu­
ral life worthy of man can spring from 

\ 
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the disintegration of capitalism and toe 
destruction seen as identical ~ith that 
disintegration, of the lifeless and 1ife­
denying social anG economic categories. 
The fact that the book culminates in its 
analysis of Tolstoy, as well as the 
author's view of Dostoevsky, who, it is 
claimed, 'did not write novels', clearly 
indicate that the author was not looking 
for a new literary for~ but, quite 
explicitly, for a 'new world'. w~ have 
every right to smile at the primitive 
utopianisM, but it expresses nonetheless 
an intellectual tendency which was part 
of the reRlity of that time(26). 

In this defensive apology for The Theory of tte Xovel one 

senSES that L~kacs wo~ld like to change thE ~argc~ rat~er 

tha~ thE arg~~ent, in other words to restate thG sa~f th~CTY 

in ~arxist teyes instead of Hegelian. 

In this respect, Hegel's percepti~e s~ate~e~: O~ ~he 

Bildu~gsroma~ sho~ld ~ot be overlooked: 

T~is novelistic is born when the knigttly 
existence is again taken seriously! 15 

filled out ~ith real substance. The contin­
gency of outward, actual existenCE ~as 
been transformed into the fir~, seccre 
order of bourgeois society and the state, 
so that now the police, the law co~rts, 
the army occupy the position of those 
chimerical goals which the kni~ht used to 
set himself. Thereb~ the knightly charac­
ter of those heroes whose deeds fill 
rEcent novels is transformed. They stand 
as individuals with their subjective 
goals of love, honor, ambition, or with 
their ideals of improving the world, over 
against the existing order and prose of 
reality which from all sides places 
at.taeles in their path ... Especially 
you~g men are these ne~ knights who have 
to make their way, and who re~ard it as a 
misfortune that there are in any shape 
or form such things as family bcurgeois 
society. It is their aim to punch a 
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hole in this order of things, to change 
the world ... These struggles are, howe­
ver, in the modern world nothing but the 
apprenticeship, the education of the 
in~iviclual at the hands of the given 
reality ... For the conclusion of such an 
apprenticeship usually amounts to the 
hero getting the corners knocked off 
him ... In the last analysis he usually 
gets his girl and some kind of job, 
marries ane becomes a philistine just 
like the others(27). 

The above quotation from Hegel's Aesthetics will serve 

to demostrate the close Hegelian affinities of Lukacs' 

Theory of the No~el which WE shall summarize below ~ith spec­

ial emphasis on Lukacs: formulations concerning the BilduGgs-

rOr.1an. 

The no~el is the epic of an age 1n ~~ich 
the extensive totality of life is no 
longer directly given, in which the 
immanence of meaning in life has become 
a problerr., yet which still thinks if'. 
terms of totality(28). 

Lukacs' above definition of the novel stresses the major gap 

or conflict within which this genre was born. The novel was 

bo~n in the individuated society of eighteenth century 

bourgeois capitalism, but this was a society which made a 

wrong assumption: I: misconceived itself by imagining its"lf 

to be still a commun"ity,therefore, still endeavored to think 

in terms of totality; that lS, it believed that it could 

still formulate values and norms valid for the whole 

society. In other words, the eighteenth century failed to 

recognize that the values of a communitarian society could 
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not be imposed on an historically individuated one, that is 

why the immanence of meaning had become a problem. 

The composition of the novel is the 
paradoxical fusion of heterogenous 
and discrete components into an orga­
nic whole ~hich is then abolish£ci over 
and over again. The relationships 
which create cohesion bet~een the 
abstract co~ponents are abstractly 
pure and forffial, and th~ ultimate 
unifying principle therefore has to 
be the ethic of the creative subjecti­
vity, an ethic which the content 
reveals. But because this ethic must 
surmount itself so that the author's 
normative objectivity may ~E realised 
and because it cannot,. when all is 
said and done, completely penetrate the 
objects of form-giving and therefore 
cannot completely rid itself of its 
subjectivity and so appear as the 
immanent meaning of the objective 
world-- because of this, it needs a 
new ethical self-correction, again 
determined by the work's content, in 
order to achieve the 'tact' which will 
create a proper balance. This interac­
tion of two ethical complexes, their 
duality as to form and their unity in 
being given form, is the content of 
irony, which is the normative mentality 
of the novel(29). 



- 23-

Ie paraphrase, the novelist cr~Foses his nc~el accordine 

to the dictates of his subjective ethic. In other ,,'ords, he 

tells a story according to his own norms and values. These 

are "abstractly pure and forrr.al" because they rest on the 

author's subjectivity and are given form by the author. Now, 

if there were no outside reality to which this subfective 

complex of nor~s and values had to correspond, the novel 

would be an unproblematic form perfect in its unity. Or if 

there were an objective form to which the subjective creativitv 

of the author corresponded perfectly, the novel would again 

be a cohes ive, unproblemat ic form. But th is is not the case. 

Because "the novel is the epic of an age in ~hich the 

extensive totality of life lt no longer exists) there is a 

rupture between the author's subjective nor~s and values, an~ 

the actuality. However, no author will be content with 

creatinr a work of art which has no reference whatsoever 

to the world of actuality. Therefore, the subject ivitv of the 

auther tl rust surr.:C'L:r.t itself" and fine a correlativE' or a 

correspondence ln the actual world. His rr.eaning and values 

must find a way to be extended to the meaning and values of actual 

experience. The novel's author ",;ill no\.: search for a \o.'By to 

breach this gap between life and art (whict the epic poet did 

not because his subjectivity corresponded with the norms and 

values of lived experience), and in breacr.in~ this gap, must 

resort to the only means which is self-correction since he 

is unable to transform actual experience according to the 

dicta,tes of his o"'n sUbjectivity. OnI'y this gesture ",ill 

achieve the "tact" or balance between the subjectivity of the 

author and the objectivity of experience. Therefore the 

"composition of a novel" becomes a "paradoxical" activity in 

which the author must constantly assert, modify, negate, 

re~ssert, modify, negate. And according to Lukacs, the novel's 

irony e~erges merely from this forral activity of assertion 

and self-correction, quite independent of the author's 
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volitio~; for this irony is embedded ~ithin the subjectivity 

of the author and the objectivity of the lived experience 

~hich are in a rupture ever since the totality of the epic 

~orld was lost. 

When Lukacs talks about the composition of the novel 

as a "paradoxical" activity which requires the "fusion of 

heterogeneous and discrete components into an organic whole 

~hich is then abolished over and over again" he has the 

Bildungsroman in mind as ~e find out from a further reading 

of the Theory of the Novel. Two types of the novel that 

Lukacs forIT:ulates, the "novel of abstract idealisrr:" and the 

"novel of romanticism or disillusionment", do not have to 

suffer from this paradoxical activity of self-assertion and 

self-correction, the former portraying a too narro"",, 

consciocsness of the cutsidt reality, therefore feelin? no 

need to come to terms ~ith it (like Don Ouixote) and the 

latter portray in? a too vide consciousn~ss of the ciutside 

reality, therefore again capa~le of existenCE independent from 

the lived experience (like Oblomov). The Bildungsroman, 

ho',.,lEver, v:hich is the synthesis of these t\o..'O types is alsc 

the most problerr,atic anc, therefore, the most ironic of the 

two, because it constantly. strives to assert and correct 

through the depiction of the hero's development, learning, or 

education. No development or Bildun& is involved in the other 

two. 

The conception of Lukacsian irony has al~ays troubled 

the present ~riter because it is formulated in purely formal 

terms. As I have pointed out, the novel's irony does not 

emerge, according to Lukacs, from its author's intentions, 

but from the state of things as gh·en. It is not a pol iev but 

a given paradox from which the idealistic author is incapable 

o f esc a r in f: i r: the c·...; a} is tic "'- c r 1 C 0 f r i sin f: cap ita 1 is IT • 

Later on Lukacs carries this same conception of "involuntary'! 
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irony into the Studies in European Realis~ of his Marxist 

period. There, his conception of irony is even less convincing. 

Although in the Studies in European Realism Lukacs tries to 

eliminate the formalism of the Theory of the Novel, he still 

sees irony as an involuntary comment of the author on 

capitalist society. It could not have been a conscious 

commentary because how can an author who does not have Marxist 

consciousness penetrate the irony that is embedded in 

capitalist society. How, then, some authors like Balzac 

have done it? Lukacs' answer, later taken up by Goldmann, is 

that they have done it quite unintentionally. Irony as defined 

in purely formal terms by Lukacs in the Theory of the Novel, 

later reformulated bv Lukacs again in accidental terms in 

Studies in European Realism, and to be taken up again and 

described 1n mechanistic terms in Gold~ann's To~ards a 

Sociology of the Novel, is conceived quite differently in 

this paper. It is simply seen as the conscious commentary of 

the novel's author upon the state of the world as he sees it 

frem his o~n ethical standpoint. 

Lukacs defines both the form and the content of the 

novel in relation with the novel's character's interaction 

~ith himself and the world: 

The novel tells of the adventure of 
interiority; the content of the novel is 
the story of the soul that goes to find 
itself, that seeks adventures in order to 
be proved and tested by them, and by 
prov·ing itself, to find its o.'n esse'nce. 
The inner security of the epic world 
excludes adventure in this essential 
sense; the heroes of the epic live 
through a whole variety of adventures, 
but the fact that they will pass the 
test, both inwardly and outwardly, is 
never in doubt; the world-dominating gods 
must always triumph over the demons 
('the divinities of impediment' as 
Indian mythology calls them). Hence the 
passivity of the epic hero that Goethe 
and Schiller insisted on: the adventures 
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that fill and e~bellisr. his life are the 
forrr taken by the objective and extensive 
totalitv of the ~orld; he himself is only 
the luminous centre around ~hich this 
unfolded totality revolves, the inwardly 
most immobile point of the ~orld's 
rhvth~ic rrcvement. Bv contrast, the novel 
h e ~ 0 ' spa s s i v i ty i s ~ 0 tan e c e s 5 it y; it 
characterises the hero's relationship to 
his soul and to the outside world. The 
novel hero does not have to be oassive: 
that is why his passivity has a specific 
psycholo~ical and sociological nature and 
represents a distinct type in the struc­
tural possibilities of the novel(30). 

Lukacs's typology of the novel, accordin~ly I rests on 

the typology of its main character. Lukacs bas ie assumption 

is that "t':-le novel is the epic of a 'Korld that has been 

abandoned bv God. The novel hero's psycholo~y is demonic; the 

objectivity of the novel is the mature man's knowledge that 

meaning can ~ever q~ite penetrate reality, but that, ~ittcut 

~ea~:n~, rea:~t~ ~oul~ ~isi~te~rate in ttf nothin~ness of 

in e s s en t i ali t y" ( 3 1 ) . 

This means that we must understand it as ~iven that 

the novE:l's 'i,arld is proclerr:Btic and the novel's psychclcQ ..... 

is demonic (rebellious or heretical). This demonis~ or heresv 

may take t~o for~s according to Lukacs. One is absolute 

idealism: 

In the first case, the demonic .character 
of the problematic individual setting out 
on his adventurous course is, more clearly 
visible than in the second case 
(disillusionment). The demonis~ of 
the mentality which chooses the direct, 
straight path toware the realisation of 
the ideal; which, dazzled by ·the demon, 
for~ets the existence of any distance 
tEt~'een ideal and idea, bet~een psyche 
an esc:..: 1; \".~. i c h, '~: i t h the c-o s t a 1.; the n tic 
and unshakeable faith, concludes that the 
idea, because it should be, necessarily 
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must be, and, because realitv does not 
satisfy this a priori demand~ thinks that 
reality is be~itched by evil demons and 
that the spell can be broken and reality 
can be redeemed either bv finding a magic 
pass~ord or by courageouslv fightinp the 
evil forces(32). 

When Lukacs is writing about this kind of hero, h.e 

has Don Quixote in mind. The kind of hero he describes, like 

Don Quixote, is rebellious before the rupture between his 

own idealistic lonpinps and the reality, and structures his 

quest (and his adventures which form his quest) bv coumletelv 

denying the real ity of the existing .'orld. This type of 

hero has a too narrow consciousnes, according to Lukacs, 

because the .'orld he has created for himself is an ideal ,,:orld 

that is narrower than the piven reality, and in his frus­

tration, he ~ill quixotically attempt to transform the reality 

according to his ideal. The second is based on the ron:an­

ticis~ of disillusionment: 

In the nineteenth century novel, the 
other type of the necessarily inadequate 
relation bet~een soul and reality became 
the more important one: the inadequacy 
that is due to the soul's beino wider and 
larger than the destinies which life has 
to offer it. The decisive structural 
difference is that here we are not 
deal ing with an 'abstract a,prior i condition 
on the face of life, a condition which 
seeks to realise itself in action and 
therefore provokes conflicts with the 
outside world which make the story of the 
novel; but rather a purely interior 
reality which is full of content and more 
or less complete in itself enters into 
competition with the reality of the 
outside world, leads a rich and animated 
life of its own, and with spontaneous 
self-confidence, regards itself as the 
only true reality, the essence of the 
world: and the failure of every attempt 
to realise this equality is the subject 
of the work(33). 
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In other vords, the only difference bet~een the novel 

of absolute idealism and the novel of romantic disillusionment 

sterns from the difference betveen their respective heroes. 

The hero in the first has an apriori idea (1 ike Don Quixote) 

about Khat the vorld should be, and strupgles actively to 

make it so; ~hi1e the hero of the latter has 

chosen to be completely negli~ent of the vorld and to live in 

his o~n self-sufficient idealistic universe. The irony, in 

both cases, stems from the failure to exact the distance 

between the real and the ideal, but the first produces active 

heroes, while the second structures itself around passive 

heroes (like Ob10ffiOV). 

The third type of novel, the paradipr. of ,,'hich is 

Goethe's Wilhelm ~eister's Years of Apprenticeship is the 

synthesis of the tKO. 

Wilhelm ~eister stands aesthetically and 
historico-philosophically betveen t~ese 
tv:c type£ of novel. Its theme is the 
reconciliation of the problematic 
individual, guided by his lived, 
experience of the ideal, vith concrete 
rea1ity(34). 

Lukacs points out this is the type of novel which 

balances the individual against the soc,ial reality: 

The type'of personality and the structure 
of the plot are determined by the necessary 
condition that a reconciliation between 
interiority and reality, although 
problematic, is nevertheless possible; 
that it has to be sought in hard 
struggles and dangerous adventures, yet 
is ultimately possible to achieve. For 
this reason the interiority depicted in 
such a novel must als0 stand bet~een the 
t~o ~revi0usly analysed types: its 
relation to the transcendent world of 
ideas is neither subjectively nor 



- 29 -

objectively very strong: the'soul is not 
purely self-dependent, its ~orlc is not a 
reality which, or should be, complete in 
itself and can be opposed to the reality 
of the outside world as a postulate and 
a competin~ po.'er; instead, the soul in 
such a novel carries ~ithin itself, as a 
sign of its tenuous, but not yet severed 
link with the transcendental order, a 
longing for an earthly home which mav 
correspond to its ideal Such an 
interiority represents on the one hand a 
wider and consequently more adaptable, 
gentler, more concrete idealism, and, on 
the other hand, a widenin~ of the soul 
which seeks fulfillment in action, in 
effective dealings with reality, and not 
merely in contemplation(35). 

The distinguishing feature of this type of novel, 

aside from bringing its idealistic hero into contact with 

social reality, is to show the hero in the process of 

attaining maturity, as the result of his contact with the 

outside .'orld: 

It follows from this possibility, given 
by the theme itself, of effective action 
in social reality, that the organisation 
of the outside world into professions, 
classes, ranks, etc., is of decisive 
importance for this particular type of 
personality as the substratum of its 
social activity. The content and the goal 
of the ideal which animates the personality 
and determines his actions is to find 
responses to the innermost demands of his 
soul in the structures of society. This 
means, at least as a postulate, that the 
inherent loneliness of the soul is sur­
mounted; and this in turn presupposes the 
possibility of human and interior community 
among men, of understandin~ and common 
action in respect of the essential. Such 
community is not the result of people 
being naively and naturally rooted in a 
specific social structure, not of any 
natural solidaritv of kinship (as in the 
ancient epics), nor is it a ~ystical 
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experience of community, a sudden 
illumination which rejects the lonely 
individuality as something ephemeral, 
static and within their o.n selves, 
adapting and accustoming themselves to 
one another; it is the fruit of a rich 
and enriching resignation, the crowning 
of a process of education, a maturity 
attained by struggle and effort(36). 

This type of novel is the novel of education or the 

Bildungsroman. According to the Hegelian Lukacs this is the 

most developed genre because it captures the essential stage 

of evolution in the historico-philosophical evolution of the 

novel; it is the expression of the dialectic between thesis, 

antithesis, and the synthesis in the evolution of the world­

historical spirit. 

Here we see that Lukacs has raised the status of the 

Bildungsroman to an even higher plane than Hegel had done. 

For Lukacs, the reconciliatory ending of the process of 

Bildung or growing up need not mean philistinism while for 

Hegel it does. Paradoxically enough, what the He!,:elian 

Lukacs denies in Hegel, the Marxist Lukacs affirms. In Studies 

jn European Realism, Lukacs vie.s the maturity of the hero of 

the Bildungsroman as either a transcendental illusion, or a 

concession to philistinism. We shall now consider how Lukacs 

has translated the categories and the terms of the Hegelian 

Theory of the Novel into the Marxist outlook of the Studies 

in European Realism. 

In Studies in European Reali'sm Lukacs still maintained 

that the novel is a characteristic bourgeois form of art. He 

argued that capitalism and the rise of the bourgeoisie was 

a pr~gressive period in history which nevertheless had its 

own contradictions; for, progressive as it was, it was not 

exempt from having its own sorrows and pains. The true 

bourgeois realist, no matter what his personal political 
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outlook, was a man who perceived the paradox of this 

progressive and problematic nature of bour~eois capitalism 

and reflected it in his novels. The peak of this bour~eois 

rea lism in Europe is represented by Balzac, after whom.the 

tradition is taken over by the Russian realists and not by 

the European naturalists like Flaubert or formalists like 

Ka fk a. 

In Lost Illusions the characters, and especially the 

main character Lucien de Rubempre, are types who, in Lukacs' 

opinion, make it possible for the author to expose the 

problems of the epoch without deprivin~ them of the individuality 

that will make them credible characters. 

With admirable darin~ and sensitivitv 
Balzac created a new, specifically 
bourgeois type of poet: the poet as an 
Aeolian harp sounding to the veerin~ winds 
and tempests of society, the poet as a 
rootless, aimlessly drifting, oversensitive 
bundle of nerves, -- a type of poet as 
yet very rare in this period, but most 
charac~eristic for the subsequent 
evolution of bourgeois poetry from 
Verlaine to Rilke. This type is diametrically 
opposed to what Balzac himself wanted the 
poet to be; he portrayed his ideal poet 
in the person of Daniel D' ~thez, a 
character in this novel who is intended 
for a self portrait(38). 

Lukacs gives ~riat credit to Balzac as ~ realist for not 

making his ideal character D'Arthez the hero of the novel, 

but Lucien, who certainly is not at all idealized by the 

author and yet put into high relief because it is through 

this character that the survival of the individual in Balzac's 

capitalist community could be most representatively told. 

The characterization of Lucien is not 
only true to type, it also provides the 
opportunity for unfolding all the 
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contradictions engendered by the 
penetration of capitalism into literature. 
The intrinsic contradiction bet~een 
Lucien's poetic talent and his human 
weakness and rootlessness makes him a 
plaything of the political and literary 
trends exploited by the capitalists. It 
is this mixture of instability and 
ambition, the combination of a hankering 
for a iure and honourable life with a 
boundless but erratic ambition, which 
make possible the brilliant rise of 
Lucien, his rapid prostitution, and his 
final ignominious disaster(39). 

Therefore, we see that Lukacs, who had defined the 

novels' hero in the Theorv of the ,ovel as a demonic 

individual, now, brings a nev criterion: he should be a type 

as well as an individual. And again the definition of the 

world as "problematic" in the Theory, because it had become 

individuated and lost its totality, is reformulated here 

along sociological terms; the novel's world is not only 

problematic but one which subjects everything to the ruthless 

process of "capitalizatiori" . 

Lost Illusions is a tragi-comic epic 
showing how, "'ithin this general process, 
the spirit of man is drawn into the orbit 
of capitalism. The theme of the novel is 
the transformation of literature (and 
with it of every ideology) into a cOlLmodity 
and this complete "capitalization" of 
every sphere of intellectual, literary, and 
artistic activity fits the general tragedy 
of the post-Napoleonic generation into a 
much more profoundly conceived social 
pattern than can be found in the writin~s 
even of Stendhal, Balzac's greatest con­
temporary(40). 

In the Studies in European Realism, then, Lukacs redefines 

the relationship of the individual to the society. In the 

~~£!1 of the Novel he had defined it as one of rupture, the 
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breaking apart of the individual from the society because 

there is no imminance of meaning in a society which nc longer 

shares communitarian values, which no longer ,ests on a 

totality of outlook. In the later book, this rupture is 

reformulated in terms of the individual's estrangement from 

himself and the society, his being reduced to a mere commodity 

in the capitalist market. 

The transformation of literature into 
a commodity is painted by Balzac in great 
detail. From the writer's ideas, emotions 
and convictions to the 'paper on which he 
writes them down, everything is turned 
into a commodity that can be bought and 
sold. Nor is Balzac content merely to 
register in general terms the ideological 
consequences of the rules of capitalism­
he uncovers every stage in the concrete 
process of "capitalization" in every 
sphere (the periodical press, the theatre, 
the publishing .business, e.tc.) together 
with all the factors governing the 
process (41). 

In the Theory of the Novel Lukacs had maintained that, despite 

the rupture of the individual from the society, a possibility 

for comming to terms still existed (he calls this the 

attainment of "virile maturity") and that the novel that 

depicted this was the Bildungsroman. In the Studies, Lukacs 

still bases his analyses on the classical ~ildun~sromane 

of the nineteenth century, but he no longer views a happy 

ending possible. For a true realist of the nineteenth 

century, the only possible endin~ is a portrayal of the 

disillusionment of the hero. The quest of the hero in the 

capitalist society must perforce be a degraded quest, for 

this is inherent in the contradictory nature of capitalism, 

which is both progressive and problematic. Lukacs considers 

Lost Illusions to be the greatest novel of dissillusionment 

written in the nineteenth century. 
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In Lost Illusions Balzac created a new 
type of novel of disillusionment, but his 
novel far outgrew the forms which this 
type of novel took later in the nineteenth 
century. The difference between the latter 
and the former, which makes this novel 
and Balzac's whole oeuvre unique in the 
literature of the world, is a historical 
difference. Balzac depicted the ori~inal 
accumulation of capital in the ideo10~ical 
sphere, ~hile his successors, even 
F1aubert, the "reatest of them, already 
accepted as an accomplished fact that all 
human values were included in the commodity 
structure of capitalism. In Balzac we see 
the tumultuous tragedy of birth; his 
successors "ive us the lifeless fact of 
consummation and 1yrica1lv or ironically 
mourn the dead. Balzac depicts the last 
great struggle against the capitalist 
degradation of man, while his successors 
paint an already degraded capitalist 
"'orld (42). 

With Balzac, according to Lukacs, the great tradition of 

nineteenth century realism has given its best examples of the 

Bi1dungsroman. After Balzac, the fortunes of the novel has 

followed the fortunes of capitalism, which Lukacs views as one 

of decline. Lukacs rejects the naturalist novel of Zola and 

the formalist novel of Kafka as being examples of pseudo-ob­

jectivism and mirage-subjectivism. Their realism is inferior 

to the realism of Balzac, because "realism", according to 
, " Lukacs, is the recognition of the fact that a work of 

literature can rest neither on a lifeless aver~ge, as the 

naturalists suppose, nor on an individual principle which 

dissolves its own self into nothingness"(43). And he gives 

his full definition of realism as that aChieved by the 

classical,examples of the Bildungsroman: 

True great realism thus depicts man and 
society as complete entities, instead of 
showing mere1v one or the other of their 
aspects. Measured by this criterion, 
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artistic trends determined by either 
explosive introspection or exclusive 
extraversion equally improverish and 
distort reality ... 

Only if we accept the concept of the 
complete human personality as the social 
and historical task ~hich humanity has to 
solve; only if we regard it as the voco­
tion of art to depict the most important 
turning-points of this process with all 
the wealth of the factors affecting it; 
only if aesthetics assign to art the role 
of explorer and guide, can the content of 
life be systematically divided up into 
spheres of greater and lesser importance; 
into spheres that throw light on types 
and paths that remain in darkness(44). 

In this almost rhetorical definition of and invitation to 

realism, we see that Lukacs has made the Bildungsroman the 

criterion of the novel and views any divergences from it, be 

it in the naturalist or formal-expressionist direction, 

as suspicious. The novels should explore the fortunes of man 

and society not as static entities but as unfolding, 

developing, dynamic ones. Lucien Goldmann who claims to rest 

his "genetic str,ucturalism lt on Lukacs' theory of the novel, 

has done great injustice to him by taking the concept of 

"reification" as the only criterion of realisn: in Lukacs ,. 

theory. This is because realism based on the depiction of 

reification may be truthful in ~eflecting an aspect of our 

contemporary culture, but it overlooks the concept and 

possibility of Bildung (development, education, formation) 

which Lukacs cherished so much in the nineteenth century 

novel, and for the lack of which he could never Come to terms 

with the naturalist and expressionist novel. Any novel theory 

which precludes Bildung as a premise cannot claim to rest on 

Lukacs' theory of the.novel. 
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Goldmann recognizes the value of Lukacs' work in 

elucidating the Bildungsroman, but finds it necessary to 

enlarge the theory to include Kafka, and the Nouveau R0me~ 

both of which were inferior examples of the novel accordinp 

to Lukacs. 

In the liberal market societies, there 
was a set of values which, thou~h not 
trans-individual, nevertheless, had a 
universal aim and, within these societies, 
a general validitv. These were the values 
of liberal indivi~ualism that were . 
bound up with the very existence of the 
competitive market (in France, liberty, 
equality, and property, in Germany, 
Bildungsideal, with their derivatives, 
tolerance, the rights of man, development 
of the personality, etc.) On the basis of 
these values, there developed the category 
of individual biography that became the 
constitutive element of the novel. Here, 
however, it assumed the form of the 
problematic individual, on the basis of 
the follo,dng: 1) the personal experience 
of the problematic individuals, and 2) the 
internal contradiction between individualism 
as a universal value produced by "bourgeois 
society and the important and painful 
limitations that this society itself 
brought to the possibilities of the 
development of the individual(45). 

In the ~wentieth century, says Goldmann, the values of 

liberalism weakened, and the novel of biography (Goldmann 

uses the term in lieu of Bildungsroman) had to be replaced 

with novels of a different content. As far as the Bildungsroman 

was concerned, this meant the end of the genre, for the novel 

of the twentieth century "is characterized by an abandonment 

of any attempt to replace the problematic hero and the 

individual biography by another reality and by the effort to 

write the novel ~f the absence of the subject, of the non­

existence of any ongoing search"(46). 
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Gold man n 's T~o,,-w=a,",r,-,d=s ~AI>--"-S""O",,C~l ... · o~l.;owgi.Yl:.....~o",f_.:t,"h.:.:e"-_N::.',,,o~v~e:'..:l 
be taken as the study of the sociology of the end 

can 

of 

the Bildungsroman more than as a continuation of Lukacs' 

novel theory which was centered around the Bildung of the 

individual in bourgeois liberal society. Goldmann's 

concern is structuration and destructuration, rather than 

Bildung. According to him, "human realities are presented 

as two-sided processes: destructuration of old structurations 

and structuration of new totalities capable of creating 

equilibria capable of satisfying the new demands of the 

social groups that are elaborating them"(47). Fok Goldman, 

then, who formulates social change in terms of a series of 

structurations and de structurations always working toward 

an equilibrium, the relation of the individual to the 

society is also one of structuration. If the novel concerns 

itself with deep psychological analysis, that is, not with 

the development of the main character, but how he came to be 

what he is; that is only to be expected in a society where 

individual choice and possibility of individual ~rowth are 

recognized as illusions. Or, if the novel chooses to devote 

its content to a representation of objects and not people 

(like the Nouveau Roman' that again should be seen as 

homologous with a reified society in which "every authentic 

relation with the qualitative aspect of objects and persons 

tends to disappear-interhuman relations as well as those 

between men and things-and be replaced by a m~diatized and 

degraded relation: the relation with purely quantitative 

exchange values"(44). Lukacs as a Marxist of Hegelian origins 

had taken quite an idealistic stand against the kind of post­

humanist novel Goldman describes and had termed it second 

rate; Goldmann as a Marxist of positivist origins, takes the 

given as the only reality and tries to elucidate it. 
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Our concern in this paper, ho.-ever, is the rise and 

decline of the Bildungsroman rather than an evaluation of it 

with respect to other types of novel. Our period is the nine­

teenth century, and our scope is the English novel. 

The common type of novel in England is the socio-moral 

novel, or the novel of manners and morals, the prime theme 

of which is the ethical conduct of man in a relatively stable 

and secure society, The Bildungsroman, which is structured 

around the formation of the hero (Bildung we take as the 

shaping and formation of the personality) has always been 

considered to be a secondary preoccupatio~ of the English 

novelist whose concerns were directed more toward social 

conformity than to individual quest. The theme, however, was 

embedded so strongly within the premises of the liberal 

ideology that the idea of Bildung became a serious concern of 

the whole European novel in the nineteenth century including 

England, 

This stu~y treats the theme from Dickens to Hardy and 

takes the concept of Bildung exactly as it was understood by 

the authors of the Bildungsromane themselves within the 

framework of the liberal Bildungsideal. According to this 

conception of Bildun~, the Bildungsroman deals with the 

personal and moral quest of a character for self-actualization 

within the norms of his society. The quest is burdened with 

the tension between the potential and t'he actual, in other 

words, with the various t.sts and ordeals that the 

protagonist must go through to transcend the limitations of 

his actual situation and fulfill his self-potential. The quest 

is anchored on the liberal conviction that the individual is 

capable of making moral choices, and that he is able to defy 

the accepted norms of the society, like money and status, and 

that development of society in a better direction is also 

dependent upon the number of individuals who practice their 
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right ~nd f!eedom of choice acccrding to the dictates of a 

personal and higher ethic tha~ simple social moralitv. In 

other words, the pre-condition of social Sildung is individual 

Bildungs. Choices and norms, of course, differ from age to 

age, and from writer to writer. So does the actual and the 

potential which form the poles of the tension. Therefore, in 

outlining the quest of young men of the Bildungsroman, this 

study also aims to outline the change of social climate in 

which our novels were written, as well as the effect of these 

changes on the theme of development or self-actualization. 

The chronological structure in which Bild~ng is 

depicted will be presented in the following pattern: The 

childhood of the hero, his coming of age, the passaRe fro~ 

innocence to experience, the identity crisis preci~itated as 

the result of the passage, and the final self-actualization. 

The stages will be found to be complete in some novels but 

partlv incomplete in others. The meaning and the potentialities 

of the form for the nineteenth century English novel will be 

presented in this study by a detailed analysis of five novels: 

Pendennis, David Copperfield, Great Expectations, The Wav of . 
All Flesh, and Jude the Obscure. 
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CHAPTER II 

TRANS IT ION FROM A FEUDAL TO A LIBERAL HORLDVI EW 

1. REPLACEMENT OF CHRISTIAN PATERNALISTIC ETHIC BY LIBERALIS~ 

After the civil war of 1648-1660 and the Glorious 

Revolution of 1689, the English government ~as dominated by 

the gentry and middle."lass capitalists. The medieval ,,'orld­

view that underlay the Christian paternalistic ethic was 

eclipsed. A fundemantal change in the philosophy of the role 

of the state in society took place over the next hundred 

years. In 1776, with the publication of Adam Smith's Wealth 

of Nations a new individualistic philosophy, classical libe-

ralism, replaced the medieaval paternalistic ethic 1n 

England. The medieval paternalistic ethic had condemned greed 

and acquisitive behavior to accumulate wealth. Acquisitive 

behavior, however, was the motive force of the newly emerging 

mercantilistic and capitalistic activity. In this context new 

~heories about human behavior emerged that aimed at justifying 

the new economic society. It was maintained by the'philoso­

phers and social thinkers of the eighteenth century that every 

human act was related to self-preservation and was egoistic 

in the most fundamental sense. The English nobleman and con­

servative Sir Robert Filmer was greatly alarmed by the large 

number of people who spoke of "the natural freedom of mankind, 

a new, plausible, and dangerous opinion!! with anarchistic 
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implications(l). And yet whether Sir Robert Filmer liked it 

or not, the new philosophy speedily gained important adherents 

until Thomas .Hobbes' Leviathan was published in 1651, which 

articulated a widely held opinion that all human motives 

stemmed from a desire for whatever promoted the self-interest 

of man. This new order, in strict contrast to the paternalis­

tic view Europe had inherited from the feudal society, asser­

ted that the human person ought to be independent, self-direc­

ting, autonomous, free, that is, an individual unit distin­

guished from the social mass. 

One of the most important examples of this individualis­

tic and middle-class philosophy was the Protestant ideology 

that emerged from the Reformation. The new middle-class capi­

talists wanted to be free not only from the economic restric­

tions that encumbered manufacturing and commerce but also 

from the moral disapproval of the Catholic church of 

acquisitive behavior. Protestantism not only freed them from 

religious condemnation but eventually made a virtue of the 

acquisitive motives that the medieval church had so despised(2) 

Moreover, the basic tenet of Protestantism was that man's soul 

would reach salvation through faith and subjective motives 

rather than specific rituals or ceremonies of the Catholic 

church. Protestantism preached the creed that each man had 

to search his own heart to discbver if his acts stemmed from 

a Rure heart and faith in God. Each man had to judge himself. 

This individualistic reliance on each person's private conS­

cience not only appealed strongly to the middle~class but 

also focused speculations on the meaning of life on individual 

life courses rather than on communitarian concerns. The old 

distrust of riches was translated into a condemnation of 

extravagance, thriftiness was made a religion of virtue. Thus 

the Protestant ethic stressed the importance·of asceticism 

and abstention from pleasure with a view to furthering the 

economic interests of the society. 
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2. THE NEW THEORY OF HUMAN NATURE 

Eighteenth century England had an economy ~ith a ~ell­

developed market ~here the traditional anti-capitalist biases 

were no longer valid. During the period of industrialization 

the individualistic worldvie~ of classical liberalism became 

the dominant ideology of capitalism. Many of the ideals of 

classical liberalism had taken root and even gained ~ide 

acceptance in the mercantilist period ~hich we summarized 

above, but it was in the late eighteenth and the nineteenth 

centuries that classical liberalism most completely dominated 

social, political, and economic thought in England. 

It is important to understand the psychological theory 

of classical liberalism, for many of the views about the 

individual who figures as the hero of the Bildungsromane 

hinge upon it. Classical liberalism's psychological theory 

was based on certain basic assumptions about human nature. 

People were believed to be ego-centric, rational, inherently 

lazy in the absence of motivating factors such as money and 

power. The egoism argued by Hobbes furnished the basis for 

this view, and, in the.works of later liberals, especially 

Jeremy Bentham, it was blended with psychological hedonism: 

the view that all actions are motivated by the desire to 

achieve pleasure and a~oid pain(3). "Nature" Bentham wrote, 

"has placed mankind under the governance of two sovereign 

masters, pain and pleasure •.. They govern us in all we do, 

all we say, in all we think"(4). Pleasures differed in inten­

sity, Bentham believed, but there were no qualitative dif­

ferences. He argued that "quantity of pleasure being equal, 

push pin is as good as poetry"(S). This theory of human moti­

vation as purely selfish is found in the writings of many of 

the eminent thinkers of the period, including John Locke, 

Bernard Mandeville, David Hartley, Abraham Tucker, and Adam 

Smith. 
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The classical liberal ideology placed 
great faith in man's intellect. Although 
all motives ste~rned from pleasure or pain, 
the decisions people made about what 
pleasure or pains to seek or avoid ~ere 
based on a cool, dispassionate, and rati­
onal assessment of the situation. Reason 
would dictate that all alternatives in a 
situation be weighed in order to choose 
that which would maximize oleasure or 
minimize pain. It is this ~mphasis on the 
importance of rational measurement of 
pleasures and pains (with a corresponding 
deemphasis of caprice, instinct, habit, 
custom, or convention) that fo~ms the 
calculating, intellectual side of the 
classical liberal's theory of psychol­
ogy(6). 

In spite of the fact that men were essentially lazy, a man 

who could use his reason as described above and thus choose 

the more advantageous alternative for himself could overcome 

his essential sloth by rational choice. The logical consequencE 

of this belief condemned poverty and failure as deserved 

results of laziness and ~eluctance to make rational choice. 

The poor, therefore, were not only considered lazy, but also 

irrational. The only way to force them to work would be a very 

large reward or the fear of starvation. Since to reward some­

one for being lazy was out of the question, to utilize the 

threat of starvation was the only remaining alternative 

according to the liberal utilitarians. This view differed 

radically from the paternalistic ethic of the previouscen-' 

t~ries which saw charity as the religious duty of the rich 

towards the poor and which had led to the enactment bf Eli­

zabethan Poor. Relief Act of 1601 and the Speenhamland system 

of 1795. The classical liberals made it their foremost prin-

ciple to oppose the Speenhamland system which guaranteed 

everyone,able-bodied or not, working or not, a minimal s.ub­

sistence to be paid by public taxes. The belief in man's 

reason, united with the conviction that man was essentially 
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lazy, gave way to the liberal elitism which held that only 

those who could not use their intelligence will be defeated 

by the instinct to inaction. Therefore, in order to save these 

irrational poor from thenselves, the liberal utilitarians 

campaigned for the passing of the Poor Law Act and the estab­

lishment of the work-houses where the poor would be forced to 

live under subsistence level so that they would be ready and 

willing to rush to the first job that offered itself no 

matter what its terms were. The Poor Law Act of 1834 and the 

work-houses were founded upon these premises about man's 

nature which later attracted the indignant hostility of many 

writers of the nineteenth century, including Carlyle and 

Dickens. 

Lastly, the vie~ t~at considered man as isolated and 

atomistic marked the end of the medieval communitarian world 

Vlew. The liberal view considered the individual a more fun­

damental reality than the group ~r the community. The belief 

that restrictions placed on the individual by the society or 

the state were generally evil, resulted in the democratic 

ideal of classical liberalism. This democratic ideal would be 

compromised only in cases where it was believed that a worse 

evil would result from lack of restrictions, as it was the 

case with the irrational behavior of the poor. This indivi­

dualistic psychology is significantly different from a more 

socially oriented psychology that assumes that most of the 

characteristics, habits, ways of perceiving and thinking are 

inf)uenced, if not determined, by social institutions and 

relationships of which man is a part. Th~ individual's makeup 

was considered to be independent, and therefore, he was seen 

to be free to become what he chose by using his will and 

choice to break free from his particular socialization. 

Criticism against liberal social p01icies took diverse 

forms. Paternalistic attempts to aid the poor were doomed to 
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iailure while the inhuman conditions in the work-houses 

became the subject of strong condemnation. Hobsbavm states 

that the new Poor Law "was an engine of degradation and 

oppression more than a means of material relief. There have 

been few more inhuman statutes than the Poor Law Act of 1834, 

which made all relief 'less eligible' than the lowest wage 

outside, confined it to the jail-like workhouse, forcibly 

separated husbands, wives, and children in order to punish 

the poor for their destitution, and discouraged them from 

the dangerous temptation of procreating further paupers"(7). 

Hobsbawm's attitude towards the political creed of 

utilitarian liberalism was shared by all our authors in this 

study from Carlyle to Hardy, who witnessed the social costs 

of the industrial revolution in England and who thought the 

liberal measures taken to alleviate them far from benevolent. 

The critics of the utilitarian liberal politics turned to the 

basic tenets of the Christian paternalistic ethic and admo­

nished their countrymen to take a more charitable attitude 

to the poor. As diverse writers as Cobbett, Carlyle, Dickens, 

Kingsley, Macaulay, Gaskell questioned the psychological 

assumptions of utilitarian rational behavioralism and argued 

for that aspect of human nature which was not coldly calcula­

ting, which was not motivated by egoism seeking isolation in 

an atomistic existence, which was not inherently lazy, and 

which was not guided by the instincts of avarice and pleasure 

alone. A perfect utilitarian, from Gradgrind to Dombey, could 

only figure as the villain, the caricature, or at best the 

tragically mistaken individual of the Victorian novel. With 

Matthew Arnold, the rational-utilitarian assets of the middle­

class liberal ideology had already become its liabilities. 

For Arnold made it his lifelong mission to expose the vices 

of "philistinism", to instill the belief that the greedy pro­

fit quest of the vulgar, unrefined, acquisitive mid Ie-classes 

was responsible for the social ills of the Industrial Revolu-
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tion as well as for the cultural sterility and crisis which 

he believed England to be going through. 

The Bildungsroman was born precisely out of the tensions 

of a s~lf-searching examination of the doctrines of libera­

lism by writers WHO believed in altruistic choices, in self­

fulfillment rather than a materialistically motivated ideal of 

industry, in benevolent and integrated rather than atomistic 

and alienated individualism. For the idealist liberals of the 

nineteenth century, as opposed to the rational utilitarian 

liberals of the same era, it was possible to achieve a world­

view in which the individual, by ethical rather than purely 

utilitarian or pragmatic choices, could reach moral integrity 

and maturity. Furthermore, they sav the improvement of 

society as strictly related to the number of individuals who 

used their freedom of choice in such ethical directions. This 

Bildungsideal was reached, however, only after a tortured 

inquiry and controversy that was inspired by confidence, 

crisis, and criticism. 

3. ENGLAND IN 1850 

The very complex atmosphere of confidence, crisis, and 

criticism has been studied by Victorian scholars such as 

Houghton, Williams, Buckley, Mellor, Chestorton, Burns, 

Miyoshi, and Marshall(8). The following discussion relies. 

heavily on their wo~ with a view to highlight those aspects of 

the Victorian temper that contributed to the structuring of 

the Victorian Bildungsidea~. 

Confidence, crisis, and criticism mark the character 

of the Victorian era in all aspects of social life. Whether 

worthy or not, the middle-class who rose to political power 

through the revol~tionary legislation of 1828-1835, such as 

the repeal of the Test and Corporation Acts, the municipal 
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Reform Act, and above all the Reform Bill, owed their victory 

to the financial po~er they acquired during the Industrial 

Revolution. And once the middle-class attained political as 

well as financial importance, their social influence became 

decisive. The Victorian frame of mind was largely composed of 

their characteristic modes of thought and feeling. However, 

the great optimism and faith in the liberal economy and poli­

tics of the beginning of the nineteenth century was already 

cast with clouds of doubt and questioning by the 1850's. The 

dubious victory won by liberalism became a subject of contro­

versy in all kinds of societies such as Bible societies, Tract 

societies, Puseyism, Socialism, Chart ism, Benthamism, Tory 

radicalism, where vigorous debate on alternatives were under­

taken. It was this atmosphere that Thomas Arnold meant to 

refer ,,-hen he said "an atmosphere of unrest and paradox is 

hanging around many of our ablest young men of the present 

day," and "of questions as to great points in moral and intel­

lectual matters; where things which have been settled for 

centuries seem to be again brought into discussion"(9). 

Carlyle lamented the spiritual sterility that he witnessed in 

his age in a similar manner: 

Not the .external and the physical alone 
is managed by machinery, but the internal 
and the spiritual also ••• The same habit 
regulates not our modes of action alone, 
but our modes of thought and feeling. Men 
are grown mechanical in head and heart, 
as well as in hand. They have lost faith 
in individualistic endeavor, and in natu­
ral foret, of any kind. No~ for internal 
perfection, but for external combinations 
and arrangements, for institutions, cons­
titutions, for mechanism of one sort or 
other, do they hope and struggle. Their 
whole efforts, attachments, opinions, turn 
on mechanism, and are of a mechanical 
order(lO) • 

While Carlyle thus revolted against the mechanism of his age, 
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another conservative, Edmunde Burke, put his appeal into the 

popular economic terminology of the market ~hen he criticized 

the new mode of thinking which did not revere the cultural 

inheritance of the past: 

We are afraid to put men to rive and trade 
each on his own private stock of reason; 
because we suspect that the stock in each 
man is small, and that the individuals 
would do better to avail themselves of 
the general bank and capital of nations 
and of ages(ll). 

The combination of crisis, confidence, and criticism 15 best 

seen in the following paragraph of Carlyle: 

These dark features, we are aware, belong 
more or less to other ages as well as to 
ours. This faith in Mechanism, in the 
all-importance of physical things, is in 
every age the common refuge of Weakness 
and blind Discontent •.. We are a~are also, 
that, as applied to ourselves in all their 
aggravation, they form but half of a 
picture .•. Neither, with all these evils 
more or less cl·early before us, have we 
at any time despaired of the fortunes of 
the society. Despair, or even despondency, 
in that respect, appears to us, in all 
cases, a groundless feeling. We have faith 
in the imperishable dignity of man; in the 
high vocation to which, throughout this 
his early history, he has been appointed ••• 
This age also is advancing. Its very un­
rest, its ceaseless activity, its discon­
tent contains matter of promise. Knowledge 
and education are opening the eyes of the 
humblest; are increasing the number of 
thinking minds without limit. This is as 
it should be, for not in turning back, not 
in resisting, but only in resolutely strugg­
ling forward, does our life consist .•• 
There is a deep lyin~ struggle in the 
whole fabric of society; a boundless 
grinding collision of the New with the 
Old(12). 
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Carlyle's reserved criticism was only a starting point. A 

generation later, a greater rupture between the optimists and 

the pessimists could be easily detected. In the 1850's which sa", 

the opening of the Crystal Palace, optimism seemed to have 

been reserved for the statesmen and politicians only: 

Nobody who his paid any attention to the 
peculiar features of the present era will 
doubt for a moment that we are living at 
a period of most wonderful transition, 
which tends rapidly to accomplish that 
great end, to which, indeed, all history 
points- the realization of the unity of 
mankind(l3) . 

Nevertheless, the mood of literature often differed from the 

official optimism of the 1850's. In 1850, the age is still 

one "of fusion and transition ... Old formula, old opinions, 

hoary systems are being thrown into the smelting pan; they 

are fusing-- they must be cast anew: who can tell under what 

ne,,' shapes they will come from the moulds?"(14) Carlyle had 

grown much more pessimistic by the time he was writing the 

Latter Day Pamphlets: He was convinced that ftin spite of our 

Statistics, Unshackled P;-esses, and Torches of Kno,dedge", 

the age revealed itself as "one of boundless misery and 

Sarro.'" (15) . 

The deranged condition of our affairs is 
a universal topic among men at the present 
and the heavy miseries pressing in their 
rudest shape on the great dumb inarticu­
late class and from this by sure law 
spreading upwards in a less palpable but 
not less certain and perhaps still more 
fatal shape on all classes to the very 
highest, are admitted everywhere to be 
very great, increasing and now almost 
unendurable(16). 

And again rejecting the premature self-ccngratulatorv attitude 

of the official optimism on the defeat of the Chartist move­

ment, Carlyle writes: 
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We are aware that according to newspapers. 
Chart ism is extinct; that a Reform 
Ministry has 'put down the chimera of 
Chartism' in the most felicitous manner. 
So say the newspapers;- and yet alas, most 
readers of newspapers know withal that 
it is indeed the 'chimera' of Chartism, 
not the reality, which has been put down •. 
The living essence of Chartism has not 
been,put down. Chart ism means the bitter 
discontent grown fierce and mad, the wrong 
condition therefore or the wrong disposi­
tion, of the Working Classes in England. 
It is a new name for a thing which has 
had many names, which will yet have many. 
The matter of Chart ism is weighty, deep­
rooted, far-extending; did not begin ves­
terday; will by no means end this day or 
tomorrow(17) • 

Sharing the above sentiments with Carlyle, Dickens will soon 

begin, in 1851, his unsparing anatomy of the English social 

institutions in novels· such as Bleak House, Hard Times, and 

Little Dorritt. 

One of the most interesting achievements of the nine­

teenth century writers is their extensive use of the auto­

biographical genre to unite most public concerns with the 

most personal questionings and reckonings. A deeply political 

involvement with social issues existed side by side with a 

rigorous existential questioning of man's predicament. As 

Houghton renders the range of such probings into man's onto­

logical state, the inquiry of the Victorians seemed to recog­

nize no limits. Is there a God or is there not? Is there a 

heaven and a hell? If there is a God, is he a personal or an 

impersonal force? If there is a true religion, is it theism 

or Christianity? If it is Christianity, is it Roman Catholi­

cism or Protestantism? Have we free will or are we automa­

tons? And if we have the power of moral choice, what is its 

bas is? IH 1 1 C.o d given v 0 ice a f con sci e nee orr a t ion a 1 cal cuI a -

tion promote the greatest happiness of the greatest number? 
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Is man a man or 'simply a higher ape?(18) All these questions 

were asked and answered over and over again by thinkers and 

writers representing the materialist- or the idealist poles of 

liberalism, or by those, like John Stuart Mill, who tried to 

_st~ike a comprimising balance. Most of the novelists of the 

1850's, however, whether conservative, liberal, populist; 

radical, or some combination of these, maintained an idealist 

position which held that man had free choice and was capable 

of emp loving - j-t ethically, that he was not merely a higher 

form of an ape, and that he did have a God f!iven conscience 

which did no~ conflict with the dictates of reason. The auto­

~iograp~ical tone which became the only vehicle for posing 

such questions and answering them dominated the ~id-century 

writing, as exemplified by Matthew Arnold's collection of 

poems, The Strayed Traveller, John Henry ~ewman's Apologia 

pro Vita sua, Francis Newman's Phases of Faith, Words~orthts 
\ . 
posthumously publlshed Prelude, Carlyle's Sartor Resart1!s, 

John Stuart Mill's Autobiography. The list can be extended if 

we include works of lesser novelists like Kingsley's Alton 

Locke, Eliot ~arburton's Reginald Hastings, Francis Smedley'. 

Frank Fairleigh, George Borrow's Lavengro, and Bulwer-Lytton's 

The Caxtons. 

Thackeray's Pendennis, which is generally considered 

to be the first Bildungsroman in English literature, is in· 

reality a mixed genre like Dickens' David Copperfield. These 

are the most personal and autobiographical novels of the two 

authors, exploiting at the same time the theme of growing up 

and pointing to the Bildungsidea~ of the mid-Victorian era. 

As such, they will be analyzed in the next chapter before we 

take up the first Bildungsroman proper in England, Great Ex­

pectations. 
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CHAPTER III 

PENDENNIS AND DAVID COPPERFIELD 

The imagination of a boy is healthy, and 
the mature imagination of a man is 
healthy; but there is a space of life in 
between, in which the soul is in ferment, 
the character undecided, the way of life 
uncertain, the ambition thick-sighted ... 

Keats, 1818 Preface to Endymion 

1. THACKERAY'S PENDENNIS 

Pandennis and David Copperfield which were both 

serialized and completed within the same year (1849-,0) were 

treated as twin achievements in the critical appraisal of 

their contemporaries(l). Critics evaluating these two auto­

biographical novels by the great rivals of the mid-century 

reiterated the cliche opinion that Thackeray was the more 

studied and sophisticated stylist in comparison to Dickens 

whose style. was faulty but whose artistic genius was more 

original and captivating. As for Thackeray himself, he read 

the first number of David Copperfield with great enthusiasm 

and is reported to have said: "0, it is charming. Bravo 

Dickens. It has some of his very prettiest touches-- those 

inimitable Dickens touches which make such a great man of 

him. " ( 2). He a 1 s 0 a d de d. " 1 tis b e au t i f u 1. i t b eat 5 the ye 110'" 

chap of this month hollow", expressing his estimate of David 
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Copperfield as being superior to that month's issue of 

Pendennis(3) . 

Although Pendennis is considered to be the first 

Bidlungsroman in English fiction, it is more appropriate to 

classify it with the autobiographical novel than with the 

mature form of the genre, simply because this study limits 

the formal structure of the Bildungsroman to the depiction of 

childhood, adolescence, and maturity. The limitation has been 

imposed by considerations of space rather than of substance 

for it would be difficult to think of any nineteenth century 

novel that does not preoccupy itself with Bildung in one way 

or another, the Bildungsideal being so dominant a conviction 

of the century. Pendennis, however, which is described as 

"Thackeray's effort to evoke the spirit of his own youth-­

though scarcely the letter, for the direct autobiography 

limited to memories of persons and places and occasional 

strokes of self portraiture, does not extend to decisive acts 

or crises of emotion," starts when Pendennis is an adolescent 

of seventeen and is experiencing his first love. 

Pendennis is an orphan who is doted- upon by two women, 

his mother Helen, and Laura whom his mother has adopted. 

Experiencing his first love, he is all passion and poetry, he 

sees in Miss Castigan a glamor and weaves a ~eb of sublime 

art and poetry a,ound her which are all products of his own 

infatuated heart and mind. She, however, has her feet firmly 

on the ground, as Thackeray shows by constantly associating 

her with down-to-earth ordinary things/often edible ones, 

such as brown stout, mutton chop, veal and ham pie)and beaf­

steak pudding. When the affair ends, she wraps up "Pen's 

letters, poems, passions, and fancies, and(ties) them together 

with a piece of string neatly, as she would a Parcel of 

sugar." (5) (Pendennis, I, 148). The affair, however, ends 

thanks to the labors of another worldy character, Major 
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Pendennis, who. is Arthur's uncle and who has been summoned 

from London by Helen, to talk Arthur to reason. Knowing how 

difficult it would be to make a young man in first love see 

reason, Major Pendennis puts an end to the affair simply by 

explaining to Miss Castigan and her father that the young 

Pendennis is not an heir to as great a fortune as the two had 

assumed. Following this dissillusionment Pendennis is first 

sent to Oxbridge to study law and then launched into London 

society by his uncle with the latter's hopes that he may 

manage a "good" marriage there. 

Pendennis at Oxbridge is portrayed as a talented, but 

vain and selfish creature who the reader recognizes must go 

through quite an ordeal before he can attain the maturity 

that befits the hero of a novel. As such, Pendennis, too, at 

least until he reforms himself at the very end, is an anti­

hero in the Thackereyan Manner. Even in misfortune, Pen is 

candidly described by Thackeray as a man who "when absorbed 

in grief, took no notice of events which befell persons less 

interesting to himself than Arthur Pendennis." (Pendenni" 1, 

251). At this point Arthur Pendennis falls in love again, 

this time with Blanche Amory, the stepdaughter of Sir 

Clavering about whose real father not much is known except 

that he had been a very rich ship's captain and had died in 

an accident at sea. Blanche is another vain person who is 

superficial and, only capable of sham e~otion, Pen's love for 

her can be described as an intense flirtation rather than in­

volving a serious emotion. All this takes place while Laura 

watches Pen with concerned eyes. Laura. is Pen's guardian 

angel thoughout the novel with whom Pen's mother would like 

to see him united but who would not accept this arranged 

marriage unless Pen came to her motivated by love and not by 

the wish to compl) with his mother's desire. 

Laura and Blanche Amory are exact opposites: Laura, 
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serious, sacrificing, pleasing and hones t; Blanche, frivilous, 

selfish, demanding, and intriguing. The moment these two 

types of women are set against each other, we know what Pen's 

education, or Bi1dung will involve: appreciation of Laura and 

all the authentic qualities she represents in a world of lies. 

In fact Martin Fido and Edgar Harder have pointed out that 

Pendennis is a novel about art and artifice(6). The hero falls 

in love first with an actress who has no real artistic ability 

but to mimick, and next with a flirt who is sham through and 

through and, he himself aspires to be a writer. Hence we are 

constantly alerted to look out for the difference between the 

natural and the artificial, the true and the false. 

After the Oxbridge phase, London becomes the setting 

for Pen's real trial, education and maturity. Before Thackeray 

launches Pen into the life of journalism and book trade in 

London, he describes his lodgings at the Temple, and the 

lonely lives spent at the Inns of Court: 

On the first floor, perhaps, you will 
have a venerable man whose name is famous., 
who has lived for half a century in the 
Inn, whose brains are full of books, and 
whose shelves are stored with classical 
and legal lore. He has lived alone all 
these fifty years, alone and for himself, 
amassing learning, and compiling a for­
tune. He comes home at night only from 
the club, where he has been dining freely, 
to the lonely chambers where he lives a 
godless old recluse. When he dies, his 
Inn will erect a tablet to his honour, 
and his heirs burn a part of his library. 
Would you like to have such a prospect 
for your old age, to store up learning 
and money, and end so? 

(Pendennis, I. 376). 

This is the price one has to pay for success in the ruthless 

metropolis: loneliness and futility. It is in one such Inn 
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that Pen starts his career as an urban bachelor. He shares 

his lodgings with George Warrington who will act as the voice 

of conscience and corrector for Pen, the mission Laura had 

carried in Fairoaks. It is also in the city that Pen's talents 

as an artist will find inspiration among the many and varied 

scenes and people of London, which Thackeray calls "Babylon"; 

Elated with the idea of seeing life, Pen 
went into a hundred queer London haunts. 
He liked to think he was consorting with 
all sorts of men-- so he beheld coal­
heavers in their taprooms; boxers in 
their innparlours: honest citizens dis­
porting in the suburbs or on the river; 
and he would have liked to hob and nob 
with celebrated pickpocets, or drink a 
pot of ale with a company of burglars and 
cracksmen, had chance afforded him an 
opportunity of making the acquaintance of 
this class of society. 

(Pendennis, I, 385). 

For all this Bohemianis~, tho novel which Pen publishes is 

far from being a realistic city-novel, rather it is a histo­

rical ro~ance, but this is just as it should be for romanti­

cism is another trait of which Pen has to be cured before he 

reaches maturity. 

Again it is in London that Pen is initiated into the 

life of journalism like Lucien of Lost Illusions. It must be 

admitted, however, that Thackeray's version lacks the color 

and vividness of Balzac's portrayal of the world of journa­

lism in Paris: 

'Look at that, Pen', Warrington said. 'There 
she is-- the great engine-- she never 
sleeps. She has her ambassadors in every 
quarter of the world--' her couriers upon 
every road. Her officers march along with 
armies, and her envoys ~alk into states­
men's cabinets. They are ubiquitous. 
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Yonder journal has an agent, at this mi­
nute, giving bribes at Madrit; and another 
inspecting the price of potatoes in Covent 
Garden. Look! Here comes the Foreign Ex­
press galloping in. They will be able to 
give news to Downing Street tomorrow: 
funds will rise or fall, fortunes be made 
or lost; Lord B. will get up, and, holding 
the paper in his hand, and seeing the 
noble Marquis in his place, will make ~ 
great speech; and-- and Mr. Doolan will 
be called away from his supper at the 
Back Kitchen; for he is foreign sub-edi­
tor, and sees the mail on the newspaper 
sheet before he goes to his own.' 

(Pendennis, I, 476). 

The satire directed against journalism is never too keen in 

Thackeray, who was a successful journalist, but light and 

sparing, which even at times betrays an admiration as opposed 

to the unsparing criticism of Balzac in the Lost Illusions. 

The book which wins Pen fame in London, Leaves froll> 

the Life-book of Walter Lorraine would never have been 

written but for Arthur Pendennis's own private griefs, 

passions, and follies." (Pendennis, II, 33). The book, like 

the hero, exhibits another phase of "youth" before maturity. 

We feel that Thackeray was not very approving of the auto­

biographical, or confessional literature of his times. In 

Pendennis's youthful book, Thackeray has occasion to satirize 

the romantic confessional literature of the century, English 

and German alike: 

This book, written under the influence of 
his youthful embarrassments, amatory and 
pecuniary, was of a very fierce, gloomy, 
and passionate sort,--the Byronic despair, 
the Wertherian despondency, the mocking 
bitterness of Meshistopholes, of Faust, 
were all reproduced and developed in the 
character of the hero; for our youth had 
just been learning the German language, 



- 64 -

and imitated, as almost all clever lads 
do, his favourite poets and writers. 

(Pendennis, II, 29). 

It is a known fact that Thackeray was a great enemy of senti­

mentality, and of the "romantic" as far as it encouraged sen­

timentality(7). The education of Pen will, therefore, involve 

the recognition of the inferiority of exaggerated emotion, 

and false sentimentality over a calm, critical, but still 

tolerant and loving appraisal of life, as practiced by Laur~. 

Pendennis in London is a conceited man who cloaks his 

opportunism under a cynical philosophy: When he realizes that 

his friend Faker is hopelessly in love with Blanche Amory, he 

joins the competitive courtship just for "sport", having no 

respect for the feelings of poor Faker: 

'And so he wants her too, does he?' 
thought Pen as he marched along-and noted 
within himself with a fatal keenness of 
perception and almost infernal mischief, 
that the very pains and tortures which 
that honest heart of Faker's was suf­
fering gave a zest and an impetus to his 
own pursuit of Blanche: if pursuit that 
might be called which had been no pursuit 
as yet, but mere sport and idle dallying. 

(Pendennis, II, 100). 

Pen claims he has outgrown love and sentimentality, he) 

therefore sees no reason why he should not court the vain and 

worthless Blanche Amory, if that will provide him with a good 

fortune and a seat in Parliament. That fortune and that seat, 

Pen does not know yet, have been procured by his uncle's 

blackmailing Sir Clavering. Major Pendennis, having disco­

vered the secret that Clavering's rich wife's former husband 

and Blanche's father, who was supposed to have been dead, is 

really al ive and in London as a convict in hiding, threatens 
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the pathetic Clavering into giving a good dowry to his step 

daughter and giving up his seat in the Parliament to her 

husband. Until Pen learns of Blanche's secret and his uncle's 

part in his future ~elfare, the adjectives with which 

Thackeray describes him to us are not at all complimentary. 

Thackeray uses phrases like "artful Lovelace," "dandified" 

"p.123) "confounded prig" (p.266) to set the reader at an 

ironic distance from Pen whose rise or fall will be determined 

by his choosing to accept the money and power that Blanche 

will bring to him (together with the shame that his accept­

ance must imply) or to give them up. George Warrington, who 

acts as the voice of conscience, reminds Pen -- and the 

reader-- of the critical decision Pen has to make: 

'0 Pen, you scoundrel! I know what you 
mean,' here \\'arrington broke out. 'This 
is the meaning of your specticism, of 
your quite ism, of your atheism, my poor 
fellow. You're going to sell yourself, 
and Heaven help you. You are going to 
make a bargain ~hich will degrade you and 
make you miserable for life, and there's 
no use talking of it. If you are once 
bent on it, the devil won't prevent you.' 

(Pendennis, II, 318). 

The devil perhaps won't, but an angel will, While Pen "was 

thus carrying on his selfish plans and parliamentary schemes" 

he learns that' Lady Rockminster and Laura (the latter after 

the death of Pen's mother, accompanies Lady Rockminster as a 

governes 5) have arrived nearby (Pendennis, II, 370). We are 

now approaching Pen's crucial decision, and the author intro­

duces Laura again, who represents the correct path from which 

Pen has long deviate~ a deviation which he is vaguely aware 

of: 

At the announcement that Laura •.• was 
near him, Pen felt rather guilty. His 
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wish was to stand higher in her esteerr, 
perhaps, than in that of any other person 
in the world. She was his mother's legacy 
to him. He was to be her patron and pro­
tector in some sort. How would she brave 
the news which he had to tell her; and 
how should he explain the plans which he 
was meditating? He felt as if neither he 
nor Blanche could bear Laura's dazzling 
glance of calm scrutiny, and as if he 
would not dare to disclose his worldly 
hopes and ambitions to that spotless 
judge. At her arrival at Baymouth, he 
wrote a letter thither which contained a 
great number of fine phrases and protests 
of affection, and a great deal of easy 
satire and raillery; in the midst of all 
which ~r. Pen could not help feeling that 
he was in a panic, and that he was acting 
like a rogue and hypocrite. 

(Pendennis, II, 370). 

Teased by Lady Rockminster -- a typical Thackeray eccentric 

of harsh words but a good heart-- for his stupidity in 

choosing Blanche Avory when there was a gem of a woman like 

Laura whom he could marry, Pen realizes that he is in love 

with Laura and that there is nothing more in the world he 

wants to do than to retract his promise to marry Blanche. It 

is too late, however, to go back now and he continues his 

courtship of Blanche with a divided heart and mind. In the 

meantime Pen discovers that the only reason why Sir Clavering 

is bestowing upon them money and prestige, is because he is 

being blackmailed by Major Pendennis. When he finds out the 

Clavering secret, Pen wishes to leave Bla~che but is reminded 

by Laura that it is the money and the seat he must give up 

and not Blanche, for Blanche cannot be held guilty of her 

birth. The only honest choice Pen can make under the cir­

cumstance is to continue with the match but refuse the fortune 

and the seat in the Parliament. With gentle inducement from 

Laura. Arthur Pendennis's Bildung is completed when he faces 

his uncle in a dramatic confrontation and accuses his uncle 
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of having misled hire: 

'See, that rather than trade upon this 
secret of Amory's,' Arthur cried out, 'I 
would go and join my father-in-law at the 
hulks. See, that rather than take a seat 
in Parliament as a bribe from Clavering 
for silence, I would take the spoons off 
the table. See, that you have given me a 
felon's daughter for a wife; doomed me to 
poverty and shame; cursed my career when 
it might have been-- when it might have 
been so different but for you. Don't you 
see that we have been playing a guilty 
game, and have been over-reached; -that 
in offering to marry this poor girl, for 
the sake of her money, and the advance­
ment she would bring, I was degrading 
myself, and prostituting my honour?' 

(Pendennis, II, 426) 

After this confrontation with his uncle, we see Pen travelling 

towards his betrothed's house, in a mood of bitter self­

searching: 

'Here is the end of hopes and aspira­
tions,' thought he, 'of romance and ambi­
tions. Where I yield or where I am obsti­
nate, I am alike unfortunate; my mother 
implores me and I refuse an angel. Say I 
had taken her; forced on me as she was, 
Laura would never have been an angel to 
me .... I yield to my uncle's solicita­
tions, and accept on his guarantee 
Blanche, and a seat in Parliament, and 
wealth, and ambition and a career; and 
see.-- Fortune comes and leaves me the 
wife without the dowry, which I had taken 
in compensation of a heart.' 

(Pendennis, II, 452). 

Then Pen utters the indispensable philosophy of the Bildungs­

roman, the conviction on which the Bildungsideal stood in the 

nineteenth century: 
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'Ah me' you must bear your o~n burden, 
fashion your o~n faith, think your own 
thoughts, and pray your own prayer. To 
what mortal ear could I tell all, if I 
had a mind? or who could understand all? 
Who can tell another's shortcomings, lost 
opportunities, weigh the passions which 
overpower, the defects which incapacitate 
reason?-- what extent of truth and right 
his neighbour's mind is organised to per­
ceive and to dO?' ... And his head fell on 
his breast, and the young man's heart 
prostrated itself humbly and sadly before 
that Throne where sits wisdom, and love, 
and pity for all and made its confession. 

{Emphasis mine, Pendennis, II, 454'. 

After Pen has made the correct decision and attained a self­

awareness which inspires the above confession and regret, he 

is rewarded by a fast denoument in which he finds out that 

Foker has replaced him in Blanche's affections. He asks Laura 

to marry him, and this time he is accepted. The novel closes 

on a happy tone of reconciliation through marriage. 

The above discussion of Pendennis shows that this 

novel, although it carries many of the motifs of the Bildungs­

roman, does not have the greatest emphasis on the "formation" 

or the "Bildung" of the character. The novel's theme, which 

is the disciplining of the wayward youth, is the typical 
~ 

theme of the Bildungsroman, but this theme is dilated by\plot 

which is too complicated, episodic, and unnecessarily long. 

It subordinates the interest in Pen's character and develop­

ment to the intricacies of contrived plotting. The major mo­

tifs of the Bildungsroman, the authentic versus the sham, the 

misleading of youth and his misleader, great expectations and 

lost illusions, and the final achievement or self-awareness 

necessary for self actualization are all there, but the 

reader has to pick them up from two volumes of prolonged nar­

rative which fails to sustain the focus pn these themes. This 
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is "hy Pendennis is treated as an example that bridges between 

the autobiographical novel and the Bildungsroman; in its 

ironic distance from the he ro, and its containing the many 

themes and concerns of Bildung, it is not a purely autobio-

graphical novel; in its failure to bring the theme of deve-

lopment under clear focus, however, it is an imperfect example 

of the genre. 

2. THE BILDUNGSIDEAL OF DAVID COPPERFIELD 

Dickens always referred to this novel as the special 

child of his fancy. In the Preface he wrote to the second 

edition of David Copperfield, he reveals the special place it 

has among his books and his life: 

I remarked in the original Preface to 
this Book, that I did not find it easY to 
get sufficiently far away from it, in the 
first sensations of having finished it, 
to refer to it with the composure which 
this formal heading would seem to require. 
My interest in it was so recent and 
strong, and my ~ind was so divided between 
pleasure and regret--pleasure in the 
achievement of a long design, regret in 
the seperation from many companions- that 
I was in danger of wearying the reader 
with personal confidences and private 
emotions. (8). 

This emotional identification with David Copperfield (the 

very title reverses Dickens' initials) results from the 

novel's resembling closely Dickens' life. In fact, David Cop-

perfield in a way replaced an Autobiography Dickens wrote but 

never published, the fragments of which were published after 

his death by his friend Forster(9). These fragments revealed 

close parallels between Dickens' life and David's. Forster's 

Life, disclosed for example, the secret that David's most 

traumatic experience in David Copperfield, namely his working 

at the Murdstone and Grinby's warehouse, sticking labels at 
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the empty bottles had its close parallel in the novelist's 

own wretched days when he was forced to work as a· child at 

Warren's blacking-warehouse. That experience was recaptured 

in the unpublished autobiography in the following notes of. 

despair: 

The deep rememberance of the sense I had 
of being utterly neglected and hopeless; 
of the shame I felt in my position; of 
the misery it was to my young heart to 
believe that, day by day, what I had 
learnt, and thought and delighted in, and 
raised my fancy up by, was passing away 
from me, never to be brought back a~y 

more; cannot be written. That I suffered 
in secret and that I suffered exquisi­
tely, no one ever knew but I. How much I 
suffered, it is, as I have said already, 
utterly beyond my power to tell. But I 
kept my own councel, and I did my work. 
No man's imagination can overstep the 
reality .... For many years, when I came 
near to Robert Warren's in the Strand, I 
crossed over to the opposite side of t~e 
way, to avoid a certain smell of cement 
they put upon the blacking-corks, which 
reminded ~e of what I was once«lO). 

Dickens' despair finds its parallel in the following reminis­

cence of David: 

That I suffered in secret,and that I 
suffered exquisitely, no one ever knew 
but I. How much I suffered, it is, as I 
have said, already, utterly beyond my 
power to tell. But I kept my own councel, 
and I did my work. I knew from the first, 
that, if I could not do my work as well 
as any of the rest, I could not hold 
myself above slight and contempt. 

{D.C., p.162}. 

In the Preface referred to above, Dickens avows to the 

personal closeness he felt to the characters of David Copper-
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field when he says that at the finishing of his novel he felt 

as though he were "dismissing some portion of himself into 

the shadowy world" and that "no one can ever believe this 

Narrative in the reading more than I believed it in the 

"riting." {Preface, p.17}. Indeed, it is common kno"'ledge on 

the part of Dickens specialists that Mr. Micawber was based 

on Dickens' own father, as the child-"ife Dora was based on 

an early disappointed love-affair with Maria Beadnell. In a 

letter to John Forster, Dickens confessed how the novel's 

autobiographical ties still affected him, even when he had 

reached his forties: "No one can im~gine in the most distant 

degree what pain the recollection gave me in Copperfielc. And, 

just as I can never open that book as I open any other book, 

I cannot see the face, or hear the voice, without going 

"andering away over the ashes of all that youth and hope in 

the wildest manner."(ll). 

It is perhaps due to this strong autobiographical 

bearing of the novel that memory plays such an important part 

of the narrative; in fact, almost in a Proustian fashion, me­

mory becomes the narrative in David Copperfield(12). Dickens 

uses the Present Tense rather than the Past Tense in revi­

vifying the most vivid moments of David's childhood and youth. 

The suffering at Murdstone and Grinby's is described as it 

comes back to David in all its painful freshnes s: "I no", 

approach a period of my life, which I can never lose the re­

memberance of, while I remember anyt~ing; and the recollec­

tion of which has often, without my invocation, come before 

me like a ghost, and haunted happier times." (D.C., p.1Sl). 

He describes himself as a little boy in the Church and how 

his mind wandered through the sermon. The recollection is 

Joycean in recapturing the stream of consciousness of a boy 

instanced by the objects gathered before his wandering glance: 
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Here is our pew in the church .... But 
though Peggotty's eye wanders, she is 
much offended if mine does, and frowns to 
me as 1 stand upon the seat, that 1 am to 
look at the clergyman .•.. I look at a boy 
in the aisle, and he makes a face at me. 
1 look at the sunlight coming in at the 
open door through the porch, and there 1 
see a stray sheep- 1 don't mean a sinner, 
but mutton- half making up his mind coming 
into the church .... l look up at the monu­
mental tablets on the wall, and try to 
think of Mr. Rodgers late of this parish, 
and what the feelings of Mrs. Rodgers 
must have been, when affliction sore, 
long time Mr. Rodgers bore, and physi­
cians were in vain. 1 wonder whether they 
called in Mr. Chillip, and he was in 
vain,; and if so, how he likes to be re­
minded of it once a week. 1 look from Mr. 
Chillip ... to the pulpit; and think what a 
good place it would be to play in, and 
what a castle it would make ... (D.C., 
p.3l). --

The"people and places are so vivid in this astonishing narra­

tive, that we live the story of David in flashing reminiscen­

ces such as "He (Mr. Peggotty) stands before me again, his 

bluff hairy face irradiating with a joyful love and pride for 

which I can find no description" (D.C., p.109)or "As plainly 

as 1 behold what happened, I will try to write it down. 1 do 

not recall it, but see it done" (D.C., p.7l4, emphasis mine). 

It is not rarely, that in the evocation of all the senses as 

David remembers we get the Proustian recapturirig of "lost 

times" together with a Joypean technique of association: 

How well I recollect the kind of day it 
was! 1 smell the fog that hung about the 
place; 1 see the hoar frost, ghostly, 
through it; 1 feel my rimy hair fall 
clammy on my cheek; I look along the dim 
perspective of the schoolroom, with a 
sputtering candle here and there to light 
up the foggy morning, and the breath of 
the boys wreathing and smoking in the raw 
cold as they blow upon their fingers, and 



- 73 -

tap their feet upon the floor. 

~!?.:S., p.126~. 

Although David Copperfield does npt display the structural 

and schematic characteristics of the Bildungsroman as defined 

by this study, that is; it does not easily fall into the 

structure of childhood, coming of age, identity crisis, and 

selfactualization, it is based on a very distinctly defined 

Bildungsideal, which perhaps is the most Victorian ideal of 

growing up that any Dickens novel illustrates. The reason why 

suffering takes the place of self-delusion in David Copper­

field and thus shift. it somewhat from the major concern of 

the Bildungsroman is that David is too ideal and an idealized 

character. He is portrayed as a faultless child, and quite a 

faultless youth except for two rather misplaced affections he 

has bestowed upon Steerforth and Dora. The Good and the Bad 

are diametrically opposed in ~ Copperfield. The simple, 

pure, and honest life and devotion of low people (Peggotties) 

is opposed to the haughty, heartless and selfish pride of the 

aristocracy (Steerforths); the kind liberal minded Betsey 

Trotwood and the harmless lunatic Dick are opposed to the 

puritan sternness and cruelty of the Hurdstones; the balanced 

calm and self-control of Agnes Wickfield, the ideal Victorian 

wife:is opposed to the romantic satanism of Steerforth and 

compared to the harmless and yet exasperating childishness of 

Dora, and the humble financial failures of the Hicawbers are 

opposed to the calculating, cunning evil in the "umbleness" 

of Uriah Heep and his mother. David is placed among these 

characters and the virtues and vices they representcand he 

never fails to respond to the good and to shun the evil. The 

reader may sympathize with David when he suffers an injustice 

in the hands of the bad, but he certainly never worries about 

the salvation of David's soul, for David is always instincti­

vely on the right side. This means that David is too idealized 

a character to confront any serious moral conflict from which 
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he has to emerge by applying his freede~ of choice. He ~ever 

suffers self-delusion although he may be deluded by ethers or 

by the circumstances. Consequently, he does not have to fight 

his way out of a deluded adolescence or an identity crisis, 

but has only to fight to fulfill the promises of his upright 

character despite adverse circumstances. 

David is a child ever responsive to good feeling and 

kindness, no kindness will be wasted upon him: "God help me" 

he says as he remembers his feelings toward his stepfather 

Murdstone," I might have been improved for my life, I might 

have been made another creature perhaps, for life, by a kind 

word at that season. A word of encouragement and explanaticn, 

of pity for my childish ignorance, of welcome home, of reas­

surance to me that it was home, might have made me dutiful to 

him in my heart henceforth, instead of in my hypocritical 

outside, and might have made me respect instead of hate hi",." 

{D.C., p.59\. He is sensitive, imaginative and displays a 

tendency for creative work in his early childhood as Dickens 

himself did: His only happy escape from the cruelty of Murd­

stones is to take refuge among the books left to him by his 

father. "From that blessed little room, Rod·erick Random, Pe­

regrine Pickle, Humphrey ·Clinker, Tom Jones, the Vicar of 

Wakefield, Don Quixote, Gil Blas and Robinson Crusoe, came 

out, a glorious host, to keep me company. They kept alive my 

fancy, and my hope of something beyond that place and time,­

they, and the Arabian Nights and the Tales of the Genii, - and 

did me no h~rm; for what ever harm was in some of them was 

not there for me; I knew nothing of it."(D.C., p.67). It is 

interesting to notice here, that David Copperfield, who. will 

become an author and make his first novel an autobiographical 

one--or perhaps a Bildungsroman-- has informed his earliest 

reading b~ the picaresque novel. In this connection, another 

parallel between Dickens and his hero inevitably comes to 

mind. Speaking of his romatic temperment, and his love of the 
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fairy tale, Dickens is known to have said: 

I am the modern embodiment of the old 
Enchanters, whose familiars tore them to 
pieces, I weary of rest, and have no sa­
tisfaction but in fatigue. Realities and 
idealities are always comparing them­
selves before me, and I don't like the 
realities except when they are unattain­
able-then, I like them of all things. I 
wish I had been born in the days of Ogres 
and Dragon-guarded Castles ... (13). 

David's most trying experiences are confined to child­

hood when he suffers cruelty in the hands of the ~urdstones 

under the helpless eyes of his child-mother, and the humilitv 

he suffers at the Murdstone-Grinby blacking warehouse. After 

he ~akes his escape from the warehouse, and takes shelter in 

his aunt's house, his fortunes improve, and his sufferings 

cease. Dickens himself describes David as the innocent victim 

of circumstance rather than the agent of his own misfortunes, 

when he says: 

When I tread the old ground, I do not 
wonder that I seem to see and pity, going 
on before me an innocent romantic boy 
making his imaginative world of such 
strange experiences and sordid things. 

{E...:...£.:., p.168'. 

The passage from childhood to youth marks the end of unhappy 

times for David Copperfield. The eccentrics he has for guar­

dians now, Mr. Dick and his aunt Betsey Trotwood, are, like 

all Dickens eccentrics, good and honest at heart. Dickens, 

relying on an old tradition of "praising folly", uses them to 

contradict the smug, self-complacent Victorian morality. 

Folly in Dickens is always superior to the pragmatic and un­

feeling puritan Victorian wisdom as exemplified by the Murd­

stones. 
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David, by the food services of his aunt, is 

sent to school at Canterbury and lodges ~ith ~r. Wickfield, 

his daughter Agnes and his assistant Uriah Heep. Dickens 

does not miss the chance of opposing the good educator to the 

bad one in this second schooling of David, the trusting and 

kind-hearted Dr. Strong is set as an example of the ideal 

tutOT as opposed to the sadistic Mr. Creakle of the Creakle 

Boarding School where he had been sent as a child. From this 

point on, we see that David's aunt Betsey Trotwood assumes 

the authorial voice of Dicken. in pronouncing the educational 

precepts for the formation of David's character, or the Bil­

dungs ideal of this novel: "Never be mean" she admonIshes 

David as she takes her leave of him, "never be false, never 

be cruel." (~, p.217). It is at this stage that David meets 

Agnes Wickfield, who would be the true wife and comranion for 

him, but does not recognize this yet. He loves her as a 

sister: 

... 1 feel that there are goodness, peace. 
and truth wherever Agnes is, and that the 
soft light of the coloured window in the 
church, seen long ago, falls on her al­
~ays, and on me ~hen I am near her, and 
on everything around. 

(~, p.224). 

Always in the right, always inspiring David with good, Agnes 

is perhaps too idealized a character to be interesting, and 

yet she has an important role in defining the Bildungsideal 

of the novel. If Agnes is the reward for David's arrival at 

his Victorian journey's end, David's first wife Dora plays a 

role in the novel analogous to Steerforth's in showing the 

hero the excesses of a romantic way of life. The romanticism 

that David grows out of in the end, is Byronic romanticism 

and this does not mean that Dickens makes a statement against 

romanticism as a whole. Like Carlyle, Dickens favors a Goet­

hean romanticism which balances reason and emotions, rather 
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than a Byronic romanticism which exalts the e~otions and 

instincts at the expense of everything else. 

The pure unmotivated evil is represented in this novel 

by the ghastly character Uriah Heep who obviously came right 

out of Dickens' childhood fancies of grim fairy tales. Uriah, 

apart from being physically repelling, is an emodiment of 

pettiness who makes a virtue of pretended servility to disco­

ver and play upon the weaknesses of others. His response to 

David's offer to teach him Latin, pleading humility, is the 

reverse of the liberal ideal of self-improvement: 

"Learning ain't for me. A person like my­
self had better not aspire. If he is to 
get on in life, he must get on umblv, 
~aster Copperfield. 

(~, p.244). 

This hypocritical stand of making a virtue of servility is at 

the root of the evil represented by Uriah P.eep. Although 

Dickens does not make a great issue of the fact, we must keep 

in mind that one of the greatest virtues of David Copperfield 

15 his strength of will in resisting the conditions of the 

~urdstone-Grinby warehouse, his determined effort to escape 

from it in the. awareness that he has better potential than 

being assigned to a worker's positions in life. Just as David 

represents the will to self-help without bringing harm to 

anybody, Uriah Heep represents the will to material prosperity 

through the exploitation of the people aroun~ him. This will 

to self-improvement through honest work and determination is 

expressed by Betsey Trotwood who obviously represents Dickens 

in this aspect: It is to be firm and self-reliant. 

But what 1 want you to be, Trot-I don't 
mean physically, but morally; you are 
very well physically-is, a firm fellow. A 
tine firm fellow, with a will of your 
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own. With resolution ... With determina­
tion. With character, Trot. With strength 
of character that is not to be influenced, 
except on good reason, by anybody, or by 
anything. That's what I want you to be. 

(£..:..£...:..' p.26l). 

This admonition by Betsy Trotwood, when it is brought together 

with the earlier "never be mean in anything, never be false, 

never be cruel" is the Bildungsideal of the novel. And this 

is why, of all the people whom Uriah Heep wishes to destroy 

he hates David Copperfield the most, for David represents 

exactly what he is not. 

David as a young man meets his childhood friend Steer­

forth again. Steer forth is depicted as the irresistable 

Byronic homme fatale and the tragedy he causes by disrupting 

the marriage of Ham and Little Emily is just another version 

of the B~rgerliches Trauerspiel, or the middle-class tragedy 

which was so popular in the eighteenth and the nineteenth 

centuriis(14). Aroun~ Steerforth are clustered other Bvronic 

characters, like Rosa Dartle who is the slave-maiden frustra­

ted by unrequited love, and Emily, the defiled innocent. Like 

the self-tortured Byronic hero who cannot help his own wicked­

ness and is haunted by secret destructive inpulses that he 

must give vent to, Steerforth confesses "I wish with all my 

soul I had been better guided! .. I wish with all my soul I 

could guide myself better" and at least one. laments the lack 

of a judicious father who could have guided him: "If I had 

had a steadfast and judicious father!" (£..:..£...:..' p.303). His 

Byronic second self is expressed in his own words when he 

says "What old women call the horrors, have been creeping 

over me fron' head to foot. I have been afraid of myself." «D.C., 

p.303). Here again Dickens follows Carlyle in his distrust of 

the self-dramatizing romantic sentimentality which Carlyle 

associated with Byron and the Byronic hero and uttered the 
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well known injunction, "Close thy Byrons, open thy Goethes"(15) 

David's friendship with Steerforth is allegorical in 

that Steerforth represents David's willful, romantic angel 

which possesses considerable hold on David's personality and 

which must be purged before he recognizes his love for the 

good, self-denying Victorian angel, Agnes Wickfie1d. David 

will only gradually recognize his love for Agnes but, Agnes 

will always represent the ideal of discipline and calm to 

which David's education must lead in the end. She is the 

cherished Victorian wife of Ruskin's "Of Queen's Gardens" in 

her patience, submission, purity, charity and piety. The re­

cognition that he has always loved Agnes will come to David 

at the very end, only after he has made a bad marriage and, 

has lost his child-bride, who David never blames for the mis­

match. 

That mismatch was born of David's giving free reign to 

his first impulses as a rOl!1antic youth. "All .'as over if! a 

moment. I had fulfilled my destiny. I was a captive and a 

slave. I loved Dora Spen10w to distraction." ~1l..S. p.363'. It 

is love at first sight and David feels his fate sealed when 

h~ first beholds her. That David marries Dora is proof of his 

romantic nature; her childish impractibi1ity is attractive 

because she is so unworldly and innocent. Dora duplicates 

David's childish mother and with Jip's Chinese house and its 

chiming bells, their household soon becomes a "Doll's House." 

{D.C. p.575}. David finds out he has to humor his child-wife, 

and as much as he enjoys humoring her, he cannot help being 

reminded of what he has heard Annie Strong had said in one of 

the dramatic scenes of the book: "There can be no disparity 

in marriage like unsuitability of mind and purpose." {D.C. 

p.575}. David will often be troubled by the remembrance of 

Annie's words; 
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'The first mistaken impulse of an undis­
ciplined heart.' Those words of ~rs. 
Strong's were constantly rec~rring to ~e, 
at this time; were almost always present 
to my mind. I awoke with the~, in dreams, 
inscribed upon the walls of houses. For 
I knew, now that mv own heart was undis­
ciplined when I fi~st loved Dora; and 
that if it had been disciplined, it could 
never have felt, when ~e were married, 
what it had felt in its secret experience. 

'There can be no disparity in marriage, 
like unsuitability of mind and purpose.' 
Those words I remembered too. I had en­
deavored to adapt Dora to myself, and 
found it impracticable. It remained for 
me to adapt myself to Dora; to share with 
what I could, and be happy; to bear on my 
own shoulders what I must, and be still 
happy. 

{D.C. p.637}. 

After Dora dies, David goes on a continental journey, to re­

cuperate from his sorrow, but instead he experiences a dark 

night of despair. He retraces the steps of the self-searching 

"I" of the other autobiographical novels of the n'ineteenth 

century from Carlyle's Sartor Resartus to such later accounts 

as Tennyson's In ~emoriam or ~ill's and New~an's autobiog­

raphies. He describes his night of despair: "For man\' months 

I travelled with this ever-darkening cloud upon my mind .... 

I had had no purpose, no sustaining soul within me, anywhere. 

Listlessness to everything but brooding sorrow, was the night 

that fell on my undisciplined heart." {D.C. p.740}. We ~ee 

that such indulgences as ihese in despair are equaly regarded 

as the vagaries of an undisciplined heart, as indeed, Carlyle 

had warned his contemporaries against unbridled Byronic 

despair. When David comes out of his despair, he resolves to 

drown his sorrow in redeeming work, another Carlylean lesson, 

and is reminded of Agnes by a letter from her and comes to 

the awareness of the love he always bore for her. Agnes' 

letter restores his perspective on the purposes of human life 
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and society and this corrected perspective includes the vic­

torian ideals ;.'ith Agnes as theGoethean heroine of serene calm 

and purposefulness: 

She gave me no advice; she urged no duty 
on me; she only told me in her . 
own fervent manner, what her trust in me 
was. She knew (she said) ho.· such a nature 
as mine would turn affliction to good. 
She knew how trial and emotion would 
exalt and strengthen it. She was sure 
that in my every purpose I should gain a 
firmer and a higher tendency, through the 
grief I had undergone. She, who so gloried 
in my fame, and so looked forward to its 
augmentation, well knew that I would 
labour on. She kne,,' that in me, sorro.· 
could not be weakness, but must be 
strength. As the endurance of my childish 
days had done its part to make me what I 
was, so greater calamities would nerve me 
on, to be yet better than I was;and so as 
they had taught me, would I teach others. 

(J).(:. p.741). 

It would not be far fetched if one maintained that Agnes also 

r~presents the saving "eternal womanhood", a Victorian 

Beatrice who shows the way to the ~iberal ideal of personal 

salvation. David is now cured from the excesses of his rorran­

tic nature, and sees the light in the discovery of his life's 

work; he decides to become a novelist and start on his first 

novel, which if not a Bildungsroman, certainly is an auto­

biography: 

I worked early and late, patiently and 
hard. I wrote a story, with a purpose 
growing, not remotely, out of my expe­
rience, and sent it to Traddles, and he 
arranged for its publication very advan­
tageously for me; and the tidings of 
growing reputation began to reach me from 
travellers whom I encountered by chance. 
After some rest and change, I fell to 
work, in my old ardent way, on a new fancy, 
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which took strong possession of me. 

Having made this redeeming adjustment to self, society, and 

work, David has conquered his undisciplined self anc by 

marrying Agnes has accomplished the self-integrity and self­

actualization that completes his Bildung. 
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CH~DTER. IV 

THE '/ICTnRIAN BILDUNr,C:IDEAL A~m r,RE~T EXDECT'1Tlnr'jC: 

Remember that everyday of your early life 
is ordaining irrevocably, for good or . 
evil, the custom and practice of your 
soul. No",:, therefore, see that no dav 
passes in ~hich you do not make yourself 
a somewhat better creature; and in order 
t.o do that, tind Qut, first, ~hat vou 
are now. Do not think vaguely about it, 
take pen and paper and write do~n as 
accurate a description of yourself as vall 
can, with the date on it(l). 

Ruskin, Preface to Sesame and Lilies 

1. THE VICTORIAN BILDU~GSIDEAL 

Bv the second half of the nineteenth centurY nothing 

5 e em edt 0 be a b 1 eta t h rea ten the bel i e fin m'a n 's cap a cit v of 

self-perfection so long as he had seriousness of purpose and 

perseverance. As George Eliot put it, life when seen as a 

"task" and not a "sinecure" promised high rewards for the 

individual(2). This higl. seriousness and earnestness of moral 

purpose were the inspiration for man v religious sects and 

movements of the age, as well as forming the background of 

its official intellectual world Vlew. It also explained the 
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po~ularitv of and, preoccupation ~ith the ~cra} and philcscp­

hical autobio~raphv that we have discu~sed in the rre~i0~s. 

chapter. CarlvIe, in Heroes and Hero-t~orshin praises ~oha~rne~ 

as a hero for incarnating the Victorian virtues of earnest­

ness and high seriousness: 

He was one of those who cannot but be in 
earnesti whom ~ature herself ha.-appointed 
to be sincere. ~hile others ~alk in for­
mulas and hearsav, contented enough to 
dwell there, this man could not scree~ 
himself in formulas; he was alone with 
his soul and the realitv of thinos ... . , 
From of old, a thousand thoughts in his 
pilgrimin2s and wanderings, had been in 
this man: l;hat am I? ~~hat is this u~fat­
hamable thing I 1 ive in, t-:hlch men name 
[niverse? ~hat is Life; ~hat is Death? 
~hat am I to believe? What am I to do?(3) 

This is a tvpieal projection of the Carlylean vearning for 

one of the ~reat men of the past ~ho is also representatiye 

of the age. 

It reflects the Victorian value placed on the q~est of 

life's fundamental meanlng. It rejects an easy life, a readv­

made life li~ed upon ready-made formulas and exalts €verv­

man's inquiring for himself into 'the basic questions of 

existence. ~an's highest calling then, is to pave his moral 

and spiritual path fro~ the very beginnin~, and build up his 

own beliefs and conscience through an individually achieved 

education ~ith the utmost seriousness and singularity of 

purpose. All the different schools of thought, from the 

Ctilitarians to the idealists, although their methods diffe­

red, agreed upon the educability of man and sanctified a moral 

dedication to that end. Thinkers as different as Carlvle and 

John Stuart ~ill held the conviction that moral truth was 

attainable and that it was man's higherst duty to attain it 

in this life. Refusal to always struggle to achieve that moral 
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truth was considered to be intellectual idleness or dilettan­

tism. That is why the eighteenth century value placed upon 

wit and sarcasm was ~o longer considered a virtue in the 

nineteenth century; not the style but the subsistence, not 

the surface but the depth was seen worth striving for. It was 

this frame of mind which was hostile to any literature not 

seriously concerned with fundamental questions; from Tennyson 

to George Eliot, Victorians wrote the most earnest stories, 

novels, and .poetry; if there is one major theme and one major 

convention underlying Victorian literature, that is the 

serious quest and its Holy Grail is moral and spiritiual 

truth which was regarded as absolute but which had to be sought 

for by each individual for himself and which could not be 

spoon fed. This is why Carlyle criticized the Waverly Novels 

of Sir Walter Scott, they did not make their major concern 

man's education through a spiritual journey towards truth, 

they missed the Victorian Bildungsideal, for they contained 

nothing "profitable for doctrine, for reproof, for edifica­

tion. for building up or elevating in any shape~ The sick 

heart will find no healing here, the darklv struggling heart 

no guidance"(4). The language of the reproach describes the 

German word Bildung as clo.ely as it can be described in 

English: A spiritual building or shaping. In fact shaping of 

the character was the major Victorian concern. A Benthanite 

Utilitarian aimed at shaping a character of usefulness and 

du.ty to the society, a Christian, whether Anglican or Catho­

lic, aimed at shaping the character in the image of Christ, 

an idealist aimed at shaping the character after the precepts 

of nobility and generosity of the heart and mind, and a man 

of compromise like John Stuart Mill believed that all of these 

should go into the shaping of a well-rounded character. 
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2. DICKE~S' GREAT FXPfCTATIO:iS 

We all feel tip-toe with hope and confi­
dence. We are on the threshold of a great 
tiMe, even if Our time is not great it­
self. In science, in religion, in social 
organization, we all know what great 
things are in the air ... It is not the 
age of money-bags and cant, soot, hubbub, 
and ugliness. It is the age of great 
expectation and unwearied stiriving after 
better things. 

Frederick Harrison, 
"Words on the Nineteenth Century"(S) 

Dickens' Great Expectations is the epitome of the 

Victorian Bildungsrornan, if such a judgment can be made about 

literarv traditions. The very title, ~hich is ironic, strikes 

the reader ~ith the grand theme of the nineteenth centurv 

novel, disillusionment. The novel's hero, Pip, is both deluded 

by society and deludes himself. His gro~ing up, however. 

depends on his attaining self-knowledge by breaking free frorr 

his self-delusion through an internal struggle rather than 

an external one like David's. His illusions carry him up to 

ambitious dreams of prosperity and poetic flights of happi­

ness vith Estella, his disillusionment brings him down to 

face the harsh reality as a broken but better man. The 

existential dimension of his development, his becoming, rests 

on the achievement of an inner peace and harmony even though 

that may require the giving up of all his dreams. In Lukacs' 

terms, Great Expectations can be considered to be the typical 

novel of lithe adventure of interiority", its ·content is lithe 

story of the soul that goes to find itself" and its bitter -

happy end'''the virile maturity" as defined by the Dickensian 

Bildungsideal (6). Structurally, the novel is neatly divided 

into the phases of Pip's growth which also correspond to the 

major phases of the Bildungsroman' the 
- I 

first volume comprises 

Pip's childhood and adolescence, the second his identity crisi~ 
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as a young man in London, and the third, his self-actualiza­

tion through enormous suffering and a spiritual rebirth. 

Symbolically, the novel economizes on the images of the 

marshes and the mist to represent delusion, those of the 

forge and fire to represent purity and purgation, on the 

London fog, to represent spiritual depravity and loss. The 

cos is tent use of these symbols as the structural leitmotifs 

of the narrative sustain the Manichean struggle in which pip 

ultimately becomes involved with a unity that is seldom found 

in any other of Dickens novels. 

The following analysis will trace the novel's own 

pattern of childhood and adolescence, identity-crisis, and 

self-actualization. 

Pip's Childhood and Adolescence: Pip's story which is 

narrated through the first person point of view of Pip hin­

self opens with a direct introduction to the reader: 

My father's family name being Pirrip, and 
my christian name Philip, mv infant 
tongue could make of botb names nothing 
longer or more explicit than pip, So I 
called myself Pip, and came to be called 
Pip (7). 

"So I called myself Pip, and came to be called pip". This 

statement confrounts us with the central concern of the 

Bildungsroman, identity. The Bildungsroman is the hero's 

search for establishing ari authentic identity which nobody 

but himself can do for him. It is important, therefore, that 

pip be recognized by his own Christening. That, in fact, will 

later become one of the conditions of his benefactor; in 

order to enjoy Magwicth's fortune pip will have to agree not 

to change his name. Pip's self-christening, therefore, is 

both prophetic and ironic. It is prophetic in that he has to 
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establish his own identity, it is ironic in that he will find 

out that self-actualization is not as simple and easy as 

self-naming and involves a great deal of confusion and pain. 

Pip, like practically all of the heroes of the Bildungs' 

roman is an orphan. He has never seen his parents, and the 

onlv idea he has of them is derived from the inscriptions on 

their tombstone. The convention of orphanhood is highly 

charged with social, cultural, and spiritual svmbolism in the 

Victorian novel. Socially, it isolateS the individual from 

the community and sets him all alone on a life course of 

lonely struggle, culturally it liberates the individual from 

the tyranny of the past, of accepted norms and values, 

spiritually it encourages each individual to seek his own 

father, or God. And so we find pip, an orphan in all the 

three senses, pondering at his parents' tombstone, when 

suddenly he finds himself in the grip of the runaway convict, 

M~gwitch. 

A fearful man, all in coarse grey, with a 
great iron on his leg. A man with no hat, 
and with broken shoes, and ~ith an old 
rag tied round his head. A man who had 
been soaked in water,- and smothered in 
mud, and lamed by stones, and cut bv 
flints, and stung by nettles, and torn by 
briars; who limped, and shivered, and 
glared and growled; and whose teeth 
chattered in his head as he seized ~e by 
the chin. 

{~p. 36.i 

The rhythm is that of the Humpty Dumptv rhymes, the imagery 

of the grim tales of the nursery. Both aspects of the nursery 

tale are used to render this early experience of Pip to us in 

all its vividness and psychological realitv for the frightened 

child. This parody of the nursery rhymes take us directly in­

to Pip's childhood which was obviously beset by fears. We 
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know from the various accounts of Dickens criticis and bio-

graphers that Dickens himself could never get rid of the 

early influence of the horror tales of the nursery. 

I used, when I was at school, to take in 
the Terrific Register, makin~ myself un­
speakably miserable, and frightening my 
very wits out of my head, for the small 
charge of a penny weekly; which consider­
ing that there was an illustration to 
every number, in which there was always a 
pool of blood, and at least one body, 
cheap(B). . 

This periodical, in its gross vulgaritv, exemplified a type 

of popular press which, exploiting sensationalism for commer­

cial profit had a vast public throghout Dickens's career. 

Dickens competed with this press on its own ground ane 

employed the popular horrors of the nursery tale to pointed 

artistic and thematic effect. John Reed, in Victorian Conven­

tions, makes an excellent analysis of how Dickens achieves 

this in Great Expectations: 

The fairy tale for Dickens is of struc­
tural importance, as the Cinderalla fable 
for Great Expectations. Pip starts his 
career in a low state before a forge (if 
not a hearth), and, bv the aid of a 
supposed fairy godmother, achieves a high 
station. Because Dickens means to convert 
the fable to Christian purpose, Pip must 
relinquish the glass slipper of pride 
(a showy, but impract ical item), and return 
to ordinary, but ennobled circumstances, 
freed from the fairy-tale ... The child's 
fairy tale has been merged with what 
Arnold described as the adult's fairv 
tale, and the models of Cinderella and 
Christ confused, until Christ emerges as 
an exalted Cinderalla, with all the 
asthetic fascination of a storybook figure, 
but also with the moral power of divinity. 
Biblical parable and child's tale become 
coequal in instructive power, secular and 
aesthetic purposes of the novel(9). 
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·The early childhood encounter with Magwitch is indeed very 

symbolic of Pip's later development into maturity which is 

the subj~ct of Great Expectations. In order to scare Pip, 

Magwitch turns him upside down and adresses him in this 

position: 

The man, after looking at me for a 
moment, turned me upside down, and 
emptied my pockets. There was nothing in 
them but a piece of bread. When the 
church came to itself--for he was so 
sudden and strong that he made it go head 
over heels before me, and I saw the 
steeple under my feet--when the church 
came to itself, I say, I was seated on a 
high tombstone, trembling, while he ate 
the bread ravenously. 

Pip's association with Magwitch, involuntary and unknowing as 

it is, will indeed turn his world upside down; it will be the 

cause of his estrangement from the two people he loved and .. un-who loved him,Joe and Biddy, his vanity in trying to be 

common" and his confusion as regards the values of true 

honor, true "'orth; and true kno,,:ledge. Pip's story, if we 

follow the picture of his hanging upside down in the grip of 

Magwitch, will involve his spiritual struggle to turn his 

tragically inverted values right side up. 

Pip's encounter with Magwitch as his later encounter 

with Miss Havisham, is portrayed from a wealth of material of 

early childhood tales. However, as we have already pointed 

out, the horrific is more than a surface attraction in his 

novels and is always put to marvellous use for character 

portrayal. The frightened Pip, therefore, that we see in the 

marshes, will become more vulnerable, through fear, to the 

demands of the convict, and will accept to steal the food 

from his sister's kitchen and the file from Joe's forge, an 
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act which will plant the first seeds of guilt within him, and 

which will become the ironic occasion of his "great expecta­

tions". We must point out, however, that Pip's feelin~s of 

childhood guilt, which make him so vulnerable to the tortures 

at Estella do not originate from this act alone. Thev are 

even more deeply rooted in Pip's feeling of being an unwanted 

child, a trouble for everybody, a burden for his sister, a 

child who everybody besides Joe, seems to believe, and even 

wish, will go wrong. 

The spiritual father of Pip's childhood is Joe Gargery, 

who has married his sister, and whose significance as repre­

senting pure good will last throu~hout pip's growing up. The 

first chapters of Great Expectations introduce us to Joe, 

Pip's only ally in the world, after introducing Pip as a 

weak, timid, fearful but sensitive and well-meaning child 

persecuted in the hands of unforgiving suspicious, puritan 

adults who are respondible for planting deep guilt feelings 

in him. An innocent, a man-child, Joe is in his purity, 

common sense, honesty and uprightness as "ell as intuitive 

goodness the incarnation of Wordsworth's assertion that the 

child is the father of man. "A sort of Hercules in strength 

and also In weakness" he is the helpless protector of pip, 

and as such a very appropriate protector for the hero of a 

Bildungsroman, for he has to represent goodness without 

imposing it, set an example without forcing it. Vip tells us 

that he has always' treated Joe "as it larger species of 

child, and as n.o more than (his) equal" until he learns 

of Joe's childhood, his suffering in the hands of a drunken 

father and his charity in forgiving that father after he 

died, expressed in the naive epitaph: "Whatsume'er the fail­

ings on his part/Reme'ber reader he were that good in his 

h t "(G E 79) After he comes to know of this great ar _._., s. . 

magnanimity of Joe in forgiving a father who was responsible 

for Joe's lack of schooling among other things, Pip says: 
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Young as I was, I believe that I dated a 
new admiration of Joe from that night. ~e 
were equals afterwards, as we had been 
before, but, afterwards at quiet times 
when I sat looking at Joe and thinking 
about him, I had a new sensation of feel­
ing conscious that I was looking up to 
Joe in my he a r d S_E. p. 8 0) . 

This very early realization on the part of Pip of Joe's 
inne r worth is indispensable for the course of his Bildung 

because, later on pip will be tested accordin~ to how he 

honors this realization, whether he values it before such 

superficialities as corrupt him in Satis House or London, and 

whether he finally learns to differentiate true worth from 

the one which is honored by society, namely monev and stat~s. 

And again, since it is Pip's ambition to become a gentleman 

the question of where true gentlemanliness lies needs to be 

answered by Pip with the full knolCledge and realization of 

the two alternatives of gentlemanliness, Joe's and 
. , 

SOclety s. 

We had pointed out in the introductory chapters that the 

whole structure of the novel of formation, of the Bildungs­

roman, rested on the belief that the individual was capable 

of using his freedom of choice, and that he will fall or rise 

in accordance with the direction which he practices this 

capacity. In order to imbue the individual with full respon­

sibility in practicing this act of choice, the author of a 

Bildungsroman usually takes care to acquaint his hero first 

with rigqt and wrong, to provide him with full information so 

as to hcighten his consciousness and responsibility in the 

choices he makes. It is therefore exactly as it should be 

that pip's realization of Joe's inner worth and goodness 

comes before the next stage of his Bildung, namely coming of 

age. 

Coming of Age: Pip's coming of age takes place in the 
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bizarre atmosphere of Satis House where all clocks have 

stopped at the disastrous moment of Miss Havisharn's ~bandon­

ment by her fiance, where all is decay and rot and aridity 

and cruelty. No more adverse an atmosphere could be imagined 

for a child growing into boyhood in deep feelings of guilt. 

It is in Satis House that Pip falls in love, almost at a 

first glance, with the beautiful but unfeeling Estella and 

reaches an awareness of his commonness. Pip is called to 

Satis House to play and it is his first parting from Joe: 

I had never parted from (Joe) before, and 
what with my feelings and what with soap­
suds, I could at first see no stars from 
the chaise-cart. But thev twinkled out 
one by one, without thro~ing any light on 
the questions why on earth I was going to 
play at Miss Havisham's and what on earth 
I was expected to play at{~~. p.83). 

The reader, of course, soon finds out that Pip is called to 

Satis House to be played at rather than to play. Miss Havis­

harr. and Estella will play with his feelings, his dignity and 

pride, his weakness for Estella, his former loyalties, and 

not sufficing with that, Miss Havisham will lead him into 

believing that the fortune he inherits is coming fro~ her, 

all to-make the subsequent disillusionment more bitter and 

crushing. 

Upon Miss Havisham's order that Estella and Pip play 

together, Estella says: "With this boy? Why, he is a common 

labouring-boy!{G.E. p.89}. The card-~ame that they are sup­

posed to play is called "beggar my neighbour" and Miss Havis­

ham tells Estella to "beggar him", the pun foreshadowing all 

the good values and relationships of which Pip will be 

beggared as a result of his acquaintance with the bizarre 

pair. As Pip leaves Satis House that day, he has not only 

lost his innocence, but he is wounded to a degree that will 
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throw him into an utter confusion of values for a long time 

to come: 

She gave me a triumphant glance in passing 
me, as if she rejoiced that my hands were 
so coarse and my boots were so thick, and 
she opened the gate, and stood holding it. 
I was passing out without looking at her, 
when she touched me with a taunting hand. 

'Why don't yo~ cry'? 

'Because 1 don't want to'. 

'You do' I said she. You have been crving 
till you are half blind, and you are near 
crying again now'. 

She laughed contemptuously, pushed me 
out, and locked the gate upon me. I went 
straight to Publechook's, and was immen­
selv relieved to find him not at horne. So 
leaving word with the shopman ... I set 
off on the four-mile walk to our forgej 
pondering, as I went along, on all I had 
seen, and deeply revolting that I was a 
common labouring-boyj that my ,hands ~ere 
coarsej that my boots were thickj that I 
had fallen into a despicable habit of 
calling knaves Jacksj that I was much 
more ignorant than I had considered myself 
that night, and generally that I was in a 
low-lived bad way{G.E. p.94}. 

Thus Pip returns from Satis House a very different boy than 

he entered it. He is now displeased with his station in life, 

and with himself; he feels insulted and injured not because 

of what he has done but for ~hat he is. The experience is so 

deep that he cannot talk about it to his sister and Pumble­

chook and consequently makes up a series of lies about Miss 

Havisham and Satis House for he thinks that a realistic 

account of what happened is bound to reveal his hurt self 

which is sure to be misunderstood bv his sister and Pumble­

chook. Later, he confesses to Joe that he has lied and tries 

to explain the reason for his having done so. Such psycholo­

gical intricacies being too complicated for the simple-minded 
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and straight-forward Joe, he tells Pip right awav that "lies 

is lies" and Pip should not t'ell any more of them. Then he 

tells Pip that "That ain't the way to get out of being common, 

old chap"(C.E.p.lOO). Here again, the autho,r gives Pip a chance to 
benefit from II true education" the education of a naive but 

intuitive philosopher whose teachings alwavs point the way 

towards goodness, honesty, love, and magnanimity. pip, how­

ever, has decided to improve at least his reading for which 

reason he starts to attend the Wopsle School, which, as most 

of, such institutions in Dickens's novels, is a farcical place 

where everything but learning is practiced. 

Schools,however, as the official institutions of educa­

tion have a specific function in the structure of the Bil-

dungsromane aside from Dickens' personal critical preoccupa-

tion with them. It is a characteristic of the yonug men of the 

Bildungsroman from Julien Sorel to Jude to seek education as 

a means of improving their sDciel status and advancement .n 

life. It is also a characteristic motif of the Bildungsroman 

from Dickens to Musil that official education given by school 

is alwavs mocked by that more stern and unforgiving education 

called life. In a similar vein, the Bildung always vascillates 

between the guidance of a true educator (Joe) and a false one 

(Jaggers) between whom the youth vascillates until he estab­

lishes his own identity. Both of these Pip will find out later 

in life, but at this stage of his coming of age and the 

awakening of his ambitions he is resolved to go to school as 

"b' " a means .of ecomlng uncommon . 

or 

Pip continues to "play" at Satis House for about eight 

nine months at the end of which he is dismissed as having 

been a good boy with twenty-five-pounds. The eight months, 

however, have accomplished their function in corrupting the 

child Pip into a discontent adolescent. Now that he is ready 
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to be Ipprenticed to Joe, he feels that he doesn't like Joe's 

trade: 

Home had never been a very pleasant place 
to me because of my sister's temper. But, 
Joe had sanctified it, and I had believed 
in it. I had believed in the best parlour 
as a most elegant saloon; I had believed 
in the front door, as a mysterious portal 
of the Temple of State whose solemn open­
ing was attended with a sacrifice of 
roast fowls; I had believed in the 
kitchen as a chaste though not magnificent 
apartment; I had believed in the forge as 
the glowing road to manhood and indepen­
dence. Within a single year, all this was 
changed. No,,', it was all coarse and 
common, and I would not have had Miss 
Havisham and Estella see it on anv account 
{~E. p.134 Emphasis mine}, 

The devil of ambition and discontent has entered into Pip's 

soul. And it soon appears incarnate in the person of Jaggers 

who comes to bring the news of Pip's having inherited an 

.mmense fortune from a very secret source and which will be 

used to turn Pip into a gentleman. 

Identity Crisis Just as the evil influence of Miss 

Havisham and Estella were being counteracted by the good in­

fluence of Biddy and Joe, Jaggers, as the representative of a 

secret benefactor, arrives from London to tell Pip he must 

follow him tethat city in order to be properly brought up as 

a gentleman. Upon hearing this news, Pip's vase illations 

between the honest work of the forge and the corrupt glamor 

of Satis House are resolved in favor of the latter, Not know­

ing that by so eagerly plunging into the preparations of 

becoming a London gentleman he is acting against Joe and Biddy 

who represent an inner self ot goodness and authenticity for 

him, Pip enters the third stage of his journey to maturity; 

identity crisis. But before we follow the course of this 
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stage, we must digress on .hat Ja~gers and london reoresent 

in .the structure of this Bildungsroman. 

Jaggers is the cool, calculating lawyer, whose logic 

never fails at the expense of his total repression of emo­

tions. He is pragmatic, and measures everything in terms of 

its gain value. He antogonizes Joe bv asking him if he would 

like money compensation for giving up Pip and when Joe 

refuses, treats him as a rather stupid, naive man who cannot 

pursue his own interests. Jaggers is a very articulate man 

who can argue anything in the direction he wants to argue it 

and that is where his fame and success lies as a lawyer. When 

this articulate and sophisticated lawyer confronts the simple 

Joe, however, Dickens demonstrates that a lesson in humanity 

has no need of eloquence or erudition: 

'Now, Joseph Gargery, I warn you this is 
your last chance. No half measures with 
me. If you mean to take a oresent that 1 
have it in charge to make you, speak out, 
and you shall have it. If on the contrary 
you mean to say --' Here, to his great 
amazement, he was stopped by Joe's suddenly 
working round him with every demonstration 
of a fell pugilistic purpose. 

'Which I meantersay', cried Joe, 'that if 
you come into my place bull-baitin~ and 
badgering me, come out! which I meantersay 
as sech if you're a man, come on. Which I 
meantersay that what I say, I meantersay 
and stand or fall by!{G.E. p.169} .. 

A deep sense of resentment of measuring love and loyalty with 

money is what inspires the angelic and lamb-like Joe to act 

this ferocious pantomime. It is, of course, significant that 

this struggle between Joe and Jaggers will turn into a 

struggle of two different world views, Joe's representing an 

idealistic humanism, and Jagg.rs' representing a materialis­

tic pragmatism. Since from this point on we shall see Jaggers 
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in the capacity of ,Pip's appointed guardian, the stru~gle 

will be projected onto the plane of Pip's Bildung or matu­

rity and will rest on the question of which of the two guar­

dians he will finally abide by; Joe or Jaggers? 

The metropolis, London, can be seen as an extension of 

what Jaggers represents. It means sophistication as opposed 

to simplicity and naivity;an anonymous and individualistic 

life style as opposed to the personal and sharing community 

from which pip comes. The setting where Pip will go through 

the most severe confusion and pains of his identitv crisis 

is, therefore, appropriately London and has great signifi­

cance and symbolism in the Dickensian novel. It's discovery 

was signalled as early as the Sketches bv Boz, the metropolis 

where, for Dickens, is hidden the variety and fears of the 

Arabian Nights and to the cold, wet, shelterless midnight 

streets of which many a child protagonist will corne froM 

Oliver Twist to David Copperfield. Raymona Williams even 

argues London to be the tempering influence of Dickens's 

otherwise inconsistent artistic achievement: 

For what London had to show, more funda­
mentally, even to modern experience, than 
the uniform cities of the early Indus­
trial Revolution, was a contradiction, a 
parado~: the coexistence of variation and 
apparent randomness with what had in the 
end to be seen as a determining system: 
the visible individual facts, ~ut beyond 
them, often hidden, the common condition 
and destiny. Dckens's creation of a new 
kind of novel -a creative achievement 
which had many false starts, many lapses, 
but in the end was decisive- can be 
directly related to what we must see as 
this double condition: the random and the 
systematic, the vis~bl: ~nd the obscured, 
which is the true slgnlflcance of the 
city, as a dominant social form(IO). 
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Once we move to london, we are indeed, in the realm.of money 

and materialism. Herbert Pocket, who i. the first and perhaps 

only friend that Pip makes in London has his own "great 

expectations", his is to make a lot of money, to build up 

capital, and to buy a fleet for colonial trade. However, as 

both Fanger and Williams have pointed out, there is no direct 

relationship between the city and materialism in Dickens. The 

w('rship of the Golden Calf, rather, is quite a universal 

phenomenon and can be practiced in the country as well as the 

city. It is this new religion that Pip is initiated into as 

soon as he comes into great expectations. The verv first day 

he puts on his new clothes and walks through the town announ­

cing his change of fortune he notices that old enemies have 

turned friends. The most radical and abrupt transformation he 

witnesses in Pumblechook, the Pumblechook who never missed an 

opportunity to degrade him, to side with his sister to insult 

him, who gave him only water and crumbs for breakfast at their 

first visit to town, now shakes hands ~ith him for over a 

hundred times within a short conversation and stuffs him with 

choice food. What is most extraordinary, is the change in 

Pip. He thoroughlv enjoys the flatterings of this man in whose 

hands he had suffered as a child and who he knows to be 

scoundrel. With Pip's coming into this fortune the course of 

his confusion is even faster than it had been when he was 

exposed to Satis House, he hails his future in the manner of 

all the ambitious young men of provinces who went to the city 

for fame and fortune: 

Farewell, monotonous acquaintances of my 
childhood, henceforth I was for London 
and greatness: not for smith's work in 
general and for you:(G.E. p.174). 

And yet pip cannot overcome a taste of bitterness and 

sadness: 
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When I got into my little room, I sat 
do~n a~d took a long look at it, as a 
mean Ilttle room that I should soon De 
parted from and raised above, foreoyer. 
It was furnished with fresh young remem­
brances too, and even at the same moment 
I fell into much the same confused divi­
sion of mind between it and the better 
room to which I was going, as I had been 
in so often bet~een the forge and Miss 
Havisham's, Biddy and Estella. 

Looking towards the open ~indow, I saw 
light wreaths from Joe's pipe floating 
there, and I fancied it was like a bless­
ing from Joe-- not obtruded on me or 
paraded before me, but pervading the air 
we shared together. I put my light out, 
and crept into bed; and it was an uneasy 
bed now, and I never slept the old sound 
sleep in it any more(~E. p.17S). 

pip's division of mind between his modestroom and the one he 

will have in London, between the forge and Satis House, 

between Biddy and Estella was in fact the confusion and the 

division of mind of his age between modest content and will 

to ~ower and amb~tion, between the traditional human values 

and the new conception of man as an acquisitive animal, bet­

ween human affection and status, between companionship and 

isolation. It is from ihis confusion that ~ip's identity 

crisis emerges and Dickens who was influenced by Carlyle puts 

the confusion, as Carlyle did1as the destruction of the bind­

ing obligations and loyalties of the feudal past by the 

present philosophy of liberalism. The society, too, into 

which Pip is soon to move, is a kind of society which is 

denounced by Carlyle in Sartor Resartus: 

Call ye that a Society where there is no 
longer any Social Idea extant; not so 
much as the Idea of a Common Home, but 
only of a common overcrowded Lodging -
House? Where each, isolated, regardless of 
his neighbour, turned against his neigh­
bour, clutches what he can get, and 
cries'Mine'(ll). 
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Pip is quite eager to leave his home no~ to join that 

society described by Carlyle's reufe1drockh and his identitv 

crisis will continue until, he too, will learn to denounce 

that society and humble himself to appreciate the virtuous 

Joe Gargery. 

In London Pip makes new acquaintances all of whom 

represent a very different mode of existence. Mr.Wemmick, 

Jaggers' clerk has found the means of survival by seperating 

totally his public life from his private life. The castle he 

has built to isolate himself from London in the midst of 

London is an anachrony, and.yet that is the only plac~ where 

Wemmick can be happy and make happy, the only place where he 

can show his humanity. In the office he is the cold, stern, 

unfeeling clerk with a great taste for "portable propertv". 

Jaggers himself, who has never been involved in any human 

contact but the contractual, neurotically washes his hands 

with scented soap, as though t~yinR to wash off a contagious 

disease. For a man like Jaggers, who is a man of surfaces and 

n~t of deep feelings/the constant washing of his hands has 

representative as well as obsessive significance. We soon 

find out that the means of survival of Jaggers and l<emmick ln 

the city has required a neurotic reaction from the one, and 

a schyzophrenic reaction from the other. Herbert Pocket who 

will become pip's only friend while in London is a positive 

character, of course, but then, despite his dreams of fortune, 

he is bound to fail. 

In London, Pip's quest for self-knowledge will require 

a series of confusions and bitter trials. Dickens alerts the 

reader to the significance of this phase for Pip's se1f-actu-

a1ization by turning back to the name again. 

doesn't like the name Philip, and would like 

Herbert says he 

to call pip 

Handel if pip agrees. This is because they are so "harmonious" 

as friends and pip has been a blacksmith before which reminds 
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Herbert a piece of music by Handel called the "Harmonious 

Blacksmith'''. Pip consents, but there is a hil\h tone of ironv 

in the conversation for we, ~s readers, kno~ that Pip, in his 

new situation, is anything but harmonious. He is not In 

harmony with London, he is not in harmonv with the town of 

his growing up, he is not in harmonv with himself. Pin's 

"disharmony" rises to the surface when Joe Comes to London 

and visits him: The interview is a very tense one because Pip 

is ashamed of Joe's provinciality and Joe knows it. As they 

part, Joe articulates Pip's confusion of mind, nobly taking 

the blame upon himself: 

Pip, dear old chap, life is made of ever 
so many partings welded together, as I 
mav say, and one man's a blacksmith, and 
one's a whitesmith, and one's a gold­
smith, and one's a coppersmith. Divisicns 
among such must come, and must be net as 
they come. If there's been any fault at 
all to-day, it's mine. You and me is not 
two figures to be together in London; nor 
yet anywheres els~ but what is private, 
and beknown, and understood among friends. 
It ain't that I am proud, but that I want 
to be right, as you shall never see me no 
more in these clothes. I'm wrong in these 
clothes. I'm wrong out of the forge, the 
ki tchen, or off th 'meshes. You .'on' t find 
half so much fault in me if you think of 
me in my forge dress, with my hammer in 
my hand, or even my ripe. You won't find 
h~lf so much fault in me there, at 
the old anvil, in the old burnt apron, 
stickinp. to the old work. I'~ awful dull, 
but I hope I've beat out something ni~h 
the ri~hts of this at last. And so GOD 
bless you, dear old pip, old chap, GOD 
bless you"(E..:!.:. 1'.246). 

The Harmonious Blacksmith is, of course, Joe and not pip. As 

for Pip, he commits the cardinal sin by not visiting Joe when 

he next goes to the Marshes upon Miss Havisham's orders, 

because he believes that his associating with Joe will not be 
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approved by Estella and Miss Havisham. Pip's identitv crisis 

is more aggravated by his delusion that his secret benefac-

tress is Miss Havisham. To this Pip adds his wishful thinking 

that 
. .. . , 
1t 1S M1SS Hav1sham s design to give Estella to him if 

he can prove to be a proper gentleman. This mistake is 

encouraged both by Jaggers and Miss Havisham for it gives a 

chance to the eccentric Miss Havisham to enjoy the envy and 

anger that the illusion of Pip's being her heir creates upon 

her relatives who are all waiting for her death and trying to 

win her favor for a share in her inheritance. As the theme of 

t his g ran dill u s ion pro g res s e s, Die ken s t a k esc a·r e t 0 sus t a in 

a high tone of irony by unexpected hints as to the real source 

of the money. During his journey to the marsh country, during 

which pip is struggling with his conscience as to whether to 

visit or avoid Joe, he has to travel with a much more un­

pleasant companion, a convict who is a friend of Mag witch and 

who had brought Pip two-pounds earlier in the story as a 

token of the gratitude of Magwitch. Pip spends uneasy hours 

in the fear that the convict might remember his face which is 

unlikely in his Changed condition, and after so manv years, 

but his name, Pip, will be a sure reminder if the convict 

heard it. Pip thanks his stars that Herbert had the fancy of 

calling him Handel instead of Pip, and takes the first chance 

to change coaches in order to avoid an acquaintance who might 

call him by his real name and ring a bell 'in the memorv pf 

the convict, )'Iagwitch. Angus Calder maintains that "for Great 

Expectations (Dickens) unconsciously chose a very old model. 

Like Sophocles' Oedipus Rex, Great Expectations is the storY 

of the discovery, by a man risen from orphaned infancy to 

good fortune, that the basis of his prosperity is not what he 

thought it was, and that a strange Fate has loaded him with 

guilt. Like Oedipus, pip grows in moral stature as he reacts 

to the unravelling of his own position. Of course, the .oral 

framework of the classic storv is very different, and the 

events vary enormously in kind and degree, but there is 
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something to be gained from recognizing that the outline 

stands in both cases, and that Pip's snobberv is a nineteenth 

century counterpart to 0edipus' hubris" (12). The cornparisor: 

is very suggestive indeed, with the condition that one should 

keep in mind the fact that Pip is given the right choices as 

well as the wrong, that he is quite conscious of making the 

wrong choices, but that in his snobbery and infatuation ~ith 

Estella he chooses to close his eye to his moral failings: 

It was clear that I must repair to our 
town next day, and in the first flo~ of 
my repentance it was equally clear that I 
must stay at Joe's. But, when I had 
secured my box-place by to-marrow's coach 
and had been down to Mr.Pocket's and back, 
I was not by any means convinced on the 
last point, and began to invent reasons 
and make excuses for putting up at the 
Blue Boar. I should be an inconvenience 
at Joe's; I was not expected, and my bed 
would not be ready; I should be too far 
from Miss Havisham l s. and she was exacting 
and mightn't like it. All other swindlers 
upon earth are nothing to the selfs~ind­
lers, and with such pretences did I cheat 
myself{~ p.247}. 

pip's deludedlif. in London progresses in leading an 

expensive life (into which he drags Herbert), in suffering 

for Estella and hoping against hope, eating and drinking and 

spending his time and money at fashionable young gentlemen's 

clubs. Whether this is what is meant by becoming a gentleman 

is a question that disturbs Pip as well as lhe reader. He 

makes two l~ng lasting friendships, though, that of Wemmick 

of Walworth (and not of Little Britain) and Herbert. And he 

commits a single act of unselfishness, that of his sharing 

his fqrtune of five hundred pounds when he comes of age with 

Herbert (without Herbert's knowing) and setting Herbert in 

the overseas trading busines~. In the mear.ti~e, we witness 

the completion and fruition of Estella's Bildung, she has 
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become the heartless, unfeeling creature that Miss Havisham 

has wanted her to be but had never imagined that her heart­

lessness will determine her attitude toward her adopted mother 

as well. This is the first time that the eccentric Miss 

Havisham realizes that she may have made a mistake: by not 

planting a fee1in~ of love, svmpathy and compassion in her 

adopted daughter's bosom, she has deprived herself of the 

love of the only person who might feel any affection for her. 

Pip reaches the age of twenty-three and on a stormy 

night, discovers the real source of the money which had been 

spent to make him a gentleman. Magwitch returns under the 

name of Provis (all these change of names point to the 

central theme of the novel, identity quest, as well as 

heightening the suspense of its plot) and reveals himself to 

Pip. He has returned, from exile, to witness and enjoy "the 

gentleman" he created, and although he knows that he "i11 

immediately be sentenced to death if he is caught, he is 

willing to risk his life to be near Pip whom he has supported 

as an adopted son. As for Pip, another father is imposed upon 

him .in the place of Joe whom he had rejected because of Joe's 

commonness and coarseness. This new father, is not only faT 

more common than Joe, but he is associated with the world of 

crime from which Pip had endeavored to stay awav, even during 

his wanderings around Newgate, with a strange presentiment. 

The appearance of Magwitch is executed with all the familiar 

suspense, sen~ation, irony, paradox of the Dickensian drama, 

but the theme of identity is immediately picked up when Mag­

witch reveals his purpose, his one obsession in life, as well 

as himself: 

Yes, Pip, dear boy, I've made a gentleman 
on you! It's me wot had done it. I s.'ore 
that time, sure as ever I earned a guinea, 
that guinea should go to you. I swore 
afterwards, sure as ever I spec'lated and 
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rough that you should live smooth; r 
worked hard, that you should be above 
work. '{']hat odds, dear boy? Do I tell it, 
fur vou to feel a obligation? Not a bit. 
r tell it, fur you' to know as that there 
hunte~ dunghill dog wot vou kep life in, 
got h1S head so high that he could make a 
gentleman-- and, Pip, you'r~ him! 

Look'ee here, Pip. I'm your second father. 
You're may 50n-- more to me nor any son 
(C.E. p.3)]). 

And yet all the "son" feels toward this unwanted father is a 

strong sense of physical aversion: "He laid his hand on mv 

shoulder. I shuddered at the thought that for anything I 

kne,,', his hand might be .tained ",ith blood" (U. p. 338). Upon 

his discovering that Magwitch has come to see him and to be 

near to him at the peril of his life, Pip says: 

Nothin~ was needed but this; the wretched Man, 
after loadin~ wretched me with his gold and silver 
chains for yeaers, had risked his life to come to 
me, and I held it there in my keeping! If I had 
loved him instead of abhorring him; if I had been 
attracted to him by the strongest admiration and 
affection, instead of shrinking from him with the 
strongest repu~ance; it could have been no worse. 
On the contrary it would have been better, for his 
preservation ,,'ould then have naturally and tenderly 
addressed my heart (~. p.340). 

This is the end of the second part of Great Expecta­

tions which also marks the passage from pip'. identity crisis 

to his self-actualization. Before "'e go on ",ith that phase 1n 

Pip's life, however, it will be well to stop and say a few 

words about the ~onvention of lithe convict's return ll iOn Vic­

torian fiction in general, and Magwitch's return in parti­

cular. 

As John Reed points out in his study of the Victorian 

conventions, "convicts I or outcasts t return is a familiar 

convention of the Victorian novel. Dickens utilized this 

typical figure as early as the pickwick Papers in the "Story 

of the Convict's Return" and " I' d exp olte the return conven-

tion to very good purpose by making a familiar situation rich 

through amplification"(l3). 
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Ordinarily, the return convention e~ploys the arrival 

of a ~ood and benevolent character having ~ade a great for­

tune, while the convict's homecoming is a miserable one of 

repentance and sorro~. In Abel Mag~itch, the t~o motifs unite, 

with his criminal past, Magwitch 18 a convict and therefore 

his return involves nothing less than death to expiate his 

past guilt. However t as a reformed man with loyal intentions, 

he also brings fortune, which he wants Pip to inherit, as a 

father would his son. As such Magwitch represents a man who 

is more sinned against than sinning, a victim of the social 

order which has exploited his weaknesses for criminal ends. 

Even after he is reformed, however, and wins a fortune 

through honest work in the colonies, he is still too naive to 

question the order that has destroyed him, rather, he blames 

Compeyson, for what he suffered. Especiallv when he decides 

to make a "gentleman" out of Pip, he reveals a secret lon~ing 

to conform to the ideal of gentlemanliness that rests on money 

and status only, thus in a way, unknowinglv promoting the 

initial wrong done him, rather than challenging it. It .is in 

this well-meaning but still mistaken way that Mag~itch is In-

separable from pip's ambitions and delusion and that is why 

pip's final redemption must also inv01ve losing the fortune 

that he had inherited from Mag~itch. 

Pip's Self-Actualization and Redemption: This last 

part of Pip~s Bildung, is perpaps the weakest part of the 

novel for here the series of revelations, the intricate web 

of coincidences which relate Miss Havisham, Estella, Magwitch, 

and Compeyson are too dense and fast and so distract the 

attention of the reader disproportionately from the novel's 

central theme which is pip's growing up. At an almost exhili-

rating pace one revelation after another exposes Istella as 

the daughter of Magwitch, and Compeyson as the criminai fiance 

of Miss Havisham, and Orlick as the murderer of pip's sister 

and Compeyson's man. The episodic structure of this third 

part, however, has also a symbolic significance in forming 
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the backdro~ of Pip's self-realization. With Orlick and Com­

peyson against Pip and Magwitch we witness the final concen­

tration of forces of evil in Pip's spiritual journey. Everv 

Bildung has a spiritual as ,,'ell as a social aspect, the social 

elements that delude the youth in his growinR UD are finally 

seen within the more heightened plane of a Manichean stru~gle 

between good and evil. Compeyson and Orlick, as they function 

in this last phase of Pip's development, seem to represent 

the forces of pure evil, evil for evil's sake. Considered 

from this symbolic angle the revelation of close relationships 

between Miss Havisham, Estella, Magwitch, and Compevson per­

haps bear more value than merely heightening the suspense of 

the story, they point to the intricate web of human destinies 

the threads of which are woven out of the influence of evil 

and of good. Furthermore, this part of the story alings with 

the general concern of the novel, Bildung, in portraying the 

minor self realisations of its other characters: that of ~iss 

Havisham, Estella, ~emmick, and even Jag~ers, alon~side the 

central self-realization which is pip's. 

This last part of Great Expectations is not only fixed 

with sudden recognition scenes, but also self-revelations that 

the novel's minor characters experience. As such, these self -

revelations are the minor "developments" that support the 

major "developmental" theme of the novel, Pip's Bildun~. 

Upon learning that Estella has consented to marry 

Drummle, Pip begs her, in the presence of Miss Havisham, not 

to sacrifice herself to the brutalities which are meritable 

in a marriage, with someone like Drumrnle. Estella's answer is 

that this is the only honest ~ion she can conceive for her­

self, for she is incapable of loving, therefore, better 

Drummle than someone to whose emotional demands and gifts she 

might be asked to respond. Miss Havisham, who is watchi~g 
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Pip's helpless agony as he pleads EStella not to marry 

Drurnmle, in "a ghastly stare of pity and rerr;orse ll realizes 

the mistake she has made ( 378) p. . Later, ~hen she calls Pip 

to Sat is House to make amends (which is their last meeting) 

she expresses her self-revelation in the following way: 

Until you spoke to her the other day, and 
until I saw in v6u a looking-~lass that 
showed me what lance felt mvself, I did 
not know what I had done. What I have 
done! What have I done! {G.E. p.411J. 

And in a desperate effort to purge ~erself of a life-long 

mistake and guilt, Miss Havisham sets herself in flames. 

Wemmick and Jaggers, partners in business but in noth­

in~ else come to a new awareness of each other and of the~­

selves when Pip, reproaching Jaggers for deluding hi~ into 

believing that his expectations came from ~iss Havishaffi, 

reveals Wernmick's secret of 'the idyllic' life in '~alworth, to 

the "personal and private" capacitv of "'hieh t·!en;rnick had 

isolated ~nd restricted his whole humanity. Ihis is the first 

time that we see the plastic-face Jaggers taken by any sur­

prise. He reveals for the first ti~e a tenderness that he had 

felt for the three-year old Estella when she was deserted in 

his hands. Wemmick is as surprised in witnessing this tenpo­

rarv escape of emotion from Jaggers as Jaggers is astonished 

at finding out about Wemmick's home and the Aged. And Pip 

notices that, even if for a temporary moment, the two men 

regard each other in a different, more human light: 

Standing by for a little, while they were 
at work, I observed the odd looks they 
had cast at one another were repeated 
several times; with this difference now, 
that each of them seemed suspicious, not 
to say conscious, of having shown himself 
in a weak and unprofessional li~~t to the 
other{~ p.426J. 
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Pip's development into self-kno.ledge thus takes place under 

is both the observer of other people's double support for he 

self-revelations and gradually experiencing one himself. 

The attempts to conceal ~agwitch prove to be quite un­

successful, and psychologically deeplv threatening to Pip. 

pip who was once ashamed of the provincial clothing of the 

honest Joe, now has to suffer a very close relationship with 

~agwitch ,"'ho seems to defeat all efforts at a dis~uise: "The 

more I dressed him and the better I dressed him, the more he 

looked like the slouching fugitive on the marches" (G.E. p.352). 

However, he can't help a growing sense of responsibility for 

his convict and a concern for his fate. When it is decided 

that ~agwitch has to leave England, Pip decides to go with 

him. pip's eyes are now quickly opening to the bitter diffe­

rence between true loyalty and hypocritical love, for he is 

learning to feel such a loyalty to the convict. 'II had ne\"er 

been struck at so keenlv, for mv thanklessness to Joe as 

through the brazen impostor Pumblechook, The falser he, the 

truer Joe; the meaner he, the nobler Joell·:C.f:. p.432. 

After the abortive attempt of getting ~agwitch out of 

the country and during ~agwitch's trial and sentencing to 

death, Pip does not" leave the convict's side for a moment. 

pip has accepted and forgiven ~agwitch all his coarseness, 

and even of his criminal past. As he takes care of the con­

vict in the latter's illness, he grows to love him: 

For now my repugnance to him had all 
melted aw~y, and in the hunted wounded 
shackled creature who held mv hand in his, 
I onlY saw a man who had meant to be my 
benef~ctor, and who had felt affectiona­
tely, gratefully, and generously toward 
me with great constancy through a series 
of years. I only saw in him a muc~ better 
man" than I had been to Joe{!:L.!.. p.457J. 
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with this realization, Pip's moral education 15 co~pleted. He 

has learned to accept the tie that connecte~ him to Ma~~itch 

which is nothing less than recognizing his own mistaken self 

and illusions. Moreover, he has learned to forgive and love 

him and, it is this albatross love and penitence for the in­

sulted and the injured that brings about his redemotion. ~,ith 

self-redemption comes also self-realization and self-actuali­

zation. Being deprived of his fortune now, Pip is ready to 

earn his living as a clerk in Herbert's business, the onlv 

unselfish investment he had made during his deluded youth and 

therefore, his only act that bears fruit. 

This dimension of work is an integral oart of beth the 

Victorian and Dickensian ideal of self-actualization. The 

glorification of work as a supreme virtue was a landmark of 

the Victorian Bidlungsideal, and it is duly incorpcrated inte 

the Bildung of Pip. The theme of work, in fact, is paralle1 

to the theme cf Pip's growing up throughout the nov~l; ~iss 

Havisham does not work, and is therefore a prey to the g~lf 

centered obsession that feeds upon her, Joe is always asso­

ciated with honest ~ork at the forge and even the convict is 

redeemed becaUse "he has later earned his fortune by werk. 

Herbert's mother of aristocratic pretensions ~ets her share 

of Dickens' most bitter satire, for her stupidity is aggra­

vated by her idleness; the Victorians believed that aristoc­

ratic idleness had to be exorcized if society were to be 

sav~d. Having left his snobbery for good and bowed before 

Joe and Biddy in true humility and repentance, Pip loses the 

chance of living as a polished gentleman of leisure after 

Magwitch's death and the confiscation of the convict's 

property, but he becomes a man. 
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CHAPTER V 

THE COLLAPSE OF THe LIBERAL BILDUNGSIDEAL 

The old faith is now impossible to 
sincere and intelligent minds, and ~e 
must courageously face the difficulty of 
following entirely different ideals in 
moving towards the higher life. 

Edmund Gosse, Letter of January 
15, 19800) 

11 faut toujours tuer son pere. 
Oscar Wilde 

If the mid-Victorians lived in a relative atmosphere 

of security, stability and prosperity, they cetain1y cannot 

be said to have answered and solved all the questions raised 

by the early Victorians 1 ike Carlyle, Dickens, Kingsley, 

Gaskell, and Disrae1i, all of whom survived to this second 

and seemingly less problematic period. When G.M.Young said 

that "of all decades in our history, a wise'man would choose 

the eighteen fifties to be young in" he forgot to point out 

the period of turbulence and doubt to ~hich such a young man 

would age, namely, the last three decades of the nineteenth 

century(2). 

The optimism and the sense of the Victorians were 

threatened beginning with the eighteen seventies by factors 

grounded upon unpleasant economic and political realities. 
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The "workshop of the world" had to face competition fro~ the 

growin? economic power of Ger~anv, newlv united in 1870 and 

her threats to England's superior naval and military position, 

so far unchallenged by any continental pm,er. England 

had to face serious economic competition fro~ another quarter, 

frbm the United States, which had recovered from the civil 

War. In 1873 and 1874, two very serious economic depressions 

introduced the workers as a much more conscious political and 

economic force compared to the Chartist movement of the forties. 

The second Reform Bill passed in 1869 enfranchised the workers 

and resulted in the development of organized tract. unlons 

with political programs and, already by 1882, a third partv, 

a Labour Party was added to the Enflish parlianent which was 

then composed of the Liberals (Whigs) and the Conservati,'e. 

(Tories). The formation of the new party took place ir. an 

atmosphere dense with a variety of shades of socialisD, all 

of which, ho,,"'ever, ap,reed that the classical 1 iberal ere "as 

over, and was not sufficiently equipped to smooth out the 

flaws that its institutions and ideology were marked vith. 

The criticism which was there from the beginning and which 

came from the Tory radicals and which maintained the idealistic 

conviction that the middle-class political and economic 

system, with its distrust of state intervention with its 

statistical conception of happiness was irresponsible and 

immoral, found unprecedented support. The ne" conservatism 

found popular expression in the works of William Hurrell 

Mallock in such books as The Sew Fepublic and the Limits of 

Pure DeIO"ocracv, the basic argu!'1ents of which were that only 

through an elitist oligarchy could civilize~ derecracy be 

achieved. The Tory radicals attacked the shortcomings of 

classical liberalism with renewed zeal. The other extrene, 
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the labor leaders, chose to adopt the revolutionarv theories 

of Karl Marx and Friedrich Engels as expounded in their 

Communist Yanifesto of 1847 and in Ma~x's Capital of 1867. 

The poet and painter William Morris attacked the basic premises 

of the classical liberal ideology from the point of vie~ of 

Marxism, while influential writers and writer-statesmen 

Ruskin and Disraeli employed their pen.s for the support of 

Tory radicalism. A third group, who disengaged themselves 

like 

from the social and p~litical questions, decided that the 

striving of their father. for "truth" was ultimately pointless, 

that the answers to man's problems are not to be found, and 

that the best way man can occupy and educate himself is by 

enjoying the fleeting moments of beauty, better captured in 

a lasting work of art. This was the underlying moti~ation or 
the "New Aesthetics" led by Walter Pater and the Pre­

Raphaelites. The new aesthetics from Pater to Wilde, were, 

according to Raymond Williams "a little more than a restatement 

of an attitude which properlY belongs to the first. generations 

of the romantics"(3). Be that as it may, the ne;.' aesthetic 

creed of" "art for art's sake" emerged as a deliberate response 

to social decadence and produced significant consequences for 

the Eildungsroman. 

The Darwinian theory of evolution, together with a 

host of other bioiogical theories, undoubtedly had their share 

in the collapse of the Victorian optimism in free and 

unhindered growth of the individual. Although Darwin seems to 

have encountered the greatest opposition from his fellow 

scientists, the element of chance or randomness that the 

factor of variation introduced into the evolution of species 

inspired the loosening of the liberal belief in man's ability 

to order and design his life, to shape his own existential 

path by the right use of reason and freedom of choice. 

The end of the century saw two significant 

Eildungsromane both of which, in their own way, exposed the 
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decay of Victorian values and the collapse of the liberal 

B i 1 d un g sid e a 1. I n Ih~~ h' A V 0 f P, 11 F 1 e s)" rr. u c h of" hie h ~. a s 

writ,ten in 1870's, completed in 1884, and published posthutrOus­

ly iI., 1903, Butler attacked Dantin, Tennyson, and the Prime 

Minister Gladstone, all of whom he regarded as despotic father 

fi~ures of a self-complacent age. In. le96, Thomas Hardy 

joined the chorus of those questionin~ Victorian assumptions 

with J"de the Obscure, sava?:ely attackin~ the Victorian 

conceptions of marriage, family, religion, education, and 

above all the hypocrisy underlying liberal egalitarianism. 

The Way of All Flesh and Jude the Obscure are companion 

accounts attacking the Victorian Bildungsideal from the 

viewpoint of two protagonists who represent the two most 

important strata of the society; an established rr.iddle-class 

youth and a worker. Different though their life 'courses mav 

be, their judgments are equally unsparing on the collapse of 

the faith in the possibility of personal grovth by classical 

Victorian standards. We turn to those novels now. 

1. THE WAY OF ALL FLESH 

The autobiographical connections bet"een The ~ay of All 

Flesh and Samuel Butler's life are outlined in Hoppe's 

introduction to the Everyman edition 9f the novel(4). Hoppe 

points out that the birth dates of Ernest and Butler are the 

same, that both ~ad clergyman fathers, and that Langar 

Rectory, Butler's birthplace and home as a boy, is Battersbv 

Rectory in the book. The Reverend Theobald Pontifex, Ernest's 

father in the novel, is modeled on Butler's own father and 

his Aunt Alethea on Butler's friend Miss Savage. "Theobald's 

mannerisms, his sententiousness, his professional and parental 

egotism, his selfishness, his worldliness, his be-cruel-to­

be-kind code, his cant; these characteristics of Xheobald, 

like the all-tao-sufficiently compensating fact that he was 
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loved by his wife, his servants and his parishioners, are 

recorded from the writer's observations of his o~n father"(S). 

Althou~h the basic theme of the novel looks as tho~~h 

it is Ernest Pontifex's conversion from the Low and the High 

Church (paralelling Butler's own conversion) the novel's 

general concern is really a series of revolts; revolt a~ainst 

the father, revolt against the family and marriage and revolt 

against the Victorian idea of status and propriety. The 

novel's protagonist, Ernest Pontifex, achieves self­

actualization as a novelist only after he has rejected all 

these. It is a witness to the collapsing of the Victorian 

Bildungsideal. The collapse of the Bildungsideal, however, 

did not yet mean the decline of the Bildunosroman. The genre 

was now employed in its established formal structure of 

childhood~adolescence-maturity with a vie~ to questioning the 

basic premises of the Victorian values. This nuestionin. led 

to the criticism of the past which see~s to have inspire~ a 

ser.es of novels on the theme of fathers and sons. Arong 

these are Meredith's The Ordeal of Richard Feverel ant The 

Adventures of Harry Richmond, and Edmund Gosse's ra~~er and 

Son. 

Childhood: Before we get to the childhood of the 

novel's hero, Ernest Pontifex, we are introcuced to three 

generations of Pontifexes by the na!rator, Overton, who is 

the persona of Samuel Butler himself. From 1807 to 1835, the 

year of the heio's birth, the narrator gives us a summary 

account of the Pontifexes which ~ay be described as a fast 

upward mobility from lower-middle class to upper middle-class 

Evangelicalism. The fast rise brings about a 

prudeness, priggery, and thrift which marks 

high degree 

the family 

of 

morality but which the author obviously wishes to generalize 

to the whole mid-century Victorian philistirism. The little 

boy who is born as the male heir to the third generation of 
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the Pontife~es. is christened bv the ?randfather as Ernest. 

"The word "earnest lt was just beginnin~ to Come into fashion 

and he thought tile possession of such a na~e mi,ht have 

a permanent effect ~pon the boy's character, and influence 

him for good during the more critical period of his life"(6), 

Both the intention and the name itself are loaded with irony. 

The whole story is narrated as an argument against Victorian 

earnestness, and according to Butler, a boy christened 

Ernest (Wil·de will soon mock the tradition in his version) 

has greater chances of failure than of succeRS. Indeed, for 

a long period of his life the herb's efforts to be earnest 

only reward him with a lot of misery and Ernest Pontifex 

fulfills his self-actualization only when he stops beinf 

earnest and enlists in the cult of aesthetic pleasure. This 

new Bildungsideal which is a far crv from the previous 

Bildungsideal of the century that rested upon serious and 

solemn work, is uttered almost in hel:etical terms by the 

narrator: 

And, 

Being in this world is it not our most 
obvious business to make the most of it­
to observe what things do bona fide tend 
to long life and comfort, and to act 
accordingly? All animals, except man, kno~ 
that the principal business of life is to 
enjoy it- and they do enjoy it as much as 
man ~nd other circustances will allow. He 
has spent his life best who has enjoyed 
it most; God will take care that we do not 
enjoy it any more than is good for us, 

(The Way of All Flesh, p.112) 

Pleasure after all, is a safer guide than 
either right or duty. For hard as it is 
to know what gives us pleasure, right 
and duty are often still harder to 
distinguish and, if we go wrong with them, 
will lead us into just as sorry a plight 
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as a mistaken opinion concerning 
pleasure. 

Ghe Way of All Flesh, p.117) 

Ernest Pontifex's childhood is spent under the most oppressive 

discipline from self-righteous parents who compensated for 

their insecuritv and frustration by subjectin~ their children 

to the same upbringing that had been infl ic ted on the",: 

Before Ernest could crawl he was taught 
to kneel; before he could well speak he 
was taught to lisp the Lord's prayer, and 
the general confession. How was it possible 
that these thinp could be taught too 
early? If his attention flapged or his 
memory failed him, here was an ill weed 
which would grow apace, unless it were 
plucked out immediately, and the only ~av 
to pluck it out was to whip him, or shut 
him up in a cupboard, or dock him of some 
of the small pleasures of childhood. 
Before he was three years old he could 
read and, after a fashion, write. Before 
he was four he was learn ing Lat in, and 
could do rule of three sums. 

(The Way of All Flesh, p.122) 

The authorial verdict upon this understandin~ of human 

discipline is: "All was done in love, anxiety, timidity, 

stupidity, and impatience". 

So Ernest is brought up, a meek, submissive child who 

has learnt fear but not love, whose idea of religion is 

strict abstainence and self-punishment, and whose filial duty 

is to ever remember not to vex "dear Papal! and be in constant 

gratitude towards his parents. 

When Ernest is twelve years old, already an 

accomplished child who "knew his Latin and Greek Grammars by 

heart, (who) has read "the greater part of Vir"il, Horace, 

and Livy and had a fair knowledge of French" he is sent to 
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the school of the "famous Dr.Skinr:er of Roughborough". (The 

Way of All Flesh, p.lSl). Skinner's is one of those schools 

where the sons of wealthy middle-class and nobilit-- "re sent 

as a preparation for Cambridge 'or Oxford, and .'here all 

enthusiasm for learning is successfully destroyed in the 

child, if he had any to begin with. The author's judgment on 

the Vicforian education is unsparing: 

Could it be expected to enter into the 
head of such a man as this that in reality 
he was making his money by corrupting 
youth, that it was his paid profession 
to make' the worse appear the better reason 
in the eyes of those who were to young 
and inexperienced to be able to find hi~ 
out; that he kept out of the sight of 
those whom he professed to teach material 
points of argument, for the production of 
which they had a right to rely upon the 
honour of anyone who made professions 
of sincerity; that he was a passionate, 
half-turkey-cock, half-gander of a man 
whose sallo~, bilious face and hobble­
gobble voice could scare the timid, but 
who would take to his heels readily 
enough if he were met firmly ... 

(The Way of All Flesh, p.lS8) 

The judgement turns into bitter warning by the end of the same 

chapter which describes Ernest's entry into Dr.Skinner's 

school: 

a schoolmasters- if any of you read this 
book- bear in mind when any particularly 
timid, drivelling urchin is brought by 
his papa into your study, and you treat 
him with the contempt which he deserves, 
and afterwards make his life a burden to 
him for years- bear in mind that it is 
exactly in the disguise of such a boy as 
this that your futu~e chronicler will 
appear. 

(The Way of All Flesh, p.16S) 
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As Ernest's parents leave for Battersby after having left the 

boy at school, the narrator ~ives us a glimpse of the father's 

mind through interior monolofue: 

I have done my share towards startin~ him 
well. Ski:nner said he had been ,'ell 
grounded and was very forward. I suppose 
he will presurre upon it now and do nothing, for 
his nature is an idle one. He is not fond 
of me, I'm sure he is not. He ought to 
be after all the trouble I have taken with 
him, but he is ungrateful and selfish ... 
He shrinks out of my way wheneve r he sees 
me coming near him. He .'ill not s tav five 
minutes in the same room .,ith me if· he 
can help it. He is deceitful. He would 
not want to hide himself so much if he 
were not deceitful. That is a bad sign 
and one which makes me fear he will grow 
up extrava~ant. I am sure he will gro", up 
extravagant. I should have given him more 
pocket money if I had not known this- but 
what is the good of giving him pocket­
money? 

(The Pay of All flesh, p.168) 

The father's thoughts develop in a non-sequitur from sensin, 

the lack of love between himself and the child into self­

righteousness and rationalization of his stin~.iness. The tlo", 

of his thoughts are just the reflection of his bad faith and 

suspicion, his pettiness of mind and purpose. Theobald 

Pontifex's thoughts set the principal theme of The Way of All 

Flesh which is the secret struggle and distrust between 

fathers and sons, or in the more modern terminology, the 

generation gap. The gap is indeed tragic for neither the 

father nor the son wish their relationship to be one of 

resentment on the father's side and hatred on the child's but 

that they cannot help. It is the unbridgeable gap between old 

values that have degenerated into rigidity and the impulse of 

the new to break free from them. In this respect, The Way of 

All Flesh is an outright rejection of the Victorian Bildungs-
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ideal because ~a~uel Butler thinks it an ideal never reallv 

fulfilled, an ideal deteriorated into complacency and 

hypocrisy, an ideal turned into fixed rules of outward 

behavior, that inhibits, rather than promotes Dersona! gro~th. 

At school Ernest develops as one would expect him to 

cevelop; he runs after petty satisfactions and vanities, is 

easily won over by flattery ~herever it ccrres fraIT, is 

susceptible to sudden changes of judgment, and the narrator 

disaprovingly tells us that "his heroes >:ere strong ano 

vigrous, and the less they inclined toward him the more he 

worshipped them". (The Way of All Flesh, p.ll7) 

Ernest Pontifex, ho .... ,€ver, is not a tYf,ical ?ontifex. 

He has inherited a tinge of rebellion, a streak of love, 

affection and sincerity from his eccentric aunt Alethea which 

may be his salvation provided these traits find an ODf'OTtunity 

to develop, He has, in other v,'orcs, another self, 1,o,;hicn, 

though vet hidden, may one day speak in the followinp WRV: 

Growing is not the easy, plain sailin~ 
business that it is com~only supposed to 
be; it is hard work- harder than anv but 
a growing boy could understand; it 
requires attention, and you are not stronr 
enou~h to attend to your bodily ?rowth 
and to your lessons too. Besides Latin 
and Greek are great hutrbugs; the more 
people know of them the more odious they 
generally are; the nice people who," you 
delipht In either never kne~ any at all 
or forgot what they ha~ learned as soon 
as they could; they never turned to the 
classics after they were no longer forced 
to read them; therefore they are nonsense, 
all very well in their own time anc countrY, 
but out of place here ... 

You are surrounded on every side bv lies 
",hich would d·eceive even the elect, if the 
elect were not generally so unco~ronly 
wide awake; the self of which you are 
conscious, your reasoning ana ref~ecting 
self, will believe these lies and bid you 
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act in accordance 'io.'ith therr. Tr.is 
co~scious self of yours, Ernest, is a 
prlg begotten of origs and trainee in 
priggishness; 1 will not allN' it to 
shape your actions, though it ~'ill coub­
less shape your words for rnanv a vear tc 
corne. Your papa is not here t~ be~t vo\.: 
nov.'; this is a change in the conditi~ns 
of your existence, and should be follo~ed 
by changed actions. Obey me, your true 
self, and thinp will go tolerablv Icell 
with you, but only listen to that" out~ard 
and visible old husk of vours which is 
called father, 1 will re~d you in pieces 
even unto the third and fourth generation 
as one who has hated God; for I, Ernest, 
am the God who made you. 

(The Way of All Flesr., 180.) 

The only two people who suspect the existence of such a 

hidden self in Ernest are his aunt Alethea anc the narrator 

Overton, v..'ho is the author's persona, and ""ithin th€ r.o\'el's 

autobiographical bearings, Ernest himself. Alathea dec ides to 

make Ernest her heir with the con~ition that he fulfill t':-!e 

demands of his second self, in other \""orcs, Qraduall\' re~el 

against his father. To put it in another \.:ay, Ernest \.-'ill 

inherit his aunt's fortune if he breaks fr~. fro~ the ri~i~ 

Victorian Eildungsideal and achieve a self-actualization as 

different as it can possibly be from that ideal. 

Adolescence and Identity Crisis: Two events mark 

Ernest's adolescent break from his parents. A pretty maid, 

Ellen, is turned out of the house upon the discoverv of her 

illegitimate pregnancy and Ernest secretly helps her by 

giving her his watch and telling his parents he had lost it. 

The discovery of his lie occasions a long and tortuous 

inquisition where he is forced to betray his schoolmates' 

small escapades of drinking and debt. The moral Theobald 

Pontifex considers it his duty to report this information to 

Skinner and Ernest never forgives his parents for causing him 
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to suffer this trauma of being rarked as a traitor at scho01. 

He does recover, hot.,"ever, and upon graduation fror;, 

Roughborough, he goes to Cambridge. The vears he spends at 

Cambridge are comparatively the most peaceful time he has 

ever had. When he graduates from Cambridge, Ernest finds hir­

self ready to be ordained as a churchman followinp the famil" 

tradition. The year of Ernest's ordaining is given as 1858 

"hen the Anglican Church "as divided into High and Lo,,' (the 

High Church tending to Catholicism while the Low Church 

upheld Calvinism) and the publication of Charles Dar,,-in's 

Origin of Species. Ernest plunges headlong into being ordained 

into the clergy not questioning ,,'hether he should indeed 

folIo" his father's course not giving heed to' the crises in 

which the Anglican church has recently been thro,,·n. He is 

ordained as a curate in one of the central parts of London, 

London being the no. familiar urban course of the heroes of 

the Bildungsroman. Only no. does he begin to think he rna" 

perhaps have taken a too hasty step and finds himself obli~e~ 

to maintain a very unstable equilibriu~. 

During his curacy, he comes under the influence of t~e 

impostor Pryer, and Ernest, who has ab,ays lackec staoil itv 

of judgment, beCOMes a fanatic Lo,,' Church ac'vocate, The narrator 

apologizes for this sudden conversion, sayinf! "Erbryo minds, 

like embryo bodies, pass through a number of strange meta­

morp.hoses before they adopt their final shape". (The "ay of 

All Flesh, p.325). There follows a period of enthusiastic 

prophetship of the slums of London together \,ith ·the strictest 

abstainence from plea~ure. In his zeal to convert the pocr 

people of London to the Low Church Ernest begins to pay 

visits to their houses, and almost besides himself, 'n a 

sudden sexual impulse that he cannot controi, or rather, that 

gets the better of him because he has tried to suppress it 

too much, he assaults a youn", girl durin~ a visit, an~ 's 

imprisoned for six months. The jUdge's justification of the 
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sentence is one of the high points of Butler's hu~or as well 

as a poignant satire against the rictoria~ supnression of the 
id: 

Ernest Pontifex, Yours is one of the rrost 
painful cases tha~ I have ever had to 
deal with. You have been singularl, 
favoured in your'parentage a~d education. 
You have had before you the examele of 
blameless parents ... You were se~t to one 
of the best public schools in Englanc, It 
is not likely that in the healthy atmos­
phere of Roughborough you can ha~e co~e 
across contaminating influences ... At 
Cambrid~e you ~ere shielded from irpurity 
by every obstacle which virtuous an~ 
vigilant authorities could devise, .. 
At night proctors patrollec the street 
and dogged your steps if you tried to go 
into any haunt where the presence of 
vice was suspected. Bv dav the females 
who were admitted wit~in ~he college 
walls. were selected mainly on the ~core 
of age and ugliness. It is hard to see 
what wore can be done fer any youn~ man 
than this. 

(Th. Way of All Flesh, '00.373-374) 

Indeed it is hard to see what more could be done for any 

voung man than this to throw hir off his balance bv an 

unnatural suppression of his sexual impulses. 

Self-actualization: The road that leads to Ernest's 

self-actualization has to pass through prison where he falls 

from the grace of middle-class respectability. In prison 

Ernest is both orphaned and outcast. The convention of 

orphanhood again plays the role of liberation, belatedly as 

it comes to Ernest. For it is in prison that Ernest decides 

to renounce his parents forever, comes to a full awareness 

of his hatred of the clergy as well as of his father and 

for the first time in his life attains a personal judgment 

from which he will not waver. This symbolic orphanhood is 
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also the initiatin~ step of Ernest's Quest for a personal God: 

"Why", he exclaimed, with all the 
arrogance of youth, "they put a gypSY or 
fortune-teller into prison for ~etti~g 
money out of silly people who think they 
have supernatural power; why should the~ 
not put a clergyman in prison for . 
pretending that he can absolve sins, or 
turn bread and wine into the flesh and 
blood of One who died two thousand years 
a~o? 

(The Way a f All F1 esh, p. 39m 

Ire rebel 1 ion ag"in~t the dogll'as of the or.urah is accorran iee 

by a rebellion against the oppression of the family: 

'There are orphana~esl, he exclaimed to 
himself, ·'for children who have lost 
their parents- oh! why, why, why, are 
there no harbours of refuge for grcwn 
men who have not yet lost them? 

(The Way of All Flesh, D.40Si 

Like Pip of Great Expectations: Ernest of The Way of Pl) 

Flesh goes through a long illness of brain fever, fro~ which 

he recovers reborn. He refuses to accept any assiRtance ~ro~ 

his father, financial or otherwise. He decides to start again 

from the dregs of society and work his way up as he pleases. 

The Way of All Flesh, is thus the· first novel in our survey, 

whic~ makes a virtue of the fall from the middle-class status 

rather than the rise to it. 

Butler's use of the two major Bildungsroman conventions, 

orphanhood and self-help, is rather atypical. Since the reader 

already knows that Ernest will eventually inherit a huge 

fortune, the phase of struggle for daily bread is superfluous 

from the point of the plot. It is, however, necessary 'rom the 

point of an already stylized convention of Bildung. 
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Bildungsroman hero must first be orphaned acd then struggle 

fro~ rags to riches before he achieves self-actualization. 

Butler rejects the values that go into the shaping of ideal 

characters,. even the struggle from poverty tc property has no 

inherent value for him, he only uses the fra~ework to fill 

it with a content of different values. 

As Ernest goes through his period of poverty, he 

becomes a tailor, marries the now alcoholic Ellen, has two 

children from her, all in an effort to experience an~ live 

the worst, to reject all kinds and degrees of status, to cut 

himself totally and uncompromisingly from middle-class 

respectability: 

Ernest resolved at once, as he had fallen 
so far, to fall still lower- promntly, 
gracefully and with the idea of risir., 
again, rather than cling to the skirts of 
a respectability which would permit hir to 
exist on sufferance only, anc ~akE hi~ 
pay an utterly extortionate price for an 
article which he could do better without. 

!The ~ay of All Flesh, r.400 

As he follows the fortunes of Ernest Fontifex, the narrator 

Butler-Overton brings a new twist to the Bildung_ideal that 

the hero Ernest-Butler is striving for: The new Bildungsideal 

is an inner light or revelation yet undefined by any social 

law, it will only reveal itself by time and experience: 

Rightly or wrongly, in a quiet way he 
believed he possessed a strength which, 
if he were only free to use it in his own 
way, might do great thingS some day. He 
did not kno~ when, nor ~here, nor how his 
opportunity ~as to com~, bu~ he never 
doubted it would COMe ln splte of all 
that had happened, and above all else he 
cherished the hope that he might kno~ how 
to seize it when it came, for whatever it 
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was it would be somethinp that no one 
else could do so well as he could. 

(The loIav of All nesr., r."Ol) 

We who are now so familiar with the sequel to the Bilcun~srot'.an, 

the Kunstlerroman, know what that sudden strength will be that 

Ernest will one day discover in h.imself: it is I,hat Stephen 

Dedalus discovers in a sudden aesthetic epiphany and 

expresses as "1 will not serve that in which J no loc?er 

believe whether it call itself '"Y ho",€, ",,' fatherlact: or IT\' 

church; and I will try to express myself in SOffi€ ~ode of life 

or art as freely as I can and as wholly as I can, usi~£ for 

my defence the only arms I allow mv self to use-silence, 

exile, and cunninp"(7). 

Ernest's new reli~ion after he COMes out of priso~ 

becomes freedom, a freedor jealously ?uarded against all 

social impositions and interference. His cecision to start 

life as a tailor is perhaps an allusion to Carlyle's Sartor 

Resartus. Carlyle's title, as is ~ell kn0~n, meant tailor re­

tailored and called for eiscardin? old ?arrents, facin'? life 

anew with a naked ~elf, and fittin~ ne~ clothes only aft~r 

such a radical questioning was finalized. 

In his new life Ernest cherishes pleasure as ,"uch as 

freedom. Getting pleasure out of life coupled ,,-ith 

uncompromising freedom fro~ social convention becomes the ne~ 

direction of the Bildungsideal. This new direction indicates 

that Bildung is no lon~er possible for any rran, but for that 

superior species of the artist who is more sensitive, and 

therefore more worthy of self-actualization than the man on 

the street. In fact a strong tone of artistic elitism 

underlies Overton's narrative, he is very cynical of Ernest's 

efforts of mixing with the crowd, of marrying Ellen, of 

depriving himself of refined pleasures like rrusic and 

reading. He regards all these as wayward fancies of youth and 
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awaits the day of Ernest's realization of the futilitv c f 
, ~ 

such populist enthusiasm. In fact the appointed time for 

Ernest's joining the aesthetic cult Comes when he inherits 

his aunt's fortune, cuts himself from all society, divorces 

his wife, gives away his two children, and takes up writing: 

So he fell away from all old frienes except 
myself and three or four old intimates of 
my own, who were as sure to take to hi~ 
as he to them, and who like myself enioved 
getting hold of a younp fresh'mine wh~r~ver 
there was anything which could possiclv 
be attended to, which there sel~orr was , 
and spent the greater part of the rest of 
his time adding to the many notes and 
tentative essays which had' already 
accumulated in his portfolios. Anvone who 
was used to writing could see at ~ plance 
that literature wa~ his natural develop~ent, 
and I was pleased at seeing hirr settle 
down to it so spontaneous Iv. 

(The Way of All Flesh, pp.:'0S-Q6· 

The reward for aspirin, for and joininp the ivorY tower corres 

to Ernest in the alT'ount of 70.000 pounds. Thus Ernest 

Pontifex completes his Bilclung, as an artist of the leisurec 

class, neither caring for nor needing the attentio~ and the 

benefits of the philistine culture from which he is luckY 

enough to ,break himself through a deus-ex-machina which Butler 

no doubt conceives of as poetic justice. 

It is interesting to note that by the time of SaMuel 

Butler's The Way of All Flesh scientisrn and aestheticism have 

replaced the liberal humanism of the Bildungsroman. The \.lay 

of All Flesh is a scientific Bildungsroman aside from the 

aesthetic concerns which connects it with the Ktmstlerroman, 

such as Pater's Marius The Epicurean, Joyce's A Portrait of 

the Artist as a Young Man, Lawrence's Sons and Lovers, the 

novels wh ich "convey the claustra! sense of a young intelligence 



- 133 -

swaddled in convention and constricted by pcverty, an2 t~e 

intensity of its first responses to oP8thetic experie~ce anc 

life at large
11

(8). Butler's novel is strongly ~ased or:; ~is 

theory of evolution. After an early enthusiast:' for !'ar~·ir.', 

Ori;!in of Species, Butler left Darv:in's theC'r\' becat..:SE it 

left no place for the individual ~ill in the course of orgar.ic 

evolution but instead explained evolution by ran~o~ variations 

that enabled survival of the species. The ~ay of All Fl.s~ 

reflects Butler's modified version of the ciological theories 

of his time. Ernest is handicapped with prenatal self or 

selves that he has inherited from his familv, but he alse has 

a post-natal self, "hich; though it may be deformed h' vrcr., 

socialization, can be corrected bv the ri~ht use of Tea~0~. 

This scientific, or at least presumably scientific s~h-~~e~e 

of the Way of All Flesh connects it ~ith the later ~oru' of 

the scientific novel of development which depicts the 

develop~ent of the here as scientist, like H.r.~ells' lo~o­

Bun~ay. 

Finally, The Vay of All Flesh, as a Bil~~~~sr0~a~, 

looks for~ard tc tte t~entieth century executicns c~ t~E 

genre; its indebtecness to, the nineteenth centt.;ry exaT"":::::le~ 

indeed remain on the level of formal structure rat~er tha~ ~~ 

substance. It celebrates the fall frorr the rid21e-clas~ s:at~:s 

and respectability rather than an honest rise to it, it exa::s 

a svrrbolic orphanhood that ne~ates the herita~e of the whole 

Victorian culture, it bases individual ~ro~th on the unex~ecte2 

explosions of the instincts and the assertion of the id rather 

than on the use Df reason to discipline undisciplined vouth, 

it replaces the benevolent hu~anists of the nineteenth centurv 

Bildun~sroman with the cynic eccentrics who attack convention 

and sacred codes with an irreverent Wildean or Shavian ~it 

("Tis better to have loved and lostJThan dever to have lost 

at all", is one example), it sets an en:pat'hic distance 

between the narrator and the hero and frees the narrative 
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from imposing identification with the here which anticipates 

the creation of passive heroes in the t~entieth centurv novel, 

and ttost important. it raises the tensio~ bet~een the actual 

and the potential to a totally ontolopical plane thus 

anticipating the existential Bildungsromane of Camus, Sartre, 

Musil, Mann, and Hesse in the t~entieth century. 

2. JUDE THE OBSCURE 

Perhaps the world is not illuminated 
enough for such experi~ents as ours: ~r.o 
are we, to think we could act as pioneers: 

Sue Bridehead, Jude the Obscure 

Jude the Obscure which shocked its contemporaries bv 

it"5 unsparinp! damnation of social convention anG ....:.ncat":.ar:: ic 

pessi~istt regardinp individual fulfil1re~t, ~as Her2v's ~ast 

novel, after which he chose to ~rite pOEtry onlv(~'. ~otes 

Hardy had made about the suicide of a voun. ~an who fai1.2 10 

his efforts to go to Oxford in 1888 co~oris.~ the ger~ c· 

Jude the Obscure which was publisr.ed in 1895(QI, "0 the nc"el, 

the Oxford the~e is overtaken by the ri~iditv of rarria~~ 

laws and social prejudices about class and status. lJe are 

again cor,fronted ,dth an orpr,aned hero, 1 ike Davi d and Pip, 

who has intellectual capacity and aspiraticn., and who ~akes 

the tragic mistake of imagining that he ~ay achieve his ideal 

of education if he has a chance to go to the town and support 

himself by honest and hard work. 

Jude's Childhood and Adolescence: The setting of 

Jude's childhood and adolescence is Marygreen, a rural 

villa,e only a few hours from Christminster (Christminster 

stands for Oxford in the novel), where Jude lives with his 

great aunt and) in his spare time, tries to educate himself 
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with the help of the village schoolmaster, Phillitson. Jude 

is eleven years old ~hen Phillitson decides to leave ~'arY2reen 

in pursuit of higher education at Christminster '.' IS anc ...:'CCE 

left totally alone to follo~ his course of self education In 

a setting neither very congenial nor too apfreciative of 

such pursuits. It is a rural settin, where people live In 

tune with the cyclical changes of the year and OCCUPy the~-' 

selves accordin~ly: 

Every inch of ground had been the site, 
first or last, of energy, )!aiety, horse 
play, bickerin~s, y,.'eariness. Groups of 
gleaners had squatted in the sun on every 
square yard. Love-matches that hac ' 
populated the adjoininp. hamlet had been 
made up there between reapin~ and carryinr. 
Under the hedge which divided the fie12 
from a distant plantation girls hac given 
themselves to lovers who would nct turn 
their heads to lock at them by the next 
harvest, and in that ancient corn~iEl~ 
many a man had r.ade love-prcrr.ises to a 
~oman at whose voice he had trerrble~ by 
the next seed-time after fulfillin. the~ 
in the church adjoining(IO). 

Jude's com'IT'ent upon this scene is "HoI,.; u~l\" it is here". 

unmindful vet that he ~ill'be snared bv tte sa~. de~a~d. or 

nature when he becomes an adolescent. As a child, Il'd~ 

identifies with nature in the old pantheistic ~av; ~hen ~e 

is piven the job of scar,ing the birds away from the crcps, 

he lets the", eat it thinkinp there is plentv for all. "A ragic 

thread of fel,low-feel ing united his own 1 ife 'with theirs". 

(Jude the Obscure, p.55). The consequence of this feeling of 

fellowship is the good beating he gets from the farmer 

Troutham and the loss of his job. Already in his birth place 

Jude isan outcast~ 

Jude leaped out of arm's reach, and walked 
along the trackway weepinlnot from the 
pain, though that was keen enough; but 
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from the perception of the fla~ in the 
terrestrial schemes, by ~hich ~hat ~as 
good for God's birds ~~s bad for ro~'s 
gardener. 

(Jude the Obscure, p.55) 

Jude is now cravin? for Christminster, where he thinks he can 

be happy, the Eldorado of kno1dedge arid happiness. He makes 

it his habit to .'alk to a distant hill frorr, ,,'hich Christr:1inster 

can be seen on clear days, almost as a mirage, he tells his 

longing to the winds that blow from that direction and 

imagines that the breeze brings him tidings of a future 

happiness that he can only attain in Christminster (JuGe the 

Obscure, p.63). He likes to talk to people ~ho come frorr 

Christminster, and is told that it is a city of metamorp"oses 

that can work miracles with all kinds of men fror all kinds 

of places: 

t'And thou~h it do take- ho~ many vears, 
Bob?- fivE years to turn a lirrupin£ 
hobble-de-hoy chap into a solemn 
preachin~ man with no corrupt passioris, 
they'll do it, if it can be done, anc' 
polish un like the IoIorkrren the,' be, ar.c 
turn un out \-.,i' a lon~ face, anc a lcn~ 
black coat and waist-coat, an~ a 
religious collar an~ hat, same as they 
used to wear in the Scriptures, so that 
his o~n mother wouldn't kno~ un so~eti~es 
... There, 'this their business, like any­
body else's". 

(Jude the Obscure, p.64) 

According to this report, Christminster is the haven of 

Bildung, the place which presents the opportunity to anyone 

f . to become what he "ishes to become. So Jude who works or 1t, 

decides to go there,and he continues his self-education, 

slowly but resolutely:with the two old Greek and Latin 

grammars that he had acquired from Phillitson and grows into 

adolescence with very little experience of women. 
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Jude meets Arabella Donn when he is a~out t~entv-t~o. 

Arabella is described by. Hardy· as "a 1 comp e tE anc substa~tial 

female anin:al- nc more, no less!! (Jude the 0bsct.:re, n.81) 

Their meetin~ is occasioned by an episode that 1S over­

wrought in its symbolisrn- as are 'r.',Qst of Harcv's SVi',bols­

such as Arabella's throwin~ a lumo of pork at Jud.'s heae to 

attract his attention. But she does attract hi~ ane their 

coertship is rendered in deterministic tones of the 

sibility of an escape from the callin~s of the flesh: 

The unvoiced call of woman to man, which 
was uttered ver~ distinctly by Arabella's 
personality, held Jude to the" spot 
against his intention-almost a~ainst his 
will, and in a ~av ne~ to his experience. 
It is scarcely an exa~geration to sav 
that till this moment Jude had never· 
leoked at a ~oman to consider her as such 
but had va~uely regarded her sex as bEi~~ 
outside his life and purposes. He £azec 
fraIT her eyes to her mouth, thence tc her 
besom, and to her full round naker arrs, 
wet, mottled with the chill of the vater, 
and fir~ as ~arble. 

~Jude the Obscure, r.83 

It does not take Jude a lone ti!!'e to fall to the snare, 0' 

Arabella, v:ho is not, as some critics belie\'e. the natt.:Tal 

embodiment of sexuality. She is a sharr, prarratic ru~tic, 

with false hair and false dirrr1es, quite experienced in 

dealing with men fr~!!' her former occupation as a barmaid. She 

is artificial and experienced as opposed to the nateral ane 

inexperienced Jude. She fools Jude into marrvin~ her bv 

claimin? a false pre~nancy, and the short titre they spend 

to~ether as a married couple is beset with disappoint~ent and 

unhappiness for Jude. His disappointment in marriage is not 

lessened by his ~uilt feel'in~ for having left his studies; 

fortunatel v , Arabella grows tired of him after a short time 

and leaves him to ~o to Australia with her parents. 
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Growing up in Christminster and Elsevhere: Once rid of 

Aratiella, Jude is determine~ to rrake up for lost ti"e, and 

moves to Christminster to be employed there in rron~rental 

stone cutting and gothic free-stone work for the restoration 

of churches,which he has tau~ht himself with the sole puroose 

of supporting himself in Christminster while he pursues his 

primary aim of attending the university there. The first day 

he spends in Christminster, he walks around, in a trance cf 

joy and veneration for this town of learning and culture 

where he thinks he hears a whole century of optirrism and 

great expectations pulsate: 

Beautiful City: So venerable, so lovelv, 
so unravaged by the fierce intellectual 
life of our century, so serene! ... Her 
ineffable charm keeps callin, uS to the 
true goal of all of us, to the ideal, to 
perfection. 

(Jude the Obscure, p.1281 

It is not until then, when he finds eimsel f actually or the 

very spot of his longing, that Jude percei\feS hOI., far a\.:ay frc,!'" the 

object of that longin? he reallY is. Onlv a wall d"·ides hirr fro", the 

happy youn? men who study at Christrninster, but Jude realizes tna t 

wall is quite impossible to walk through. 

Every day, every ho.ur, as he ~'en: in. 
search of labour, he sa"· therr. gOlng and 
coming also, ru~bed shoulders ~ith them, 
heard their voices, marked thelT ~overrents. 
The conversation of some of the more 
thou~htful among the", seem~d oftentimes, . 
owing to his lon~ and persl~tent pr:paratlon 
for this place, to be pecullarlv akln to 
his own thoughts. Yet he was as far from 
them as if he had been at the antipodes. 
Of course he \o,'8S. He 'Was 8 youn~ \o,'orkman 
in a white blouse and with stone-dust in 
the creases of his clothes; and in passing 
him they did not even see him, 0, hear 
him rather saw through him as through a 
pan; of glass at their familiars beyond. 
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Whatever t~ey ~er€ to him, he to therr ~as 
not on the spot at all; and vet he hac 
fancied he WQuid be close to their lives 
bv coming here. 

(Jude the Obscure, p.133) 

In the meantime, Jude discovers that hl'S Cou."l'n, S B 'd h d '" ue!'l e .ea , 

is also in Christminster but is too shy to reveal hirrself to 

because he thinks himself far belov her in his poor her yet 

living conditions and worker's attire. Sue Eridehead is often 

described as the first modern heroine in nineteenth century 

English fiction. This is how the author describes her: 

There was nothing statuesque in her; all 
was nervous motion. She was ~obile, 
1 iving, yet a painter ",ieht not have 
called her handsome or beautiful. But 
much that she ,-as surprisec hilt, She "as 
quite a long vay rerreved from the 
rusticity that i~Tas his. Hoi<." could one of 
his cross-?rained, unfortunate al~ost 
accursed stock, have contrived tc react 
this pitch of niceness? London hac cone 
it, he supposec. 

(Jude the Obscure, n.137) 

Jude decides to think of Sue on1y e. cousin, firstl\' be(,2U~f re IS 

still married and, secondly because he has often been told 

by his aunt that marriage never brought happiness to his 

family. HOlo.rever, .despite this dete'rmination, Sue interests 

and attracts Jude more and more. for they are verY akin in , 
their sensibilities, in their inclination to beauty, and in 

their isolation in Christrninster. 

As Jude follOl,-s Sue in the city "ithout revealin~ himself tf' 

her, he observes her as she illustrates religious books with 

miniature sketches and as she visits old churches and leads 

him into believing that they share the same enthusiasrr for 

religion. "To an impressionable and lonely young man the 
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consciousness of havin~ at last found anchorage for his 

thouphts, which promised to supplY both social an~ spiritual 

possibilities, was like the dev of Hermon, and he remained 

throughout the service in a sustaining atmosphere of ecstacy" 

(Jude the Obscure, p.139). We soon find out that hovever 

similar their sensibilities are, Jude is wrong in attributing 

religious faith to Sue. As we watch Sue buying two little 

statues of Venus and Apollo, smuggling them into her lodgings, 

and lying to her exacting landlady that they are the statues 

of St.Peter and St.Mary ~a~dalen, we know that we are in the 

presence of a liberated female with rather unconventional 

tastes. 

Sue finds out that Jude is in Christminster, searches 

him out, and they meet. Sue informs Jude that Pr.Phillitson 

did not succeed in enterinp Christminster Col1e~e and is now 

the director of a school nearby. They go to visit Phillitson, 

but Jude's idol of childhood does not even rememcer hirr. 

An unfortunate event in Sue '5 life sucdenly r"rin£s 

Jude's so far controlled emotions toward Sue to the surface. 

Sue loses her job because her little statues have been dis­

covered bv her partner. an~ she decides to go to London. In 

order to prevent her from going a,,'ay. Jude suggests that she 

takes a job with the schoolmaster Phillitson. Phillitson, 

however. falls in love with Sue. and Jude finds himself very 

pained ,,·hen he notices that Sue does not altogether discourage 

Phillitson. An even greater disappointment c~mes in the form 

of a letter from Biblioll College where Jude had applied for 

admission: 

Sir.- I have read vour letter with interest. 
and. jUdging from your description of 
yourself as a working-man. I venture to 
think that yOU will have a much better 
chance ofs~ccess in life by remaining in 
your own sphere and sticking to your trade 
than by adopting any other course. That, 
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therefore, is what I advise you to do. 

(Jude the Obscure, p.167) 

This letter from T.Tetuphenay, advising Jude to keep to his 

position in life marks the end of his drea~s for education. 

In despair he drinks and ~oes to Sue. The disappointment 

brings them together in a new emotion; nevertheless, Sue 

tells Jude that she has allowed herself to be engaged to 

Phillitson to marry him after she finishes the teachers' 

train in? school which she has been attending since she lost 

her job. 

Rejected by Christminster, Jude now aspires to become 

a clergyman: "The ecclesiastical and altruistic life as 

distinct from the intellectual and emulative life". The 

thought sustains him until he recognizes the ties and the 

desire that unites him to Sue. The disciplined life they 

strive to lead, Sue at the boarding school, Jude in 

preparation for the church) is disrupted more and more by the 

undisciplined meetings that they carrv on which results in 

Sue's expulsion from school. Durin~ one such rneet,ing, Sue 

tells Jude that she has no respect for Christminster, mainly 

because it has failed in the mission it waS intended for: 

~t is .n ignorant place, except as to 
the townspeople, artizans, drunkards and 
paupers', she said ... 'They see 1 i'fe as 
it is, of course; but fewaf the people 
in the colleges do. You prove it in your 
own person. You are on; of the very men 
Christminster was intended for when the 
colleges were founded; a man with a passion 
for learning, but no money, or opportunities, 
or friends. But you were elbowed off the 
pavement by the millionaires' sons. 

{Jude the Obscure, p.20S} 

With these words Sue starts Jude's radical education. They 

enter a new phase in their relationship when Jude has to 
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confront Sue's relirious heresies; she offers to make him a 

~ New Testament by rearranging the pages and criticizes 

Jude for taking "so much tradition on trust". These influences, 

together with his growinp, passion for Sue, only serve to 

contradict Jude's new resolution to join the Church and 

throws him into an even greater confusion than before. Sue, 

who is falling in love with Jude, decides to marry Phillitson 

right away, after having found out that Jude is married. It 

is an impulsive decision, almost a self-punishment she 

inflicts upon herself for her dissappointment. Her revulsion 

from marriage is stated clearly even in the letter in which 

she announces it to Jude. She alludes to the hastiness of her 

decision by the word "accelerated" and adds "as the railway 

companies say of their trains", obviously trying to suffocate 

her unrest with an estranged expression belonging to mechanical 

modernity. We must point out, however, that in this novel we 

have two "problematic lf heroes instead of one. Sue is as 

"problematic" as Jude in her quest for self-actualization. As 

she savs of herself, "(she)hasn't the courape of (her) 

views!', she is usually too afraid at the last moment to 

practice "'hat she preaches, and, Hardy says of her "she ,,'ould 

go on inflicting such pains again and again, and, grieving 

for the sufferer again and again, in all her colossal 

inconsistency". (Jude the Obscure, p.23l). Sue Bridehead, 

ho~ever, is easily forgiven for the inconsistencies of her 

revolt,which though not successful, is genuine and heroic. 

For all her faults of inconsistency and weakness, Hardy does. 

not depict her as a cold and he~rtless female but as a very 

loving woman. Her peculiarities are the outcome of an 

oversensitive and nervous temperament which are easy to under­

stand given the conditions in which she is struggling for an 

authentic, liberated survival as a woman. She cannot accept 

any kind of restraint or any dominance. Her mind and body 

must be free. She believes that marriage is a despotic 

restriction of freedom. Her intellect promises Jude the 
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freedom and instruction which Christminster had denied him. 

Because they are both lonely and rootless, they cl ing 

together, as the educators of each other, and as rebelling 

companions against inhibiting social conventions. 

Jude soon finds out that Victorian "earnestness" does 

not keep him in the path he has chosen for hiMself, despite 

the fact that he forces himself to "return with feverish 

desperation to his study for the priesthood" (Jude the 

Obscure, p.25l). There are such things in life, like 

coincidences, weaknesses of the flesh, depressive moods, that 

no "earnestness" is able to overcome. }ioreover, where ever he 

turns, he finds greed and opportunism, as his meetinp. with 

the composer of a very movinp hymn demonstrates. The Golden 

Calf, he finds, has even invaded the realm of the spirit, and 

the discovery of this marks the beginning of his doubts 

whether a religious vocation is the one best suited to him. 

His doubts are strengthened by his awareness of his growing 

passion for Sue and by learning that she is not happy in her 

marriage with Phillitson. Sue, ever the preacher of what she 

cannot practice, preaches him on the inhumanity of conventional 

la.'s: 

"I have been thinking", She continued, 
"that the social moulds civilization fits 
uS into have no more relation to our 
actual shapes than the conventional shapes 
of the constellations have to the real 
star-patterns. I am called Mrs. Richard 
Phillitson, living a calm wedded life 
with my counterpart of that name. But I am 
not really Mrs.Richard Phillitson, but a 
woman tossed about, all alone, with 
aberrant passions, and unaccountable 
antipathies ••• " 

(Jude the Obscure, p.266) 
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As Jude leaves Shaston for ~elchester, his deterMination to 

become a man of religion is almost blown to ~he winds, for he 

realizes the lack of earnestness in himself that has 

other men to achieve: 

Those earnest men he read of, the saints, 
whom Sue, with gentle irreverence, called 
his demi-gods, would have shunned such 
encounters if they doubted their own 
strength. But he could not. He mi~ht fast 
and pray during the whole interval, but" 
the human was more powerful in him than 
the Divine. 

(Jude the Obscure, p.267) 

enabled 

When Jude next meets Sue at their aunt's funeral, he 

is told by her that a marriage ceremony is "only a sordid 

contract". \!pon hearing this and perceiving that Sue is 

really very unhappy in her marriage, Jude admits that his 

"doctrines and (he) bepin to part company". In an outburst of 

emotion he tells Sue that he will never care about relipion 

or his doctrines again if only he is allowed to love her. 

(Jude the Obscure, p.276). As they part, Sue to pc> to her 

husband at Shaston and Jude to his lonely dwelling at 

Melchester, they kiss with an uncontrollable impulse. 

The kiss was a turning point in Jude's 
career. Back again in the cottage, and 
left to reflection, he saw one thing: 
that thourh his kiss of that aerial being 
had seemed the purest moment of his 
faultful life, as long as he nourished 
his unlicensed tenderness it was glaringly 
inconsistent for him to pursue the idea 
of becoming the soldier and servant of a 
religion in which sexual love was regarded 
at its best a frailty, and at its worst 
damnat ion". 

(Jude the Obscure, p.278) 
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Thus we find Jude defeated in both of the vocations he so 

much lon?ed for, and both times because of a woman. First he 

thinks that he cannot persevere because he is too ~eak towards 

women, but then another explanation presents itself to his 

mind, which no doubt is the authorial one: " 'Is it' he said, 

'that the women are to blame; or is it the artificial system 

of things, und~r which the normal sex impulses are turned 

into devilish domestic ?ins and springes to noose and hold 

back those who want to progress?' " (Jude the Obscure, p.279). 

The same evenin~ Jude burns all the religious books he has, 

a symbolic gesture of his honesty to himself as well as that 

of turning his hopes to ashes. 

Just as the incident of the kiss makes Jude resolve to 

give up his religious vocation, it brings Sue to a point 

where she cannot force herself to share the same room with 

Phillitson. Phillitson acquiesces to release her from her 

matrimonial bonds in full knowledge of the fact that she is 

going to live with Jude. Phillitson's friend, Gillingham, who 

represents the voice of' the society~ severely disapproves of 

the former's decision. For it is the religious duty of the 

husband to train the wayward wife, even if that requires 

torture and punishment. Phillitson, however, feels compelled 

to make a choice between what social ceniure and what his 

conscience demand; he chooses the latter. This is Phillitson's 

education in his middle-age, and he owes it to Sue. It is a 

tragic paradox of Jude the Obscure that Sue, who beco~es the 

~eans of liberating both Jude and Phillitson from their nor­

mative illusions, is defeated most pathetically by "creed" in 

the end. 

If Jude The Obscure were a Bildungsroman that honoured 

the Bildungsideal tradition of the genre, one would expect 

the point of Sue's partinp. from Phillitson to be united with 

Jude as the happy resolution of the mistakes and misdeeds 

for all the parties concerned, and the novel to, end happily 
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there. We are told that Jude has learned to discipline his 

ambitions to what he can achieve in his status, Sue makes 

amends for a wrong decision, and Phillitson, although 

ostracized, emerges a better man of right reason and 

conscience. However, no Bildung in this sense was possible in 

Hardv's outlook. The real tragedy starts with the union of 

Sue and Jude. From this point on, Jude becomes involved in 

Sue's continuing confusion between theory and practice, to 

witness and suffer by her ambivalence between social revolt 

and fear. Their life together is described in a chapter 

entitled "At Aldbrickham and Elsewhere" to emphasize their 

being homeless outcasts from society. 

This part of Jude the Obscure describes Sue's growing 

uneasiness as she propes for a state of mind that will bring 

her peace. Both she and Jude are divorced no~ and therefore 

free to marrv each other, but Sue has "the Same dread lest 

an iron contract should extinguish (Jude's) tenderness for 

(her) and (hers) for (him)" CJude __ t~--.9~"£'':'E.e, p. 323). To 

complicate the matter, she woul~ like therr togo on living 

as lovers, only meeting by day. Her shying away from a sexual 

relationship ,,·ith Jude is not because she is the "phantas,"al, 

bodiless creature" that Jude thinks she is, but because she 

does not dare put her ideal of free-love into practice. 

Nevertheless, just as any other loving and jealous woman, Sue 

will bow down to the necessity of giving herself completely 

to Jude when Arabella returns. Arabella returns, not to ·disrupt 

JUde's and Sue's relationship but to bring her son by Jude to 

them. The little boy, called Father Time for his precocious 

dignity and sadness, is really a symbol and not a character. 

He symbolizes the intrusion of ancient law and custom into 

Sue's and Jude's life. Sue and Jude real ize that; now that they 

have the responsibility of a child they must marry but, 

although they try todo so several times, they cannot bring 

themselves to marrying. That ceremony, as Hardy depicits it 
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both in the Church and the civil quarters, only reveals 

pettiness, opportunism, hypocrisy and stands as a sLander to 

their deep love and attachment. So they ~o on, trving to fool 

people that they are married, happy in their union, and 

blessed with two other children. People, however, will not be 

fooled, for their happiness together, and their love and 

~espect for each other betray them. They are happy, people 

think, so they must be lovers. The suspicion and gossip that 

clusters around them as their family ~rows, forces them to 

migrate from town to town. jobless, without money, 

excommunicated. When little Father Time wishes to learn the 

reason for their wanderin~s from place to place; Jude quotes 

the Scriptures, saying "because of a cloud that has gathered 

over us, though we have wron?ed no man, corrupted no man, 

defrauded no man: Though perhaps we have done that which was 

right in our own eyes". (Jude the Obscure, p.378). One 

hardship follows another, and Father Time, believing that 

they are a burden and the cause of their parents' sufferings 

hangs himself and the other t.,o children, leaving a note "Done 

because w~ were too mennv" the childish misspelling beinp an 

obvious pun for "human". Sue interprets the trafledy a s a 

Providential punishment for her defving reli~ious and social 

law and returns to Phillitson in an agony of self-punishment, 

and the novel closes with the dying words of Jude, lying ill, 

prostrate, and abandoned: "Let the day perish wherein I ",as 

born, and the night in which it was said, there is a man child 

conceived", His· whisper is only accompanied by a "hurrah" 

corning from the Remembrance Games outside his window (Jude 

the Obscure, p.485). As for the peace Sue hoped to get from 

her self-inflicted punishment, the judgment on that is passed 

by the worldly Arabella: " 'She may swear that (that she has 

found peace) on her knees to the holy cross upon her necklace 

till she's hoarse, but it won't be true: She's never found 

peace since she left his arms, and never will again till she's 

as he is now" (Jude the Obscure, p.49l). 
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Self-Actualization?: The story of Jude the Obscure is 

the story of the defeat of the individual before oppressive 

social and reliRious law. The novel negates a whole century 

of opti~istic belief in individual rede~ption bv the correct 

use of freedom and will. Sue's final relenting before 

convention is the ulmost degradation of a rebel, an act 

resorted to because she became "creed-drunk" as Jude was 

"gin-drunk" when he was forced to remarry Arabella. Phillitson, 

by accepting Sue back, although he knows very well that she 

has not returned to him out of love, only proves the defeat 

he suffers by sticking to the dictates of his conscience in 

spite of an unforgiving, ostracizin~ society. Both Sue's and 

Phillitson's Bildungs are warped by their final giving in to, 

and self prostration, before custom and creed. The only charac­

ter who holds to his personal convictions to the very end 

is Jude, and he does achieve a tragic self-actualization at 

the cost of all; love and life. This is a kind of actualization, 

however, which carries with it defeat and death. As such it 

departs radica11v from the proposed self-actualization of 

the earlier Bi1dungsromane of the nineteenth century. 

Jude the Obscure "initiates the modern novel ,.'it1"': its 

ambitious ",,'orkin?-class hero, Jude, and its neurotic heroine, 

Sue, city life in the back streets, the problems of adaptation 

to a rapid1v changing world, of commercial and ~ateria1 values, 

of sexual and social maladjustment of the abnormal variation 

from the species.ft says 
I 

foreshadows the modern 

Brooks. It is true' that Jude 

themes of failure, frustration, 

futility, disharmony, isolation, root1essnes and absurdity, 

but what makes it really modern is its defeatist vision that 

cannot prescribe any way out of such a dark predicament. 



- 149 -

NOTES TO CHAPTER V 

(1) Cited in Buckley, Season of Youth: The Bildungs ro~an fr~m 

Dickens to Golding (Cambridge, Mass., Harvard Univ. Press, 

1974), p.116. 

(2) G.M.Young, Victorian England: Portrait of an Age (London 

and New York: 1937), p.5. 

(3) Raymond Williams, Culture and Society (Middlesex: Penguin 

1961), p.169. 

(4) Samuel Butler, The Way of All Flesh (London: J.M.Deut, 

1949), pp.XII-XXI. 

(5) Ibid., p. IX. 

(6) Samuel Butler, The Way of All Flesh (New York: Random 

House, 1950), p.l06. Hereafter will be referred in the 

text as the Way of All Flesh. 

(7) James Joyce, A Portrait of the Artist As a Young_~a_n (Frog­

more: Panther, 1977), p.222. 

(8) Harry Levin, James Joyce (Norfolk: New Directions, 1960), 

p. 42. 

(9) Laurence Lerner ed. Tbomas Hardy and His Readers: A Selec­

tion of Contemporary Reviews (New York: Barnes and Noble, 

1968). 

(10) Thomas Hardy, Jude The Obscure (Middlesex: Penguin, 1980), 

p.53. Hereafter will be referred in the text as Jude the 

Obscure. 

(11) W.L.Burns, The Age of Eguipoise: A Study of the Mid-vic­

torian Generation (New York: Grove Press, 1~65), p.254. 



- 150 -

CHAPTER VI 

WHAT AFTER POST-HUMANISM? 

Harry Levin once mentined the year 1922 as the annus 

mirabilis of modernism in English fiction(l). The year saw 

the translation of Proust, the publication of Joyce's 

Ulysses, T.S.Eliot's Waste Land, Lawrence's Aaron's Rod, 

Woolf's Jacob's Room, Katherine Mansfield's The Garden Party, 

to follow Levin's list of modern works. Alan Friedman con­

firms a "turn of the novel" toward new directions which we 

call modernism(2). "It is a turn", writes Bradbury, "which 

distinguishes, say, the later work of Henry James from that 

of George Eliot, or separates the work of Lawrence from the 

work of Hardy" (3). Ever since, novel criticism has been 

groping for new formulations and new critical tools to under­

stand the new conception of character, space, time, and 

structure in the modern novel(4). The more it has sharpened 

its tools for analyzing the psycho-linguistic intricacies of 

the narrative, the less it has concerned itself with the 

narrator or the narrated. This transition has followed a slow 

but a steady cource since the Bi1dungsroman gave way to the 

Kunst1erroman. 

With Joyce's A Portrait of the Artist a a young Man 

the novel of the development of the artist gained a new 

narrative style. Joyce reversed the accustomed procedure of 
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applying the methods of art to reality and experimented with 

Wilde's notion that "life should imitate art". Objectivity of 

narrative was thus redefined from the point of vie~ of a 

remarkably heightened subjectivity. The new style was inti­

mate and used the language of perceptions and sensations. 

In Harry Levin's words, it "refracted sensations and impress­

ions through the author's mind- to facilitate the transition 

from photographic realism to esthetic impresionism"(5). This 

is the narrative "that confers upon language a magical 

potency. It exalts the habit of verbal association into a 

principle for the arrangement of experience. You gain power 

over a thing by naming it; you become master of e situation 

by putting it into words. It is psychological need and not 

hyperfastidious taste that goads the writer on to search 

for the ~ juste, to loot the thesaurus"(6). This transforma­

tion in style brought about a transformation in novel criti­

cism: The poetics of the novel. 

The new kind of self-a~areness reversed the perspec­

tive of the Bildungsroman from a linear projection into the 

future of the hero to a retrospective analysis of ~hat he lS 

and how he has become what he is. The reversal employed 

psychological analysis to an unprecedented degree in the 

novel. Novels after James,Lawrence, and Woolf told stories 

of arrested development rather than ongoing growth, their 

subject matter became the dissection and exposition of the 

conditions that·fixed man in a certain psychological stage 

from which the possibility to break free was rarely seen as 

in the novels of Kafka. Freudian theories as well as Jungian 

archetypes encouraged this quest into the past of the hero 

rather than his future development. The existential novel as 

practiced by Camus and Sartre made a last effort to scrape 

whatever was left from the Bildungsideal by prescribing 

constant negation for an unarrested becoming. Parallel to 

these developments in the novel, novel-theory readjusted it­

self to focusing on formal considerations. 
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The earliest theoretical novel criticim, that of the 

eighteenth century, preoccupied itself with the moral impli­

cations of the content and the form. This was why Dr.Johnson 

had objected to the fiction of Fielding; it did not edify the 

reader, it did not adequately distinguish between virtue and 

vice. T~is moral concern continued to the end of the nine­

teenth century, from Dickens to George Eliot. The achievement 

of sympathetic identification for the purpose of moral en­

lightenment was the main objective of the novelist and to 

respond to this sensitively, was the mission of the critic. 

As for the relationship between the reader and the text, that 

was prescribed as one of moral edification, the moral writer 

considered it his mission to produce a sufficiently realistic 

text to teach the reader to be good. A serious blow to this 

technique and purpose came from France and found resonance in 

the new concerns of the Kunstlerroman in England. Flaubert 

put the emphasis on style rather than on subject, on art 

rather than on life, on the flux of consciousness rather 

than character. The ideal artistic situation was expressed by 

Flaubert in his letter of 16 January 1852 to Louise eolet: 

" ... what I should like to do is to write a book about nothingj 

a book with no reference to anything outside itself, which 

would stand on its own by the inner strength of its style 

just as the earth holds itself without support in spac~, a 

book which would have hardly any subject ... "(7). 

Flaubert's theory'of fiction which found ~lose'reso­

nance in Hery James' ideas on the novel, initiated the 

departure from the tone and substance of the earlier nine­

teenth-century novel theory. Rather than the moral function 

of the story, the relationships of the component parts of the 

artistic creation to each other and to the work as a whole 

became the object of the novelist's craft. James popularized 

this theory in England by his unwearying speculation about 

the aesthetic bases of the art of narrative. Flaubert and 
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Henry James form the major bridge to the t~entieth-century 

theory and practice of the novel which is concerned less with 

the ~elationship between the reader and text than with the 

relationship among the various structural elements of the 

text. Alain Robbe-Grillet based his New Novel on the rejec­

tion of such moral-mimetic prejudices which he thought were 

responsible for establishing a false relationship between the 

reader and the text: 

all the technical elements of the narra­
tive-systematic use of the past tense and 
the third person, unconditional adoption 
of chronolo?ical development, linear plots 
regular trajectory of the passions, im­
pulse of each episode toward a conclusion 
etc.-everything tended to impose the 
image of a stable, coherent, continiuous, 
unequivocal, entirely decipharable uni­
verse. Since the intelligibility of the 
world was not even questioned, to tell a 
story did not raise a problem. The style 
of the novel could be innocent(8). 

Robbe-Grillet maintains that it is no longer possible for the 

novelist to return to that innocence: 

But then, with Flaubert, everything begins 
to vacillate. A hundred years later, the 
whole system is no more than a memory; 

. and it is to that memory, to that dead 
system, that some seek with all their 
might to keep the novel fettered. Yet 
here, t60, it is enough to read the great 
novels of the beginning of our century 
to realize that while disintegration of 
the plot has become insistently clearer in 
the course of the last few years, the 
plot itself had long since ceased to 
constitute the armature of the narrative ... 
To tell a story has become strictly impos­
sible ... In short, it is not the anecdote 
that is lacking, it is only its character 
of certainty, its tranquillity, its inno­
cence(9). 
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With the plot having become obsolete, so too has the charac­

ter: 

How much we've heard about the "characterll~ 
Moreover, I fear we haven't heard the 
last. Fifty years of disease, the death 
notice signed many times over by the most 
serious essayists, yet nothing has yet 
managed to knock it off the pedestal on 
which the nineteenth century had placed 
it. It is a mummy now, but one still 
enthroned with the same phony-majesty, 
among the values revered by traditional 
c r it i cis m. In fa c t, t hat ish ow t his 
criticism recognizes the "true" novelist: 
"he creates characters"(lO). 

Robbe-Grillet's observations on character encouraged the 

minimal space and attention accorded to character in the 

structuralist poetics of the novel. The structuralists, 

following Robbe-Grillet, rejected the notion of individuality 

and psychological coherence. They put the stress, as in fact 

the post-modern novel itself did, on the sociteal system 

that traversed or minimized the individual or on the labyrin­

thine poetry that depended on the word and not On the deed. 

When the word post-humanism was coined to describe the no~el 

of the 1970's as a furtherance of the expression post­

modernism which referred to the novel between 1940 and 1960, 

the latter epithet betrayed the lack of human presence- or lS 

it the lack of ruman interest- in the novel. From an autistic 

reading of texts as prescribed by Roland Barthes, we have 

arrived at autistic novels, which more tolerant critics call 

the supra-novel or the meta-novel. Jonathan Culler, in an 

apology for the failure of structuralist criticism to deal 

with character successfully, says: 

If, as Foucault says, man is simply a 
fold in our knowledge, who will disappear 
in his present form as soon as the confi­
guration of knowledge changes, itis 
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scarcely surprising that a movement which 
claims to have participated in this 
change should view the notion of the rich 
and autonomous character as the recupera­
tive strategy of another age. Characters 
in Virginia Woolf, in Faulkner, in Natha­
lie Sarraute, and Robbe-Gri11et, cannot 
be treated according to nineteenth cen­
tury models; they are nodes in the verbal 
structure of the work, whose identity is 
relatively precarious"(ll). 

Is this a verdict uttered by the critics, by the novelists, 

or by both? Or is it still possible to reinstate the charac­

ter in the novel replete with a name, with a temper, with a 

choice? Granted Foucault's equation of man with our knowledge 

of him is valid, what is it that we know if man is no longer 

a part of our knowledge? The questions are not posed with a 

superficial nostalgia for nineteenth century realism; rather, 

they are asked with a deeply personal concern about art as 

well as life: What after post;.humanism? 



- 156 -

NOTES TO CONCLUSION 

(1) Harry Levin, Refractions: Essays in Comparative Litera­

ture (Oxford: Oxford Univ. Press, 1966:, p.2S3. 

(2) Alan Friedman, The Turn of the Novel: The Transition to 

Modern Fiction (New York and London, 1966), pp.14-15. 

(3) Malcolm Bradbury, possibilities: Essays on the State of 

the Novel (Oxford: Oxford Univ. Press, 1973), p.Sl. 

(4) Sharon Spencer, Space, Time, and Structure in the Modern 

Novel (Chicago: The Swallow Press, 1974' 

(5) Harry Levin, James Joyce (Norfolk: New Directions,1941). 

(6) Ibid., p.51. 

(7) Cited in Miriam Allott, ed. Novelists on the Novel (London: 

Poutledge and Kegan Paul, 1959), p.242. 

(S) Alain Fobbe-Grillet, For a New Novel: Essays on Fiction, 

trans. Richard Howard (New York: Grove Press, 1965), p.32. 

(9) Ibid., p.33. 

(10) Ibid., p.27. 

(11) Jonathan Culler, Structuralist Poetics: Structuralism, 

Linguistics, and The Study of Literature (Ithaca: 

Cornell Univ. Press, 1976), p.231. Emphasis mine. 



- 157 -

REFERENCES 

ALLEN,Walter. The English Novel. Harrnondsworth: Pen~uin, 

1971. 

ALLOTT,Miriam,ed. Novelists on the Noyel. London: Routledge 

and Kegan Paul, 1965. 

ALTER,Robert. Rogue's Progress: Studies in the PicaresQue 

NoveL Cambridge, }<ass. Harvard University Press, 1964. 

ANDERSON,Warren and Thomas Clareson, ed. Victorian Essays: 

A Symposium. Ohio: Kent State University Press, 1967. 

ARNOLD,Matthew." Complete Pros~ Works. Ed. R.H.Super. Ann 

Arbor: University of Michigan, 1960. 

AUERBACH,Erich. Mimesis: Representation of Reality in Western 

Literature. Trans. Willard R.Trask. Princeton: 

Princeton: Princeton University Press, 1964. 

BAYLEY,John. An Essay on Hardy. Cambridge: Cambrid~e t:niver­

sity Press, 1978. 

"BERGONZI,Bernard. Reading the_}hirties: Texts and Contexts. 

London: Macmillan, 1978. 



- 158 .-

BERr.OKZI,Bernard. The Situation of the Novel. London: Mac 

Millan, 1970. 

BOOTH,Wayne C. A Rhetoric of Ironv. Chicago: University of 

Chicago Press, 1974. 

BRADBURY,Ma1co1m. Possibilities: Essays on the State of the 

Novel. Oxford: Oxford University Press, 1973. 

BUCK,Phi10 M.Jr. The World's Great Age: The. Story of a 

Century's Search for a Philosophy of Life. New York: 

MacMillan, 1936. 

BUCKLEY,Jerome Hamilton. Season of Youth: The BildungsJ...£.!'ll!.!' 

from Dickens to Golding. Cambridge, l"ass. Harvard 

University Press, 1975. 

BrCKLEY,Jerome H. The Victorian Temper: A St':..~;:._in Literary 

Culture. Cambridge, ~ass: Harvard rniversitv Press, 

1951. 

BURNS ,1-1. L. The Age of Equipo ise: A _8 tudv 0 f the.~'i<!-\·i~l'0.rian 

Generation. Ke,,' York: Grove Press, 1905. 

BURTT,.Ed,,·in A., ed. The English Philosophers from Bac£.!L .. to 

!:!.il.,1. New York: Random House, 1939. 

BUTLER, Samuel. The Way of All Flesh. New York: Random House, 

1950. 

CARLYLE, Thomas. Latter-Dav Pamphlets and Translations of 

Tales. London: Chapman, 1897. 

CARLYLE,Thomas. Sartor Resartus; On Heroes and Hero Worship· 

Ne,,' York: Dutton, 1967. 



- 159 -

CARPENTER,Fichard C. Thomas Hardy. New York: Twayne, 1964. 

CECIL,Lord David. Early Victorian Novelists: Essays in 

Reyaluation. London: Constable, 1934. 

CECIL,Lord David. Hardy, the Novelist. London: Constable, 

1943. 

CERVANTES, Miguel de. The Adventures of Do.~!1>.2.ll. Trans. J. 

M. Cohen. Middlesex;Penguin, 1950. 

CHESTERTON,G.K. Charles Dickens: A Critic,al_S;udy. Ne,,' York: 

Dodd and Mead, 1920. 

CHESTERTON,G.K. The Victorian Age in Literature. Indiana: 

University of Notre Dame, 1962. 

COLLINS,Philip,ed. Dickens: The Critical He.!.i~. London: 

Routledge, Kegan and Paul; 1971. 

CULLER,Jonathan. Structuralist Poetics: Structuralism, 

Linguistics. and the~W.Y of Li~~. Ithaca: 

Cornell University Press, 1976. 

DAWSON,Karl. Victorian Noon: English Literatu!e in 1§:;.Q.. 

Baltimore: Johns Hopkins rniversitYPress, 1980. 

DEFOE,Daniel. The Fortunes and Misfortunes of the Famous_!,!o)l 

Flanders. Londonl Oxford Un ivers ity Press, 1961. 

DICKENS,Char1es. David Copperfield. London: Collins, 1952. 

DICKENS,Char1es. Great Expectations. Middlesex: Penguin, 1965. 



- 160 -

DYOS,Harold James, ed. The Victorian Citv: Irages and 

Realities. London: Routledge Kegan and Paul, 1973. 

ELtOT,Robert C., ed. Twentieth Century Interpretations of 

Moll Flanders. Englewood: Prentice Hall, 1970. 

FANGER,D~nald. Dostoevsky and Romantic Realism •. Chicago: 

Univ. of Chicago Press, 1967. 

FIDO,Martin. "The History of Pende-nnis: A Reconsideration," 

Essays in Criticism, 14 (1964). 

FORSTER,John. The Life of Charles Dickens. 3 vols. 

Philadelphia: Lippincott, 1873. 

FRIEDMAN,Alan. The Turn of the Novel: The Transi.tio~ 

Modern Fiction. London: Oxford University Press, 1966. 

GOLDMANN,Lucien. Towards a Sociology of the Novel. Trans.Alan 

Sheridan. London: Tavis.tock, 1975. 

GO SS E, Sir Ed mun d. Fa th era nd Son: A SW..L-£.i 1'.".9 Te.!"l'eramen t s. 

Middlesex: Penguin, 1949. 

HALPERIN,.lohn)ed. The Theorv of the Novel. London: Oxford 

University Press, 1974. 

HARDEN,Edgar, "Theatricality in Pendenni~' t.I...UJ,4(1973). 

HARDY,Thomas. Jude the Obscure. Middlesex: Penguin, 1980. 

HE<OEL,G.W.F. Aesthetics: Lectures on Fine Art. Trans. T.M. 

Knox, 2 vols. Oxford: Clarendon Press, 1975. 

HIMMELFARB,Gertrude. Victorian Minds. New York: Knopf, 1968. 



- 161 -

HOBSBAW}',E.J. Industry and Empire: An Economic Hi~torv of 

Britain Since 1750. London; 

1968. 

weidenfe1d and Nicolson, 

HOrGHTON,Walter E. The Victorian Frame of }'ind. Ne~ Haven: 

Yale University Press, 1957. 

HOWE,Irwing. Thomas Hardy. New York: Mac}'illan, 1967. 

HUNT,E.K. Property and Prophets: The Evolution of E.':.<2..!!...0mic 

Institutions and Ideologies. Ne~ York: Harper and 

Row, 1972. 

JOYCE,James. A Portrait of the Artist As a Young Man. 

Frogmore: Panther, 1977. 

KING,Jeanette. Tragedy in the Victorian Novel. Cambrid",e: 

Cambridge University Press, 1978. 

KO.TZIN,Michael. Dickens and the Fairy Tale. Ohio: BO"ling 

Green, 1972. 

LANDES,P.S. The Rise of Capitalism. Ne.· York: Macmillan, 

1966. 

LArRENSON,Diana T. and Alan Swingwood. The SocioloRV of 

Literature. London: Mac Gibbon. and Kee. 1972. 

LERNER,Laurence, ed. Thomas Hardy and His Feaders: A Selecti_on 

of Contemporarv Reviews. New York: Barnes and Noble, 

1968. 

LEVIN,Harry. The Gates of Horn: A Study of Five French 

Realists. Ne.' York: Oxford l'niv.Press, 1966. 

LEVIN,Harry. James Joyce. Norfolk; New Directions, 1960, 



- 162 -

LEVIN,Harry. Refractions: Essays in Comparative Literature. 

New York: Oxford University Press, 1968. 

LUKACS,George. Studies in European Realism. Trans.Alfred 

Kazin, New York: Grosset and Dunlap, 1964. 

LUKACS,Georg. The Theory of the Novel. Trans.Anna Bostock. 

London: Merlin, 1978. 

}lcDonald, Lee Cameron. Western Political Theory: The Hodern 

~. Ne,,- York: Harcourt Brace, 1962. 

Mc},ASTER, Juliet and Rowland. The Novel from Sterne to James. 

London: Mac}!illan, 1981. 

MEISEL,Perry. Thomas Hardy: The P~turn of the ReDressed: 

A Study of the Major Fiction. New Haven; Yale rniversitv 

Press, 1972. 

MELDEN,I.I., ed. Ethical Theories. Englewood: Prentice Hall, 

1955. 

MELLOR,Anne K. English Romantic Irony. Cambrid~e, Mass: 

Harvard rniversity Press, 1980. 

MI'LL,John Stuart. Autobiography'. Ne'" York: Random House, 

1964. 

}'lLL,John Stuart. On Libertvj Fepresentative r,overnmen~; The 

Subjection of Women. Ed. Millicent Garrett Fawcett, 

London: Oxford Universitv Press, 1954. 

}lILL,John Stuart. rtilitarianism, Liberty, and Representativ: 

Government. New York: Random House, 1950. 



- 163 -

NEWMAN,John Henry. Apo16gia Pro Vita Sua. Ed.Wilfrid Ward. 

New York: Random House, 1913. 

PATER,Walter. Marius the Epicurean: His Sensations and Ideas. 

Oxford: Blackwell, 1967. 

PATER,Walter. The Renaissance: Studies in Art and Poetry. 

London: J.Cape, 1928. 

PEVSNER,Sir Nicholas. High Victorian Desi~n: A Studv of the 

Exhibit of 18'51. London; Architectural Press, 1951. 

PRICE,Martin. Dickens: A Collection of Critical Essals. 

Englewood: Prentice Hall, 1967. 

PRIESTLEY,John Boynton: Charles Dickens and His WorJ-d. New 

York:. Vikin~ Press, 1969. 

REED,John. Victorian Conventions. Ohio: Ohio University 

Press, 1975. 

ROBBE-GRILLET,Alain. For a Ne,,' Novel: Essays on Fic..!,i.2_n. 

Trans. Richard Ho,,'ard. Ne,,' York: Crove Press, 1965. 

SOMERVELL,David Churchill. English Thought 

Clntu~y. London: Methuen, 1947. 

in the Nineteenth 
.---~-,-----." ._--

SOUTHERING,F.R. Hardv's Vision of Man. London: Chalto and 

Windus, 1971. 

SPENCER,Sharon. Space, Time, and Structure in the Modern 

Novel. Chicago: Swallow Press, 1971. 

STARR,George A. Defoe and Spiritual AutobiographJ. New Jersev: 

Princeton University Press, i96l. 



- 164 -

STEVICK,Philip. The Theorv of The Kovel. Ne.' York: Free 

Press, 1967. 

STEWART,J.I.}!. Thomas Hardy: A Critical Biograpj)y. London: 

Longman, 1972. 

STOEHR,Taylor. Dickens: The Dreamer's Stance. Ithaca: Cornell 

University Press, 1965. 

STONE,Donald D. The Romantic Impulse in Victorian Fiction 

Cambridge, !'ass., Harvard University Press, 1980. 

STONE,Harry. "Dickens's Artistry and the Haunted Fan," ~h 

Atlantic Ouarterlv, 61(1962). 

STONE,Harry. "Fire, Hand, and Gate: Dickens 's r~t 

Expectations," Kenyon Revie.', 24, No.4 (1962). 

SWALES,}'artin. Th~ German Bildungsrotnan from Wieland to __ H_es_,:e. 

Princeton: Princeton rniversitv Press, 1978. 

TAWKEY,Richard H. Religion and the Rise of Capita1i-E Ke,,' 

York: Mentor Books, 1954. 

THACKERAY,William !'akepiece. The Histon' of Pe.nden~ Hi! 

F 0 r tun e san d }1 is for tun e s, His F r i end san d ~!::1_i s r rea t est 

Enemv. 2 vols. Boston, Estes and Lauriat, 1888. 

TILLOTSOK,Geofirey. Thackeray the Kovelist. Oxford: Oxford 

University Press, 1955. 

TILLOTSOK,Kathleen. Novels of the Eighteen Forties. Oxford: 

Oxford University Press, 1954. 



- 165 -

TREVELYAN,C.M. English Social Historv: A Survey of six 

Centuries, Chancer to Ouee!}_,Victori~. London: Longman, 

1943,. 

WAGENKNECHT, Edward Charles. Dickens and the Scandalmongers: 

Essays in Criticism. Norman: Vniversity of Oklahoma 

Press, 1965. 

WAGENKNECHT ,Edward Charles. The Man Charles Dickens: A Victorian --- . --
Portrait. lI'orman:University of Oklahoma Press, 1965. 

WATT,Ian. The 'ise of the Novel. Berkeley: fniversity of 

California Press, 1952. 

WATT,Ian, ed. The Victorian Novel: Modern Essays in Criticism. 

London: Oxford University Press, 1971. 

WEBER,Max. The Protestant Ethic ap.i.J.~..E.iri..L£L_C.ay.itaL~. 

New York: Seribner, 1958. 

WELBY"Thomas Earle. The Victorian, Romantics. Hamden, Conn., 

Archon, 1966. 

WILLEY,Basil. More Nineteenth Century Studies: A Group of 

Honest Doubters. New York: Harper and ,Fo,", , 1966. 

WILLEY,Basil. Nineteenth Century Studies: Coleridge to Matthew 

Arnold. London: Chat to and Windus, 1949. 

WILLIAMS,Raymond. The Country and the City. London: Cox and 

WYman, 1973. 

WILLIAMS,Ravmond. Culture and Society: 1780-1950, Middlesex: 

Penguin, 1961. 



- 166 -

WILLIAMS,Favmond. The English Novel from-Dickens to La~rence. 

St.Albans: Paladin, 1974. 

WRI(;HT,Austin, ed. Victorian Literature: 1'0dern Essay-"~ 

Criticism. Ne~ York: Oxford University Press, 1961. 

YOUNG,(;.I-1., ed. Earlv Victorian England: 1830-1865. 2 vols. 

London: Oxford University Press, 1934. 

YO 1'N (; , G . M. Vic tor ian Eng 1 and: Po r t r a ito fan A ge. Lon don: 

Oxford University Press, 1953: 


	Tez1391001
	Tez1391002
	Tez1391003
	Tez1391004
	Tez1391005
	Tez1391006
	Tez1391007
	Tez1391008
	Tez1391009
	Tez1391010
	Tez1391011
	Tez1391012
	Tez1391013
	Tez1391014
	Tez1391015
	Tez1391016
	Tez1391017
	Tez1391018
	Tez1391019
	Tez1391020
	Tez1391021
	Tez1391022
	Tez1391023
	Tez1391024
	Tez1391025
	Tez1391026
	Tez1391027
	Tez1391028
	Tez1391029
	Tez1391030
	Tez1391031
	Tez1391032
	Tez1391033
	Tez1391034
	Tez1391035
	Tez1391036
	Tez1391037
	Tez1391038
	Tez1391039
	Tez1391040
	Tez1391041
	Tez1391042
	Tez1391043
	Tez1391044
	Tez1391045
	Tez1391046
	Tez1391047
	Tez1391048
	Tez1391049
	Tez1391050
	Tez1391051
	Tez1391052
	Tez1391053
	Tez1391054
	Tez1391055
	Tez1391056
	Tez1391057
	Tez1391058
	Tez1391059
	Tez1391060
	Tez1391061
	Tez1391062
	Tez1391063
	Tez1391064
	Tez1391065
	Tez1391066
	Tez1391067
	Tez1391068
	Tez1391069
	Tez1391070
	Tez1391071
	Tez1391072
	Tez1391073
	Tez1391074
	Tez1391075
	Tez1391076
	Tez1391077
	Tez1391078
	Tez1391079
	Tez1391080
	Tez1391081
	Tez1391082
	Tez1391083
	Tez1391084
	Tez1391085
	Tez1391086
	Tez1391087
	Tez1391088
	Tez1391089
	Tez1391090
	Tez1391091
	Tez1391092
	Tez1391093
	Tez1391094
	Tez1391095
	Tez1391096
	Tez1391097
	Tez1391098
	Tez1391099
	Tez1391100
	Tez1391101
	Tez1391102
	Tez1391103
	Tez1391104
	Tez1391105
	Tez1391106
	Tez1391107
	Tez1391108
	Tez1391109
	Tez1391110
	Tez1391111
	Tez1391112
	Tez1391113
	Tez1391114
	Tez1391115
	Tez1391116
	Tez1391117
	Tez1391118
	Tez1391119
	Tez1391120
	Tez1391121
	Tez1391122
	Tez1391123
	Tez1391124
	Tez1391125
	Tez1391126
	Tez1391127
	Tez1391128
	Tez1391129
	Tez1391130
	Tez1391131
	Tez1391132
	Tez1391133
	Tez1391134
	Tez1391135
	Tez1391136
	Tez1391137
	Tez1391138
	Tez1391139
	Tez1391140
	Tez1391141
	Tez1391142
	Tez1391143
	Tez1391144
	Tez1391145
	Tez1391146
	Tez1391147
	Tez1391148
	Tez1391149
	Tez1391150
	Tez1391151
	Tez1391152
	Tez1391153
	Tez1391154
	Tez1391155
	Tez1391156
	Tez1391157
	Tez1391158
	Tez1391159
	Tez1391160
	Tez1391161
	Tez1391162
	Tez1391163
	Tez1391164
	Tez1391165
	Tez1391166
	Tez1391167
	Tez1391168
	Tez1391169

