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Thesis Abstract

My thesis focuses on the figure of the pantomime clown in the work of Charles Dickens.

2 KAETS | ydzYoSNJ 2F aO0OKz2flNBR KIFIJS RSaONAROGSR 5A
relationship to the theatre and popular entertainment, few of theseditis have attended
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The first half of my thesis focuses on two early works that determined pigk@€ a I G G A (G dzR S
the form and ideas of pantomimeh& Memoirsof Joseph Grimaldi838), the biography of

a Regency actor who popularised the role of the pantomime clown, is a largely forgotten
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(published in March 1837) around the theme of life as a theatrical performance. Moreover,
through a close comparison tife Memoirswith the two novels of the same periodhe
Pickwick Paperand Oliver Twistit is possible to identify a clear line of thematic and

stylistic continuity.

In the second half of my thesis | demonstrate how these ideas persist and develop in

5A01 Sy adyia daxSijiyd L SEFYAYS | ydzYoSNJ 2F 57
GKNBS GNRLISE TNR YexdssletonsuRptionof fosdbantSNdk,2 A NB

GNF YyaF2NXYIFGAGS Of 20KAY3 yR aflLlAGAOl GA2f Sy
WA Y TASEINE 2 F + A Ol 2 NAgbeys, wRikhlcarre N mdaning bejiokdS | (i NB

the playhouse to the novel.
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CHAPTER - Introduction



On ' June 1837, the famous pantomime clown Joseph Grimaldi was found dead in his
chambers aPentonville, London. The inquest declared that fifty -eightyear old had
WRASR o0& GKS @GAraAridliArz2y 2F D2RQX FyR az
of the Regency periotiMeanwhile, in nearby Camden, theenty-five year old Charles
Dickens was mourning another death, that of his sistelaw Mary Hogarth on"7May,

but wasalso writing monthly instalments for his first two novaRckwick Paperd836-37)

andOliver Twis(18371839).

Thus one artistic career had ended for goodjleslbne was still in its early development.
However, this thesis will describe how, through the work of Dickens, Grimaldi (and
particularly his pantomime persona of Clown) would continue to occupy an important

imaginative space within nineteenth centurylitue.

This Introduction will introduce Joseph Grimaldi and the world of Regency pantomime,

briefly describe the cultural importance of the pantomime clown, and broadly outline

Sy

R

S

5A018y404 6 NBySaa 2F FyR fAlSekpladtheSy 3+ 38Y$

structure of this thesis, and introduce some of the key themes and ideas for discussion.

I. Joseph Grimaldi, pantomimes and clowning

Joseph Grimaldi performed on stage from his infancy, but his main pantomime career

lasted from 1800 to 1823.uping that time he performed the role of Clown during the

NE3Jdzf  NJ 9FAGSNI YR /KNRAGYlFa LIYyd2YAYS OeoOfS

theatres.

¢KS wS3ISyOe LIyd2YAYS 41 a YIFINJSRfe RAFFSNBy

aK2 6 Q ¢ &ay]Bafamimés were typically an afterpiece for a more serious play and

followed a rigid format, within which the spoken word was prohibited. It began with an

! Richard FindlatefJoe Grimaldi: His Life and Theat¥ edn (Cambridge: Cambridge University
Press, 1978), p. 22burther references are given @simaldi
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opening section which depicted a fairytale or mythical story familiar to the audience, but
this merely provided the pretext for the longer and more popular harlequinade. During this
section, the initial characters were transformed into stock figuresincipally Pantaloon (a
villainous old man), Clown (his mischievous servant), Columbine (thenbgenid

Harlequin (the hero). These figures performed in a rapid succession of comical or

A

fantasticalsetJA SOSaz | aaAa0SR o0& |1 FNIXISldZAyQa YIF3AO0l
in which Harlequin and Columbine appear to have been defeated glBan and Clown.
However, they are then transformed back to their original characters and the pantomime

reaches a happy resolution.

G dKAA LRAYGI Al A& 62NIK O2yaARSNAY3I DNRY!
nineteenth century. SandraBif Ay 32y adl dSa GKFIG WGKS AYLRZNI

2F GKS LINBFSaarzylf cz22f OlFyyz2i S 2@SNBI f dzS

(@]

LI yG2YAYS 3ISyAdzaQ K2 WwSadlof AaKSR GKS AYLRN
INB | GGrimNIRAMQ & [/t 26y t221SR 06101 G2 SFNIXIASN
contemporary style of clowning; for example, Richard Findlater links him tpatieiof the
02 YYSRA I, the Rti€ yoKkelsldF Blizabethan theatre, and the folk traditions of
fooiy3 SY02RASR Ay WGiKS F22fta 2F (KSSimlahyA NE (KS
/| K NY S4& 5A0RAY NBO23IYyAaSR DNRYIfRAQA Ayy20l i
mode of dressing Clowns and painting their faces, was then invented by Mr. Ginwho

every respect, founded lew School for Clowgs

% Sandra BillingtonA Social History of the Fq@ussex: Harvestet984), p. 92; A. E. Wilson,
Christmas Pantomime: The Story of an English Instittiondon:Allen and Unwin, 1934p. 65, p.
77.

® Grimaldi p. 154.

* Charles Dibdin the Youngétrofessional and Literary Memoies]. by George Speaigfitondon:
Societyfor Theatre Research, 195@),47. Further references are givenRm®fessional Memoirs
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CAYREIGSNI FAdzZNIIKSNJ aAGdzr 6Sa DNARYIf RAQA S@2ft dzi
Odzft GdzNI £ aKAFAG FTNRY | O2dzyiNPAARS 0dzFF22y (2
transformation of the rugt booby into the metropolitan Clown seems, in one sense, to

YANNER NI G§KS 6 ARSNI ( NI YGHimadiNGi$ bécarBeyan avaaf for@ng dzy (i NB
audience to make sense of the changes in their own world, a role that would later be

adoptedbysome dd A O1 SyaQa Of2syaod

5/ AR al &SN Ffaz2z OFdS3aIz2NrRasSa /t26yQa NBRES 6K

StAOSNI GS YA&AOKAB®K SaSR (G2t GdSt LB (NS Ri S4 I (AALBERXYida

pu

¢ an anarchic tendency and a considered critique of thresc are also reflected in a
TimesNE@ASg GKIG OFffSR LIYyG2YAYS WL NizyyiAy3a O
aLISOdzA FiAz2ya 2F GKS @tdughIomdtinfeR a fahtasticdPoad®MNIF dzf Sy
striking, sharply and rapidly, at the monstrositeF i K SFofiekanhfl€) ®common

GFNBSG F2NIDNAYIFIfRA gl & GKS RNBaa 2F -Fl aKA2Y
inKFyRQ Of dzoa 2NJ @EFQUWEFVYyOzZLIIIAYBACENBaKESf 6 KSY
tradesmen from the City played at beifig2 dzy G NB  3{S%Yi$ SX¥BymNA YI f RA Q&

satire was also directed towards events during the Napoleonic Wars, particularly the

conduct and organisation of the military.

/| K NY S4& 5A0RAY |fa2 y2GSR DNAYI f Rxn@tmel 432 OA |
gKSY KS Of I AYSR GKFG DNAYIfRA WAYUGUNRBRdzOSR |
G2 GKS tNAY(d {K2L) /FNAROIGdNB&asx FyRzZ°ftA1S GKS
Here Grimaldi operated as an eighteert@ntury cartoon charaet as well as an actor, and

0KSAS LINAyGa OFy 6S AyailiNdHzOiAoSte O2YLI NBR 4

® Grimaldi p. 157.

® David MayerHarlequin in His Element: The English Pantomime,-1886(Cambridge, MA:
Harvard University Press, 1969), p. Barther referertes are given adarlequin

'We KS ¢ KBelTimdsBrH&eember 1825, p. 3.

8 Harlequin p. 104.

° Professional Memoirg. 102.
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LI NI A OdzE N @& 6KSy 2yS O2yaARSNBR GKIFGd DS2NBS
Memoirsand several other early works, was an integmltf the satirical print movement

alongside artists like James Gillray.

5A01SyaQa 2y AyGSNBad Ay LI ya2YAYS AyS@OAill o
Introduction to theMemoirsl Y R I NI A Of S& &dzOK | & W! [ dzNRX 2 dza
OMYypHOTE §RNIEAK ¢26yQoémycnd OKNRYAOtS KAa SE
pantomimes in local theatres or on travelling wagons, and he even claimed to have seen

DNAYIfRA LISNF2NY AYy [2YR2y® ¢KAa aSSyay3ate Y

memoirs when tle opportunity arose in September 1837.

Grimaldi had written his own life story in December 1836, but engaged the services of the

hack writer Thomas Egerton Wilks for correction and editing. When Grimaldi died in May

1837, Wilks sold an unpolished versiaith additional material from their conversations

and a transposition from first person to third person, to Richard Bentley. Bentley then

approached Dickens, as one of his most promising young writers, with the task to make it
publishable. Dickens was retant, telling Bentley that the manuscrigtl & W@SNE o Rf &
done, and so redolent of twaddle that | fear that | cannot take it up on any conditions to

GKAOK @2dz ¢2dzZ R & Bowd&érzhedhadlbdemuired afteizanSideiGiie
negotiationandt@ { G KS 2206 AYy b2OSYOSNI myoT £300 KAIKCE ¢
in the first instance without any reference tothe Sale I Yy R & (i A thadbbdk shawd3 G K @
not be published in NumbesUAs this thesis will demonstrate, thdemoirs of Joseph
GrimddioMmy oy o ¢+t a 2yS 2F 5A018yaqa fSIaitd O02YYSN.

but nonetheless a case can be made for a place within the Dickens canon.

1% etter to Richard Bentley, 30 October 1837Tle Letters of Charles Dickead. byMadeline

House, Graham Storey, Kd#en Tillotson, Angus Easson avitia Burgis12 vols (Oxford: Clarendon
Press, 1962002), I, p. 327All subsequent references to this edition of the letters are referenced as
Pilgrim followed by the volume and page numbers
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[l. Thesis structure

This thesis is organised into two main sections.

Section 1 encompasses theview of the current critical debates (Chapter 2) and a
NEO2YyaARSNI GA2Yy 2F 5A01SyaQa LINAMEOodJ £ € AGSN

(Chapter 3).

{SOGA2Y H RAA&AOdzaasSa K2¢ GKNBS LINAYOALIt GNPL
developins A O1 Sy aQa &dzo &S| dzS y TheDFain@y/i2A{2S/RP O NeANYF (i ARRA (J &
FoAfAGE G2 WNRO | LIASYIlY -8wddparlal8ayidylgyspa e & i SNE
red-hot poker or devour a pudding, take snuff, sneeze, make love, mimic a tragedian, cheat

hia YFadSNE LIAOLT | LRO1SG=E oSG | g GOKYlFYyZ 2
three of these fixed, observable themesis excessive consumption (Chapter 4), his use of

clothing (Chapter 5), and slapstick violence within his performances (Ct&ptarhese

GNRPLISE F2N¥Y LINI 2F 6KFIG 5S02NIFK +f201 OFffa

theatre-goers, which carries its meaning beyond the playhouse to the novels peopléread.

The Conclusion (Chapter 7) will discuss how these investigatmuld be taken further and

suggest some possible avenues for further research.

Chapter 2- Literature Review
Chapter 22xaminesthe prevailing critical thought oBickens and the theatrepérticularly

in relation to pantomime) and negotiates a critisplace fora new study on Dickens and
clowns within thisdebate The current accounts can be broadly categorised into a number
of areas, which includthefigureofthe clown,d O] Sy a4 Qa O2tfedt@uiii A2y 2F

mundi pantomime and the grotesque, atide reader as audience memberhis chapter

Yol 2 NF GA 2  { YIAHRBIE DratieadiT heBththl Pocket Magazinkgnuary 1822, p. 59.
' Deborah VlockDickens, Novel Reading and the Victorian Popular ThéaembridgeCambridge
UniversityPress 1998) p. 6.
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discusses the work of some of the principal critical thinketsis area, including Edwin

Eigner, Juliet John, Paul Schlicke and James R. Kincaid, and explains how their work can be
developed into other directionto consider the significance of Grimaldi and the pantomime

Ay 5A01SyaQa ¢g2N] o

Chapter 3¢ TheMemoirsReconsidered

/| KILJASN) o F20dzaSa 2y (62 g2N)la GKIG RSIGSN¥YAY
pantomime at a very early stage in his carddisMemoirsof Joseph Grimalds a largely
FT2NB2GGSYy GSEGZ ONBI GAGStEe@ AYFSNA2NI (G2 YdzOK
thatitOF'y 6S NBIFIR a | g2NJAy3d GKNRBAAK 2F GKS A
tFyG2YAYS 27F [ akotind e themé dfdieras atlyeatrical performance.

Moreover, through a close comparison of thlemoirswith The Pickwick Papeasd Oliver

Twist it is possible to identify a clear line of thematic and stylistic continuity.

This chapter initially consers the early reviews of thlemoirsand its critical reception to

date, including the view of both Dickens and Grimaldi biographers on its value as a

biography. It then proposes an alternative approach for readingMbenoirsand its

accompanying illusations, drawing on more recent theories of biographical writing and
5A01Sya0a 20KSNJ g2N)l a 2F GKS LISNA2ROthet KAa RA
LINBASYyOS 2F (KS dzZRASYOSkY206s (KS FTAIdNB 27
figuresfrom the pantomime cast (particularly Pantaloon and the supernumeraries). Finally

0KS OKILIWGSN Y20Sa o0Se2yR (KS O2yTAySa 2F (KS
theatrical structure, a pantomimic tone and his use of gesture and expression in his

PONI NI &+ f 2F DNAYItRAQA tATSO

Chapter 4¢ The Gluttonous Clown
DNAYIt RAQa FANRG /f26y NRBES 41 a |a Dddl S GK

the Eating Clown in an eating and drinking competition. Throughout his career, his
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harlequinade routines werregularly characterised by gluttony and consumption to excess.
Chapter 4 examines the various perspectives and discourses through which both Grimaldi

and Dickens examined issues of food in ways that can be linked to the bodily grotesque.

A N o

Thisdiscussip RSY2y aiN}y GSa GKS OSyidiNrftAGe 27 EOSa:
andindicates its significance for both the popular conception of him and for the wider
meaning of his act as a cultural commentary. This forms a framework through which

5 A O1 8sgeastnéant of the clown can be established.

This chapter also examines the exaggerated and fantastical feats of eating and drinking
LISNF2NXYSR 0608 DNAYIfRAQA /ft26y YR 5A01SyaqQa
certain characters push their bodies beybtheir normal limits in fuller depictions of the

bodily grotesque.

It further considers one of the central confluences of the ideas of gluttony, pantomime and
Dickens, which is the excess associated with Christmas. Bakhtin associated the bodily
grotesqe with the festive tradition, as an opportunity to display and celebrate the body,
and both Grimaldi and Dickens work within this tradition by using scenes in market places
and other public spaces to celebrate the grotesque. The final section of thisectsqutws

A N =

K2g (KS EOS&aan

§ O2y&adzaYLIiA2y G6AGKAY DNAYLf R

()

I NPdzy R GKS 4l aGSFdA O2yadzySNI FyR RSY2yaiNraG$s

Chapter 5¢ The @othed Clown
DNRAYFf RAQ& | LIISE NI yOS g prigts ofitheSimed atmbveaSapteat2 ¥ Y I y

development in the visual appearance of Clown. Grimaldi invented a new style of dress,
GKAOK 6l a WY2NB SEGNI GFIAILYyGiQ yR WIBTAKA Yaa Ol

new style was a departure from the rusticrgegents worn by the Jack Puddings and Merry

¥ professional Memoirgp. 48.
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7 P

' YyRNBga 2F (K aSPSyiSSyik OSyildaNEX FyR |fA3
just as he would bring the wider satiric function of the celdobl onto the pantomime

stage¢ YR LIS NJF 2 NI Irmativdayf théj bdaBpkidDNI2 6§ F A y i 2 | | NI Sl dzA
4dz00S3 a2Nn®

This chapterexamineshow Grimaldi and Dickens use the clothing of their clownish

characters to explor@easabout the materiality of the world and the transformative

power of garmentslt drawson a number of ideas frofashion theory particulaty from

¢CK2YIl & BartdiRe&sarteIBa3on 0 d . & LI FOAy3 a2yYS 2F (GKAa
within the context of fashion theory this chapter demonstrates the richness and

AYLR NI yOS &¥®nthhelshijecd, &n8 Gsés thesk Bleas as lenses through which

G2 OASs G(GKS Of2GKAYy3 2F DNRAYIFfRAQa Oft26y | YR
themes, which can be briefly summarised as follows: clothing as a symbol of individual

liberty aganst the pervasive and oppressive mechanisms of conservative society; clothing

as a means to both deumanise and rdhumanise the body; and the clothing of two

related cultural archetypes the dandy and the swell.

Chapte 6 ¢ The Slapstick Clown

The finalchapter of this section considers a darker element of Regency pantomime, which

is its use of slapstick violence for humorous effect.

D. L. Murray feels that slapstick violence characterised the Regency period and claims that
DNRAYIf RAQA Wofkhe Cldvn @fegfsOhatiaériadof/genteel blackguardism,
LJzaAtAAaY YR LINFOGAOIE 221SaQd adzNNI & aAiddz d

comedy (present in the other popular entertainments like thignch and Judshow),

1 Billington, p. 80.
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Ol f f Ay 3 Kibnof Jetty Hawvehofridind/Corinthian Tom, whose recreations are

ONBI 1AYy3 6AYyR26az GNALILAY3I dzLJ 2t R 62YSYy I yR

¢CKAE TFAYIf OKIFLIISNI O2yaARSNAE K2g 5A01Syaqa d
pantomimic. Such violenceregd N¥ @ ¢2NJ a | I Ayad 5A01SyaQa Y
social reform and thus produces a morally fractured text, which invites us to both laugh at

and pity the beaten simultaneously.

¢CKAA& OKIFLIISNI LI I OS& DNRYLF f RA QaS KO NI B dB\VO RSY
work within a framework of theories around slapstick and physical comedy. It examines

GKNBES LINAYOALIf OKFNFYOGSNRARAGAOA 2F atl LBAGAO]
characters and their sqtiece performances; the effect on tleader; the relentless and

repetitive nature which creates a cycle of violence; and the indestructible nature of its
protagonists. It then focuses on three groups who represented some of the most

vulnerable figures within society, yet who were also thestrmommon and popular targets

F2 N / f 2 ¢ y@dme)theeld&ly @déthe youngand argues that the choice of

(s}
Qx

(KS4S GFNESGE O2YLIEAOFGSE 5A01S8yaua gARSNI yI

O

2YLI 842 tA1S G(KIFG 2§ DNRdiRiARWRDIS ISy 08 | dzR

®D.L. MurrayCandles and Crinolinéisondon: Cape, 1930), p. 125.
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l. Introduction

/| K NI Sa 5A01SyaQa |aaz2o0Al GA2yghangingfidddoti KS GKSI G
SylidZANE F2NI5AO1Syd a0K2fFNBEKALI®G W2KyYy Dfl Ay
account the mosttheatrict 2F +*+AOQG2NALY y2@3StAaGaQ YR KA:

impact on his work have been acknowledged from the earliest critical notices to the

present day'®

I ydzYoSNI 2F ONRGAOIE &0GdzZRASE aaSNI GKS OSyi
SEFYLX ST 2AffAlY Co [didedngept ofltheBbuebhad atiitk 1 & W5A 01 S
O2NYySNERG2YS GKS RNIYIFGAO LINBaSyidliaAaz2y 2F GKS

W5A01SyaQa FlLaoaAylraAzy gA0K GKS g2NIR 2F GKS
writings}‘@n his study on theatricality in the nineteenttentury English noveloseph

[AGOF] 2LSya KAa OKFLIISNI 2y 5A01Sya o0& 206aSN
Dickens would seem to be the one obvious and inevitable candidate fordn&. % [2eylsd
observeDAf f ALYy . SSNRA O02YYSyl 2y GKS LISNBIFaAgdSsS
GKFYy Fye 20KSNJ xAOQG2NALY y2@0StAadz 5A01Sya R

in his subjecmatter, characterization, and inthe activitS 8 2 F KA a adeéet SQo
tKS O2yySOGA2ya 0SGoSSy 5A01SyaQa tAFS FyR i
theatregoer and wrote a series of ndiction articles about what he had seen. Although his

own aspirations of a professional acting careere curtdledo @ WI o0l R O2f RQ 06S7

W2 Ky Df I Ay S Y5TheXarBhyidge Coyipanioh 1 Ehatel Bigkethsby John O.
Jordan(CambridgeCambridge University Press, 2004. 189.

Ywiliam F. Axton, A NDf S 2F CANBY 5A01S8SyaQ +Aarazy FyR {G&f:¢
(Lexington: Uniersityof Kentucky Press, 1966). 7.a A OKI St { f I i SNE WLYy G4 N2 RdzOG A
DickensNicholas hckleby(Harmondsworth: Penguin, 1986), p. 15.

'® Joseph LitvakCaught in the Act: Theatricality in the Nineteesantury English NovéBerkeley:

University of California Press, 1992), p..109

PDAtEALY . SSNE W 2YAy3 2 2 WRS$ NBE YELASED@ME KOrmsK ST (0 NB A
and Developmented. by Marie Axton and Raymond Williams (Cambridge: Cambridge University

Press, 1977), pp. 165 (p. 179).
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audition in 1832, he enthusiastically wrote, produced and starred in his own amateur

piecesand in later life fashioned a different kind of stage career with his public readfings.

As a number o$tudies point outhe also usedheatrical metaphors to describe his writing,

regardless of its final presentational form. For example, in a speech tRdiial General

Theatrical Fundin 1838 KS Of I A YSR ( KI (X] wtited B bifect, oNfled SNJ 2 F
ail 3SQ I y Rof hisyetters he/rdgirdsSharacters in fiction like actors in a play,

who should be autonomous, withan éxii Sy OS 6 S& 2 y R *AsPiBkerts dzii K 2 N & L
observe¥ WY& y20A2y lFfglea Aax GKFG o6KSy L KI @S
as it wee, their business to do igndy 2 ( ?Ih}é%cﬁm@times extended to direct

authorial comment withirhis fiction; at the opening oft@pter 17 of Oliver Twishe

justifies an abrupt change of scene by drawing an analogy between his owrtedtimy

andthat of melodrama.

Taking these more general comments as a starting point, then, this chapter will consider

the principal theories and debates related to Dickens and the theatre, particularly in

relation to pantomime, and reflect on how a new study onkBits and clowns might

proceed and mark out its own critical space within this broader territory. These theories

and debates can be broadly categorised as discussions around the following areas: the

LI yi2YAYS Ay 5A01SyaQa ¢ 2 NfeTiguredfthéichownis YS @S N& d.
5A01SyaqQa OzhsdrnidiuhdDickeasthe dirgcdor; entertainment as a

social necessity; pantomime and the grotesque; the reader as audience member; and the

physical versus the vocal.

?® MichaelSlater,Charles Dicker®ew Haven and London: Yale University Press, 2009), p. 32.

Further references are given &harles Dickens

2 KENESE 5A018yas W{LISSOK (2 GKS w2TadJpeeth&s6iS NI f ¢ K
Charles Dickengd. by K.J. Fielding (Oxford: Clarendon Press, 1960), p. 262.

?2 etter to Mrs Brookfield 20 February 186@&ilgrim XI, p. 160.
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NLe KS LI Yyi2YAYS KAy 5A01SyaQa ¢2NJ

A number of theatrical forms were prevalent in the Victorian period, but the two to receive

0KS Y2ad FddSyldazy Ay NBfrdA2y (G2 BeO|SyaQa
Dickens Pantomimé My 0 X 9 RgAY ad® 9AITYSNI RGIEAONAOGSE K2
spectato€and® S NA 2 ded partbaiknéakhdXx@ims that all of the constituent parts of

5A 01 Sy agual /2 GRBNJIAY | [H]Atie mbuSmeEt2of HisPlots, and even the
YSEYAYy3 2F KAa OAiaAi2ymfa@Eigneeds thethant@mikefs NBf | G A
4 AYLRNIFYy(d (2 5A01Sya a4 2GKSNJ Y2NB WAEASNR?2
WFIFaOAYy A2y G6AGK LI YyG2YAYS 41 a a aANBIGT LIS
and equally lond I & {pp. $48.X0He positions pantormie as the preeminent theatrical

F2NY GAGKAY 5A01SyaQa AYFIAAYlLIGA2y S NBIFNRAY3
comedy, the basis for his psychological insights and his social vision, as well as the modus

2LISNI YRA 2F@pmRra | SadkSaarodaQ

Eigner firther explains precisely why pantomime was such a valuable tool for Dickens: its

fluid, magical and somewhat anarchic fieem approach presented an important

YSOKIyAaY F2N) WOKIy3IAy3ad ISYNBa | yR (GKdza OKLl Yy
abletoRA & NHzLJG Wi KS -aRESFIFNRQN 23T 2INEA@ dzayR NBaA aid 2
and cultural constructs in order to reconstitute society on principles that he regarded as

more worthwhile(p. 40)! & KS SELX I Ayasx WLI yi2pWhisyrS YIFIAO0Q

NEFRSNE W3f I NA yaaNHzLJEAIA S/ GGSANIPRFE KA NAIRAA S A TG &I
0SUGSNI GAaA2YQ GKNRIZAK GKS GNIyaF2NXYIFGA2Yy &0
4 2 Nip.R@)

#Edwin M. EignefThe Dickens PantomingBerkeley and Los Angeles: Wisityof California Press,
1989, p. x.

**Due to the inevitably large number of citations in this chapter, after the initial footnote citation,
subsequent consecutive citations are given within the text as page numbers.
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Eigner use®avid Copperfiel(ll84950) as his primarcase study to demonstrate this new
Y2RSt 2F NBIFIRAYy3 5A01S8SyaQa y2g@SfathomhheSR 2y L
widens his study to briefly consider a number of other novels, particulidigolas Nickleby

(18380 0 X AYy 2 NRSNMIRKZ 32 BHS NUKBIX)SWSIA NBBE OF y2y Q

¢KS LIGK 2F 9A3IySNDa F NBdzySyid F2fftz2pa GKS OF
Harlequin, Columbine, Pantaloon, Dandy Lover, Clown, and Benevolent@agehe maps

these roles onto the characters Bavid Coppdield. For example, Aunt Betsey is the

Benevolent Agent figure, Murdstone and Steerforth are Pantaloon and Dandy Lover and so

2yI dzyiAf KS FAylLftfte RSaONRoSa 5A01SyaQa wy?

Micawber(p. xi)

9A Y SNREK & (V¥ZRBG Ad@dzoadlr yiGAlLf O2yaARSNIGAZ2Yy 27
GAGK GKS LI yiz2YAYS® 9 NI & 2ys KS NBO23yrasSa
little critical attentionand refers to the handful of comments that were available at the
timecforexampleJ.| Af f Ad aAffSNRA 20aSNBFGA2Y]OKE G Wi

are fundamental in the text of th8ketche&®

{AYyOS 9A3IYSNE I ydzYoSNJ 2F addzRASa KF@S |a €8S
engagemet withthe pantorh YS> 2F 0SSy & LI NI 2F I 6ARSNI RA
popular forms of entertainment generally. For exampl®iokens and Popular

Entertainmeno mcpy y 0 t I dzf { OKt AO1S FaasSNIla GKIFG 5AC
were those that he enjogd as a child, particularly the circus, pantomime and theatre. This

KFa AYLRNIFYd AYLIEAOFIGAZ2YE T2N { OKftAO1SQa OS
WRdA G Faa20AFdA2y 2F SYGSNIFAYYSYd 6AGK OKAf

into his past to rémaginethese entertainments y #® exXlain and verify the authenticity

*®See Eigner, p. 5.
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2F FTSStAyYHA FRRKIZAORQORSY2yaiG NI GSax GKAA Aa o
autobiographical essays, for exam@es dzf t 6 2 NP dzZAK ¢2 6y Q I(ypR W. A NIi K
1860), which not only recall the childhood delight in these entertainments, but also ruefully

recognsetheir decline, and (in some cases) pay tribute to their resilience.

~

However, Schlicked SEGSy aA @S & G dzRrincipR aréicalatigl ¢f theséd y Of dzRS 2
GKSYSaod ! OO2NRAY3 (G2 C2NEISNE 5A01Sya WKIR a
Memoirs of Joseph Grimaldi838), which characterises pantomime as a principal form of

childhood entertainment that was now in terminal decline, a fact neayimbolised by the

death of its most famous exponefitThisomissionLJSNE A & 1a (G KNRdzZIK GKS NB
study; in agenerally alencompassing worke viewsparticularnovels through the prism of
specificpopular Victorian entertainments the theatre inNicholas NicklehyPunch and

Judy and waxworks ifihe Old Curiosity Sh¢84041)and the circus itdard Time$1854)

T but pantomime receives little attention. He does allude to the pantomime when

discussingdard TimeE Of I A YA y 3 (0K I20F OLB-S/NIR2 YAAEY S- (UNKFAYyA F 2 NI
WL FyiadlF A2y 2F FANBRQ dzaSR (G2 RSAONAROGS DNIJ R3IN
for the top of his head® But this is Dickens usifyNRA Y I f RA Qa Tl Y2dza GSOKyA

the inanimate, rather than o of his characters.

When he does briefly discuss pantomime in general terms, Schlicke feels that Dickens saw
pantomime asa salve for the poorer classaad recogiseR G Kl § A G W2FFSNBR 2
Oz2yazftldAz2y G2 LIS2LX S 7T 2(p.p18)KBAatYe doek Aot ekpandA 2y 4 |
on this to detail precisely what consolation the pantomime offeregmore importantly,

K2g (GKAA 61 & NBFAIAINBR Ay 5i01SyaQa FTAOGAZ2YV®

%% paulSchlickePickens and Popular Entertainméhbndon: Unwin, 1988), p. 7.
?" Letter to Richard Bentley, 21 February 1838grim I, p. 377.
28 Schlickep. 179.
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Axtonhas more to say on the importance of pantomime; while it may have been less
popularK 'y YSEt2RNI YIX AG&a 6ARS RAOGSNEAGE 2F ade

Yy2aild 2F Ada YAESR StSySyida (2 GKS RNIYFGAO ¥
NREfS Ay GKS INRPSGK 2F (KS

S (po20INHE &sd teatmgbeés S E G NI O
thepreSYAY Sy OS 2F DNAYIFfRA Ay (KS KA&AG2NER 27F LI
GNF RAGAZ2YQ (GKFG SyaSyRSNBR i K§byughARichard LI y i 2

W2 aSLIK @PNBYIfRAQ

[1l. Melodrama

While pantomime has receivedhiited attention,a numberof critics have fully explored

0KS fAy] 0S0G6SSy 5A01Sya YR YSEt2RNI Yl ® ¢KS
2F 5A01SyaQa QAfttlrAyas Ay 6KAOK akK$S |0ly2e6ftS
characterisation hAve correctly been linked to..] contemporary forms of popular theatre

like pantominE Q& | 2 6 ORSRBSaKE2 F20dza 2y WI NHdzZ 6f &
nineteenthOS Yy (1 dzNBE G KSF GNBX YSt 2RNI Yl 66KAOK Aa |If
characterisic form of the nineteentkO S y (i dzNE).?° §Hé 8dediaSdNdiake brief

references to the pantomime, recognising the debt that melodramatic players owed to the

WijdzA O1 2 aGANNAY3I | Ol A @.\82) Qccardingly shé&dedddbadithg G 2 YA Y S
ach 2ya 2F / KINIS& YR GKS ! NIFdzZ 52R3ISNI I a WL

criminal underworld and Newgate myti4s. 130)

However, sheurposefullyjustifiesthe omission of pantomime villains from her work by
SELX AYAY3T G(KEGTRY2RINVIE2YEKVISYZNILIKAO FTNRY G(GKS

adzNNBFE ylddzNE 2F (K aLsSoidrotsS RSYFyYyRa GKI

According to John, this lack of fixity prevents us from formulating a complex response: we

#Julietlohn5 A O1 Sy aQa +Affl Ayay aSft 2@rdOkicrdUniversitid O SNE t
Press 2001) p. 8; Axton, p. 24.
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R2 y2{ &S Schavdcleryas 2nvoliovigloOpsychologicat beings but as
FLydradaorts {(p125PoRchs (Big prakcl@eshatBStN Betkaniff and
50 yASt vdAfLE ¢gK2 aKS RSaONRoSa Fa WwWO2YAO |y

from her study(p. 11).

W2 Ky Qa | NBdzYSy i KsSkisyonteiNignGhatlitts thesis SiloffaiVkils T A

AG Aa 0ONMHzS GKIFG 5A01SyaQa WLIYyi2YAYA0Q Oft2g6y
in his villains, their characters are not quite as ephemeralevathescent as John suggests.

The harlequinade may have had the appearance of improvised business but was in fact

carefully choreographed, and the popularity of certain elements ensured that a regular and
predictable pattern was observable across a serfggeoformances. In a similar way, Axton

notes that the contingencies of serial publication meant that Dickens repeated certain

patterns of action in various episodes, with comic variations and inversions generating the

novelty factor’® Certain behaviours ere expected of pantomime clowns and were

invariably delivered in the more successful productions as well as reinforced in the popular
imagination through a number of contemporary prints (which ajlpearthrough the

course of this thesis). Infact, a®AP 2 Af a2y Lldzia Al LIYyG2YAYS ¢
KSIgAate 02y Sy LA KSEABRNBIZASYO:59®048 SELISNA
DNAYFf RAQa YSY2ANARZ | LINR2SO0 SyGANBte& 3INEdzy
human being, meant that in thednslation from figure on the stage to character in a novel,

5A01Sya O02dA R Ay@Saild KAa WOf2yAaKQ FAIdNBA

% Axton, p. 19.
%! Christmas Pantomime. 92.
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I\VV. The pantomime clown

¢KS Y2aid adzatlAySR O2yaARSNIGAZY 2F 5A018yaQ
pay i 2YAYS Of2¢6y (2 RIFEGS Aa 1 SEtSy [2NNIAYyS YSy
0KS tFyld2YAYS /26y 2y (GKS 9 IlAdDbrdingtmXensSck,a 2 F /
WEKS LI yG2YAYS Of 24y NEhUINBS corRlifiah for DicReiekdh y 3 A K2 N
5A01SyaQa Of2¢ya INB (GKS dz GAYFGS aevyozf 27F

the existence of the human soul and the spirit@llir f ¥ (2 gKXMK AG 06Sf 2y 3:
NBLINBASYdAYy3I (KAA SELINBAAADAG @ mDded| Sy a LINK @
expression over the verbally explicit descriptive possibllity K SNBy & Ay G(GKS & NR

(p. 23)

Kensiclassertsi K i W¢KS LI yi2YkaSTREOES2 wmaiaiEs NBOR Sy @A
the world Dickens creates for hibaractersPA a |+ a Gl 3S AGaStFQr 6KAOK
OS2y @Sy A2yt OAS6 &theatfum Bund HisSusse@férthedih Seatior®5F (1 K &
of this chapter (p. 10;p.1®) | 2 6 SOSNE | FGSNI oNASTFf & ada3asSaia
t FyG2YAYS 27 jtianfols, andhakikgieferemcdt theMelzfoirsas
AYRAOLGAGS 2F 5A018y404 WAGNRYI AyGSNBadG Ay
O2yVAARSNI Fyed 2F DNRYIf RAQAa LISNF@ MylhsteddSa +a |
her study focusesoB A O] Sy aQa WSI NI & Q yrRePBKkwikkPapeik A OK a K S
DombeyandSéh o6 SOl dz&aS KAa W20aSaairgdsS AyuSNBaid Ay
WKIFa8 I Y2NB [ O0APS NRtSQ Ay (KSasS y20Stao |

potential 2 KSFt WNBYI Ayail G2fyia d2-Fy 05 AGCKNRydaxXK 2yd2 St 4 Q

Ly 2NRSNJ G2 LRairiA2y 5A018yana LIyi2YAYS Of 2

O2yaARSNE GKS 42N} 2F WSIy {dGFNRoAY&alAZ | yR

K She EaflifNodels gTClarlee T G KS t |

[ 2NN} Ay S YSy
AaK N}t GKSAAES | yADSNEAIG:

4Q 0 dzy Lidzo f

N €
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performances created LJ- OS | LI NI Ay 5A01SyaQ ¢BNIR OSNE
{GFNROAYA]lAQA C(ohe\Bsdrbes hé ralaof theickehsikan olovithin

this space as twéold: W! FFANXF GA2Y FyR yS3aAlLdAazy |a GKS ¢
domah Yy GNIyathas AytGz 5Ai0( Sy A58 SNEhenSxplainsti 2 & At E
the difference between thesdynamicsW5 A O1 Sy aQ | FFANXI GA2Y 2F f A
mute, expressive performing body who draws hisfiiiece from the pantomime & ¢ y Q =

& K AHis®iegétion of life takes the form of an emotive facial mask (also drawn from

w»
m
—
(&
p
&
Qax
Qax

AGS FILOS 2F (GKS LI yYyG2YAYS Of2s6y0o Odzi

{KS |fa2 RAGARSA (KS y2SHTA NNOAANRAY I yiRe UYiyKS\:
FFFANNI GADGS Of26y> 6K2&S oAt R azdxZ WONBIFGSa
appears inThe Pickwick Papemicholas NicklebgndMartin Chuzzlewifp. 52) In these

y20Stas YSyaaroO| 7SS tparforindates usiphtuzisgace ofa Ra@malld: y i 2 Y
world, take centersta§ > I YR RSYI YR & § KSy NEDZAyd RS apnmKS ¢
FYAYFGAY3 ALIN] Ay Of20KSAX FdNYyAGd2NBE yR Y
in portraiture, statues, waxworks [aBd LJdzLJILIS G & QX y2GAy 3 GKFGZ F2NJ
Dickens never loses the shape or ambience of the human clay it covers and it quite easily

YR GK2NRdAAKf & | 6042 ND qpp.l8g8BR. NBFf SOG& AdGa SELN

However rather than focusing solely on the sup@man nature of the pantomime clown,
YSyaArO]l FSSfta GKFEG WLY GNIYaF2N¥YAyYy3I 2NRAYI NB
painful realisation that such a transformation is possible only because clowns are,

dzy F 2 NI dzy I ( $pf 67 Acchbrding 2 WSIWKS Ol 2F GNI YaF2NYAY:
man entails for Dickens anunhappyadmi A 2y 2 F (G KS gwhichisieSeela Sa 2 F

KIa LI NIAOdz F NI L2 A 3y The @idkwiskyPapkfs. 695HoeiedBHe f S NI &
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does not consider GriffaRA Qa 26y adzZFFSNAY3I & F YIYyI 6KAO

example of this phenomenon.

¢KS yS3rdArAdsS O0t26y AyKFLoAGa 'y SyGiANBfte RATT
somber overcast iQliver TwistThe Old Curiosity Shdparnaby Rdge, and Dombey and

SorEt 4KATUA 5A018yaQ T20da wddde TNRY GKS LISNJ
TLOAF fp.1¥)aQA@R2 NRAY 3 (2 YSyaraols GKS FEOAFE YU
beacon of feeling, anembBbA YSy i 2F JasOSaVRNI 02 NI ddSRE f A 1SN
2F GKS WoNRgy aidzReQ 2N (K2dzaAKG Fdz(p. &a18) 6§ S Ay
¢tKAa fSFRa (2 | WINFyOSH OUSNESRBDIZ VB day iil2 sk

subject to hallucination§pp. 5253).

Her belief in the importance of the pantomime clown to Dickens leads her to conclude that
WiKS Ydzi S LISNF2NXAY3I AYIFISE O2y2dz2NBR dzLJ 6@
GKFY FEf 2F GKS YI 3A O (pl 1R HovevieherSiNgy is basel 6n K2 f Ra
more general conceptions of the clown that are not specifically pantomirhar argument

focuses on gestures, masks and broader theories of performance, and takes no account of

the actual performances of the pantomime clowns thatkens would have enjoyed

himself.

InThe Dickens Pantomiie 9 A 3y SNDa O2y OSLIiA2y 2F GKS LI yi
W23aSLIK DNAYFfRA o0GKS Of2¢6y faz2 vyzaid OSf SoN
clown] into the ruling, the most energetic aedergising, character in the Christmas

LJ- vy (G 2 Y Aot Qrincipal figure in pantomime, Eigner believes that the clown
O2NNBaLRyRa (2 GKS GAfflAYy Ay YSE2RNI YIS |y

He initially traces the compelling powef the clown through his relation to wider social

% Eigner, p. xi.
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NAGdzl £ a3 &dzLILI2 NI SR o6& | ydzYoSNI 2F ONRGAOIE &
I 201ySe AYOINYylIGA2Y 2F GKEKERTHNY | W@HhoNY A LIA NR
expands boundaried, 3y 2 NBa fAYAGaY 20SNNARSa (lFo22ax S

LJdzNE F yAHl10) aLIANRA GaQ

2 KSYy RAaOdzaaAy3d 5A01SyaQa 62N> 9A3IYSNI RSaO0ON
range of novels including Smike, Kit Nubbles, Tom Pinch,ddts, TGuppy, John Chivery
and Sydney Cartoand briefly demarcates some of their clownish traits. For example,

bSégYlYy b233aQa& SEOS&aaAiA@S FLIISGAGS F2NJI RNAY] =

regarded as pantomimic.

However after an initial focus ol K S Of 2réqyil@et adpefta @nd essential

characteristics, he agts a more structural approad@dnd concentrates on the narrative

patterns of the pantomime aawhole, rather than the central, somewhanti-narrative

harlequinade. Eigner assertstha 4§ KS LI yi2YAYS &0 NUzOGdzNE Aa | f
5A01SyaQa O2YSReN2BYRaATRIDAzZAGA 2HEfRA@BA § (KA &

5A018y4048 Ot26y YySSRSR | FdzyOliA2y sAGKAY G(KS

believable chara@ NBER Ay &adzZlJLJl2aSRt & YAYSQu#sE) 2Ny a 2F =+

'S FNIFYSa GKAA YINNIGAGS FdzyOGAz2y | NRBdzyR /2
KSNRAYSS (2 6K2Y KS LINPOPARSE WaAIayAFAOLYyG | a
Dickensian@ gy FNRBY {g6AGBSEtEtSNI G2 /INI2yQ g¢gla G2 Wi
RS I (.K4%; p. 148)After they have detached themselves from the evil, repressive

forces that originally control thepd A O1 Sy aQa Of 26y a 2FFSNI Faaradl
heroinesof the novel and avert destructive conclusions. For example, Swiveller reclaims

GKS al NDKA2yS&da FTNRBY WiKS YAy3IR2Y 2F 58I GKQ

7 ~

2dzi 2F GKS RIPNIBHS TR YRV NIREIKBRY S& ( SNNIG KK y B 2
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by redacing Darnay at the guillotifiey R aA OF 60 SNJ ol Gif Sa WiKS (KN

g2NI R 2F LINI OGAOIE 2NJ O2YYSNDAIE NBFHfAGEQ dz

However, this characted I & SR & (i NHzO G dzNB 06 Sstedp®ration whigh is/ | { dzNB
generally plotcentric and only concerned with characterisation in terms of its service

26 NRa GKS yI NN} GAQZSO C2 NJ S EemividrfehIhe RS& LA G S
pantomime cast (akin to the villain in melodrama), Eighér & G dzZRé A& f AYAGSR
function as servant to Pantaloon and sometime assistant of Harlequin and Columbine. This

reading omits much of the rich material of the harlequinade, which is the most diverse and

creative section bthe pantomimeand, argually, i KS a4 SOG A 2y AafactérisA OK [/ f 2

most fully realised.

As other critics have recognised, clowns serve other purposes besides this narrow narrative
function. One of the primary roles of the clown is to generate laughter and James R.

Y A ¥y ODbickedR<kad the Rhetoric of Laught®71) considers the many categories of

fl dzZaAKGSNI GKFdG FNBE 3ISYSNIXiSR o0& 5A01SyaQa yz20
Some of these uses would also have been familiar to a pantomime audience, and are here

realissR 0& 5A01Sya UGUKNRdJzZAK KAa 2¢y Of2gyas az2 vy

the scope of this thesis.

C2NJ SEFYLIX S Ay KAa OKIFLIWGISNI W[ I dza3K@ligeNJ I yR (K
Twistr & GKS TFTANRBG 5401 S§Ea Ay@3pSSt WS yoik AR £ U (deaSK il
Wdza i Fa YAYOFAR ¥SSta GKIFIG WHYy dzyRSNI@Ay3d Yl

this thesis will indicate he this maliciousness and blakkkmour ran through certain

St SYSyi(a 2F DNRAYVYXRANIAE NPELIAYS WK ppld2 6 Sy Ak

% Charles Dickeng Tale of Two Citiesd. byArthur Waugh and othergBloomsbury Nonesuch
Press, 193) p.363; Eignerp. 162.
% James RKincaid Dickens and the Rhetoric of Laughi®xford: Clarendon Press, 1971) 20.
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56-57). Kincaid also considers the comic value of the Artful Dodger, who he regards as a
WO2yaAaiSSyuin @Sy RIzaSSF 2 T ¢ RBIzZRWd WA KdzV R 2N LI NB R @&
convention and dull, reghfiNA T SR 02y RdzO0 QX ¢ KAidlKetdtRl Ay | NB
Grimaldian clowrand worthy of further attentionp. 69)

YAYOFIAR (Kdza RS@St2LJa 9A3IySNNa fAYAaSs8SR RSTAY
WLISNKF LA (GKS Y2ad 2 NEHQAMBO IOy 00 20UIENS (1051 SaN# Qo 5
of Dickensian clown@. 177).To Kincaid, Micawber is able to engender comic

transformations in a similar way @rimaldiand construcs high comic drama from the

most minor setbacks. However, in contrast to Gilanavlicawber relies largely on language

to construct his comic worlds and as such represents a different style of clown to the

Regency modaind onemore &dtuned to the Victorian theatrewhich privileged the vocal

over the physical.

Eigner also investidges the traditionally complex relationship between Clown and his

YIFaiSNI oGeLAOlrtte GKS tlyidlftz22yod /t26y 2F04S
from his mission against Harlequin and Columbine and drawing him into painful and

humiliating sitations. Eigner regards Clown and master as a double act, a married couple,

or even a shared identity.

hiKSNJ ONRGAOa KIF@S Ffa2 NBO23ayAaSR 5A01S8Syaqa
characters in order to avoid inward or private subjeentred charaters, and instead
externaliseopposite emotion®r different facets of the same personality. For example,

WdzZt A SG wW2Ky GNI O0Sa a2YS$S 2F (KSasS ANRdzZLIAy3Ia
Fagin and Bradley Headstone and Eugene Wrayburn. Howteeemore comic alter egos

2F 5A01SyaqQa @deh dxploked i ani det@lBhoyg? Eigne¥ iGdntionds

several Clown/Pantaloon duets, some within a single character (Samuel Pickwick, Fagin,



32

Seth Pecksniff) and others composed of two charac{8eth Pecksniff and Tom Pinch,

Ralph Nickleby and Newman Noggs).

Eigner also posits a similarly close and complex relationship between Clown and another
pantomime figure: Grimaldi played both Clown and the seitfeinous Dandy Lover in his

lifetime, andi KS (62 WHgSNBE ySOSNI OSNE FI N FLI NG Ay ¢
characters like Dick Swiveller and Mr. ToBt8c02 NRA Y 3 (12 9 ApyidedNE LI y i 2
O2YLINBKSyaAgdS @Grarzy oAGKAY SKAOK @GAfflFAya O
wand into comical fellows, the victims of their own greed and awkwardness and of an

I 04 dz2NR (la2pSHES® faz2 |LIWXASaE (G2 5A01SyaQa ¢
ultimate punishments are often the severest type (shooting, drowning or handiegg is

often a humiliating component that is reminiscent of the sort of justice meted out to the

mischievous Clown, for example in the treatment of Pecksniff and Heep.

{OKE A01SQa NBIRAY3 F20dzaSa 2y OANDdza Of 2gyasz
unexamined. H recogrises a number of Dickensian clowns that are emphaticaily

Grimaldi, but does not consider any that arer Example, he makes reference to Kit

bdzoof SaQa aiclgwnbitis mordlidreStedlindhis altered character in thteta

OK Ll LJi SNBA = Ofe ys Odtedairtthyyh@ foriGiiraildikedantics but for cheerful,

K2y Said I yR SI Ny Saniis Ré& discusgion yardiTAneKctiticke Q ©

discusses Jupe as a figure loé tircus clowmnd makes clear that thislwd WIj dzZA § S RA & ()

TNRY GKS adr3as Ot2sy ONBL {pS®e)6&8 DNAYIf RA FT2N

Most obviously he traces the ancestry of Daniel Quilp across a wide range of figures from
popular entertainment; a waxwork figure, a real dwarf from Bath, the follddigure of

thedwarfRSGAE = GKS FIANBGIES  Stt2¢ 561 NFI t dzy OF

% Eigner, p. 175.
¥ Schlicke, p. 101.
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Grimaldi himself is conspicuously absent from this list, as the similarities between Punch

and Quilp might equally apply to comparisons between GrimaldiQuith as well. For

SEIYLX ST {OKftAO018Qa O02YYSyid GKFdG WiKS | dzRASY
ot dzy OKQae | OGAGAGASAE NBLINBaSyiaGs aSOda2NB Ay (K
F3FAY F2N) GKS ySEG LISNF2mporaryréastions @& K2 S& |y dzY
encapsulate the imaginative release that pantomime provi(edl27) For example Walter

Freavood, in his recollections published in tfieatrical Journgll865) commented that’ L

think we felt a little nervous in the ancient scewben Clown was mangled as flat as a

flounder, but we were relieved by his appearing down the chimney immediately afterwards

in his natural shape justds¥ y 2 (i KA y 3 *Hn sifilakvieih JTIRg&Bvie @ of

Harlequin and Red Dwaidr, The AdamariRock(Covent Garden, 18)2bserved that

W{ SNA2dza {(dzyof S& FTNRY aSNA2dza KSAIKGaAZ Ayydzy
[Grimaldi] as a matter of common occurrence, and leave him every night fresh and free for

iKS ySEG yAIRGeyyTfal 3 FFAYVRANASBQB A GK t dzy OKT L

indestructibility will be explored further in Chapter 6.

vdzZAf LJ Aa Ff a2 RSAaONAKOSR @fessi@KeANDO 03 FIAD I WIA 210X
exhibiting the kind of boundless physical excéss tharacteiseR D NA ¥lowh'RA Q &

Kincaid uses similar terms to describme the Fat Boiyn The Pickwick Papef$836:37)who

Ad W AfAIKWEOKAYBRANBONSASYyAy3a WwWHif GKS 3AN
egocentricity particularly assoctR ¢ A 1 K OKAf RK22RQ® ¢2 YAYyOl AR
YAdZNESNEQ YR WiKS StSYSyidalt yldakie 62803 wi
LIK&aA Ol f Q2 BK22 dNINY My AR N1 2radiiterrhs\equdity apdicatiead

G2 DNXRYLI f hoisQescribbed & ¢hg thedtre historian D. L. Murray as having a

%8 Christmas Pantomime. 102.

%'CoventGarden TheatreThe Times5 January 1813, p.3
“0Schlicke, p, 127.

* Kincaid, p. 29, p. 96.
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WKAGS FIOS fFNRSR 6AGK NBR tA1S I a0K22fo28éc

Lo

Schlicke regards Quilp as a conscious performer of a role, rather than an unwitting turn for

2dzNJ | YdzZASYSyYy (G T KAy O8 & (AAQRK 3 LaESas (KinaiSaniie NIyy Y A
Al NBLINBaSyd WSEIFI3ISNIGSR WakKz2gAy3ad 2FFTQQI 4
(both typically clownish turns¥.Quilp, however, is ultimately left tdand as the antithesis

2F GKS @I tdzSa 2F LIRLMAFNI SYyadSNIFAyYSyids GKS

AdNDAGSQS Ay RAFYSGNRO 2L aiirzy (2 GKS TAd

Thus Quilp is refigured as a clown in many ways, only to be then sumdianilissed as an
undesirable. However, further investigations could certainly draw parallels to Grimaldi and
tie Quilp even more closely to traditional popular entertainment and indicate how he

represents a culture thaghouldsurvive.

Amore sustainedliswssion ofthe/ SAF G A @S O2yy2ilF dA2ya 2F Of 24y
WeKS tIFNFR2E 2F (KS /t26y Ay 5A01SyaQ omdprco
LINEFSaaArzylf Of26ya gAU0GKAY 5A01SyaQa ¢2N] o |
writerto absorbli KS A Y I 3 S andis diefoShe @ sciola@tb RRNBaad 5A 01 Sy
editing of theMemoirsfully.*® He does give the work some credit, recognising its
O2YLINBKSyaA@dS @Grarzy 2F wS3ISyoe 9y3ftlyR> o6dz
YIaidBNDESsE LINB O 6f & (pdBR6elR7). This bighly debagalle pOift il y Q & Q
be taken up in some detail later in this thesis, because by readiniglémeoirsin relation

G2 5A01SyaQa 2 ikiSpedsibletddbservalaFge aukilr ofGimiMrgies

and echoes that clearly demonstrate thematic and stylistic continuity.

*2Murray, p. 125.

*3Schlicke, p. 128; Kincaid, p..96

* Schlicke, p. 130.

PW2AaSLK . dzigAys WeKS t | Micker® BtudeFAnoum($76), p.ak6y Ay 54 O]
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.dzigAyQa (KSaia A& LINBRAOFGSR 2y GKS L3 Lz | N
life history seems to make a realitythe dichotomy between the public penfimance that

elicits our laughter and the private, hidden suffering that should elicit our sympathy. Rather
0Ky O2y&aARSNAY3a 5A01SyaQa GSyRSyOe (2 O2y7Td
staged and the natural, Butwin examines examples in whickeDs makes the differences

between fantasy and reality as clear as possible. He feels that Dickens, in repeatedly

NEGdzNYyAYy 3 (2 GKSaS ARSI&az RAaLIXFE&@SR F WLISNHEHA

LINSGSYR@119.2 0SQ

Butwin examines DickénQa LINRPFSaaAizylt Oft2gyazr SaLISOALIlf ¢
¢FfSQ | YR KakdTiyheskd tNeédzois sit@afes the clown adacusof failure.

He notes how Dickens, in drawing parallels between their failure and drirdtosgly

paralSt a | Sy NB allordén$abouaandstBeNdndon PEB51). Butwin also
LAYLRAYyGAa | FSStAy3a 2F akKkyYS gAlKAYy GKSasS Of
GASGT S6KAOK ARSYUGAFTASA || 6FNYIK Ay 5A01SyaQa
LyaudSIRzZ .dzigAy FSSta GKFG 5A01Sya LINBaSyuaa
Ay (GKS AyS@Aiaidlofte FLfasS RAIyAGE 2F Y2RSNYy L
novel(p. 129. It closes on a note of shame and humiliation that igliekly associated with

clowning, as Gradgrind and his son become defeated and ridiculous clowns in the centre of
theringcWa NX» DN} RANKAYR &l G R2gy TFT2NI2NYys 2y GKS

2F GKS NAYy3IQ | yR KA aslyskayieful X8y WRASH SGATY 00 af>A G

Ultimately, Butwin posits arBll5F RAy 3 2F aNX» {f S NE Q& 204aSNBI
' Ydzi KSR X , 2dz Ydzi K& KI @S dzli KRatheér hanieading Ay RAT

this as a signal of the basichumannd@@8 NJ SY G SNIF Ay YSy iG> . dzigAy Ay

“® Charles Dickensjard Timed. by Fred Kaplan and Sylvéremdd (London and New York:
Norton, 2001), p. 211.
*"Hard Timesp. 35.
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RSAaLISNI (S LI} SI Qdespie theikdSficiedSasIhey Ma¥ & ililen that the
public must accept. To conclude his negative reading of the Dickensian clown, Butwin

FaaSNIa GKIANGE daSsS AQHE 2N/ RXaS FASR Ay KAa NF 33SR

Fyy2dzyyOAy3 KAY G2 68 G#8S LINAyOS 2F Ft2Lh | yR

V.5 A 01 2yyadBiLJiChexhgatrgnFmdzy (R A Q
l'Y20KSNIJ AYLERNIFYyG O2yOSLIi LA@2GFKtf (G2 5A01Sya

theatrummundR> 6 KA OK KIF& 6SSy SEIFIYAYSR Ay | ydzyo$S
5A01Syaqa SHINSR tSayal 2 VaswasSimpiant farficlil&ich ofd my o T
5A01SyaQa 2¢y diifeat@imInund whitih wodld Ve a prdfaBnd impact

on his wak at the time. Appearing at the same timeHse Pickwick PapeandOliver

Twist,! EG2y ¥S8St&a GKFG Ad NBLINBaSyda WF adzyyl Ne

YAYR RdNAYy3I GKS LISNA2R 2% O2YLRaAldArAz2y 2F GKS

Ly AGZ 54 ONPaitaminmddsioiud, & mifioKdf life; ity mofe] to audiences
ISySNrtfteszs IftidK2dAK GKS& IINB y20 gl NBE 2F A
stage and that of reality without saying which is whith this way, the essay moves us
026 NRE Wdzi K2NRa @GASg 2F (GKS O2yaANMHSYyOS 0Sig

LI yi2YAYS YR GKS OKI NI} OGSNWaGAO (eLlsa FtyR S

I NAGAOa aSSY RAGARSR a (2 ¢KSIUKSNI5A01SyaQa
While Eigner believethl (i / fefcésyge® lad to be curb@dany semblance of
verisimilitude Axton feels that Dickens believed that any attempt at mimesis must

embrace the wholelown. So although Axton observes that Dickens sometimes makes his

*®Butwin, p. 131, p. 132.

9 Axton, p. 39.

VKNI Sa 5A018yas WYEKO 1 BYYQRAYWESNFFIRAAYSQE] BTOKS:
Papers 1833839ed. by Michael Slater (Ldon: Phoenix, 1996), pp. 5@D7 (p. 501)Further

references are givenait I yi 2 YAYSQ®

> Axton, p. 40.
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characters too caricaturedthdzd K G KS WYl yA O LISNEAZAGSYOS 27F |
R2Sa y2i GKAYy]l GKIG dKAAa aLRAfa GKS 2@0SNIff
exaggerations of pantomime clowns do not belie reality but represent its grotesque

RAYSYSEA2Y®.IFEP ALY KT dzA £ 8 Q

9AIYSNI f Ayl a Shedrinbryuad@ihe wikesdociaPrifualsioktise

carnivalesque. In this conceptual space where people are always playing a role and never

(p))
O

KFE@gS + LX+FOS W2FFadl3SQ Of 24y arepregaRtatifed 2t a 0
2F GKS OFNYAGIE ALMANRG 2dzi 2F OFNYyAGLFE aSlkaz
rather than merely a holiday releaséHere it could be argued that Dickens follows

{KF1SaLXlSIFNBEQa Y2RSt 2F CIf aldsaatudiofofhe YSRe S 4
G2 YFEAY Wal GdzNYyFEAFY GNIRAGAZ2YAQY GKS Oft24yY

on holiday occasior.

l EG2y Qa RA dhéadmininiugdin Digk€ns [bdksSto the present rather than the

past. To Axton, théheatrum mundi represented for Dickens not just a means to develop

KAd YSGK2R 2F OKFNJIOGSNRAFGA2YS odzi | faz2 W
Oy It YyRQ YR &FGANRAS GKS Y2 NEBFThisieBinsikash a i NR 2 y
early asSketches bydx (183336) and shapes other works suchTd®e Pickwick Papers

06 KAOK ! Ed2y RSaONR dedrunt riundihinki® th@dcirih-gofti 2 ¥ | 3
Ad GKS OSYyidNIf | NOKQieeTWS(R82). yR (2 a2vyS SEGSy
In Dickens, NoveReading andte Victorian Publi€1998), Deborah Vlock also examines the

theatrum mundin DickensPart of her study demonstrates the interchangeability between

the novel and the stage, but she alslmows howthese shared signs broke from the

°2Eigner, p. 14

®C.L.Barbef, KI 1 $& LIS NB QaA Suiyial Dradratic FnyaBdiitd Relation to Social
Custom(Princeton, NJ: Princeton Unikgty Press, 1959), p. 195.

> Axton, p. 37.
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confines of playhouse angshge and were present and readable in the streets outside as

6Stftd {KS O02YYSyida GKIG WxAOU2NAIya NBFIR AY
GKSFGNBQ ¢6KAOK YSIHyld GKIFG GKS WIiKSFAONROIE ai
I & Wa 8z0 K B ¥ Thés@dul reality was constantly viewed, interpreted and

articulated through the same paradigms that operated in the thea#fleckgives the

SEl YLX S 2 Tondoh I&lsod ard e London Pomhich is ostensibly an earnest
sociological§ dzZRe 2F [2YR2y Qa f26SN) Of raaSax odzi 2y S
ASYSNRdza dza$S 2F WRNIYIFGAO FyR fAGSNI NBE adSNB
02 y @S y(ui A18)yccddding tovlock this is not merely attributable to standard

Victorian discursive practice and sersgarticular ends; the use of theatrical tropes
R2YSaidAOlIiSaxr alryAtGArAasSa yR RSTdzasSa 4KS GKNB
class readership.

Viockr f 32 RAaOdzaasda 5A01S8SyaQa i afieabekdainingi 2 O2y Tt
K2 KS WFNBIljdSyidte YAESR KAAa LISNERZ2YLIfS a20Al
LINE RdzOAY3 | ONBIFGAGS ISYNB sKAOK NI NBfe O2yT¥
140). This construction of ththeatrum mundiby Ockens can be traced in his fiction as well

Fa Ay @2NJa fA1S Wekétthesbut likainddf af th&othRrEritigsA TSQ | y R
discussed hereylockR2 S&4 y 20 O2YAARSNI AG Ay NBfFaGAzy (2
the Memoirs written atthea  YS GAYS | & a2YS 2F (GKA&a YIGiSNAI

his introduction to theMemoirsii K I G Wi K S Ni®okfakiagh &/S S K a2 Ol 4 S Q

&

MemoirsRA & LJX @& | 1 NBS RSINBS 2F YSRAIFLGAZ2Y 0Si
presentation of it°DA O1 Sy a 2y 0SS O02YYSyGSR (2 W2KyYy C2N&Ii

to be enough to say of any description that it is the exact truth. The exact truth must be

**Vlock, p. 91.
*® Charles Dickens/emoirs of Joseph Grimald vols (London: Richard Bentley, 1838), wviii.
Further references are given demoirs
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GKSNBT o6dzi GKS YSNAG 2NJFNI 2F GKS yIF NNI G2NE
textg KAOK Of FAYa (2 2FFSNI GKS WSEFOG GNHZIKQ 6K
YIEYYSNI 2F &0 (Venyfaisofters Somé indtaStikgpErspéckvBs on the issue

of the theatrum mund;*’

Although he does not use the term explicitly, Schlickel O2 Yy A RSNBA 5A 01 Sy aQ.
terms of thetheatrum mundj particularlyNicholas NicklebyFor example, he claims that

WiKS O2y@SyitAzya Nikeb®®B6 (0 KSENN NSy RISQSISNIGSH SHNA
FAZNIKSNI GKI G WLISNF 2 NMdngfORF NE O SNNE yO®2 NI SEN VY V.
characters like Ralph Nickleby, Wackford Squeers and Mr. Lillyvick, as well as the members

2T /| NYzY Y Fa&SeilickéhsEndsliSvieen theatricality and reality are

necessarily blurred, because for many of theaO G SNBR Wl OGAy 3 O2yaidiildz

7 A

Y2RSa 27F (K GKSFORS dzy RSNILIAY GKSANI @Al tAGe

[A1S .dzigAyQa ¢2N] =z {OKfAO1SQa Aa LI NIAOdZ I N
professional actorsthose people irthe theatrum mundiwho everyme knows ag acting

andr NB SELISOGSR (G2 R2 &d42¢ 1S RA&AOdzaasSa GKS WK
Jingle uses outside the circumscribed playing space within the world of the novel, but his
mainfoca 2 F I G0 Sy (A 2syroupedp. 44)KHs feds MalzDiakénsS gokes a

certain amount of gentle fun atthe actobyd I G ANRA&AA Yy 3 WIGKS AYRAGDA Rz f
GeLSaQ YR LRNINI&Ay3d WikS SEOSaaSHeaBosr (62 Y
notesi KIN G bAOK2f Il 4aQa Oefatt®s§ hD&igenca aogut rélimghiNRa ( K
GKSFGNROIE ROSyi(GdzZNBa (2 20KSNBE | yR GKS / NHzy

manifest the same class prejudices against the theatrical professioVibek

*"John ForsterThe Life of Charles Dickersl. by A.Hoppé, 2 vols (London: Dent, 1966), Il, p. 279.
Further references are given hige
*® Schlicke, p. 50, p. 51.
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REY2Y &GN (880 ! & { Gng hrddid ofibiztiavel thali lackiok (i A & |

LI2tAGS FANE aK2dAZ R @S83KSt R F3IFAyad GKS Yyl 3

NonethelessSchlicke also accepts that Dickens invests these popular entertainers with the

gl £t dzSa KS NBIIFINRa a Y2atl arioa I ff 2 & (RE& ANY R { 1%
which they in fact share with Nicholas as the hero of the ngwveB0) However, this

tensionproduced bythe discrepancy between the social value of the performers

(particularly the clown) and their social status merits figtt attention.

Another manifestation of thé¢heatrummundii y 5A 01 Sya A& aNBR® ¢2RISN
Martin Chuzzlewif1843n n 0 @ ¢2RISHBQANBR Ay YAYyOlI ARQa aid
asWi KS OSYyuNB 2F (0KS 02 OA Dthakidt yhaoktdnfagenth¥ | 002 Y
a0ANNRY 3 2dzNI Y 2NBs. TodRershaiidihér Sourig merPpiovids Ndnmbe

2T RATTFSNBYHyRERBYW2 &0 NI @AY @0 2 YXI® ADH dplih (02 y& N
150) Central to this comediheatrum mundiis the figure of Young Bailey, who Kincaid

regards as a development of two other Dickensian clogyBam Weller, with whom he

AKEFENBa GKS IATFE 2F LI NRRé odzi WeAadK2dzi { I YQa
I WFNBSNE f AIKTYN ABSNERK Sya@.f180) Vickindg BasS isoNR v & Q
YSYUA2ySR Ay lyeg 2F GKS 20KSNJ &ddzRASAE 2F GKS

fullest incarnations of the pantomime clown.

*Kincaid, p. 149.
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VI. Entertainment as a social necessity
t I dzf { OKfals@IJNR@A RSEdzRE L2t AGA O NBFRAYy3I 2F 57

GKSFGNBE YR aAildza 6Sa 5A01SyaQa AyaSNBadg Ay i
LJ2 Lddzt | NI SYGSNIiF Ay YSy (i o regporidédmwithjutashdntedt A ya G KI
pleasure to he circus and the pantomime, to sensational melodrama and the Punch and

WdzR & as el asther notheatrical forms such as the travelling fair or waxwork

show®°

1S SEIFYAySa 5A01S8SyaQa tAFTS Ay NBtlLGAzy G2 (6
ey USNIFAYYSyld OfFAYAY3 GKIG FANBRGEE Ay KAa W
SYGSNIFAYYSyid o61a Ay | LINRPOSaa 2F NI RAOFE (@GN
his lifeasawritetW i KS yIF RANI 2F 9y 3f A aKp. I hlicke deds] O dzt (i dzNJ
YdzOK 2F 5A01SyaQa ¢2N] a | NBalLkRyasS G2 GKSa
NBEALRYRSR (2 (&8 ald WOMsf 30 dsNd K S OWR &R aFA NB Ol aid S
GKAOK gl a (2 LINRPGARS LIS2LX SQ@. 24736 Rreskea NJ WA Y I 3
the importance of popular cultural forms to Dickens, claiming thath@®2 y @A QG A2y & | 0 2
LJ2 Lddzf F NJ SYGSNIFAYYSyd FNB | FdzyOiAz2y 2F KAa

z

Wit ol NI RSTFSYOS yR &iNBEI A AT AERA NBQ aldANBQY

Juliet John also develops this theme by asserting that this satire, which Schlicke argues as

Wol aAO0Ftte O2yaSNDI (R'ESN>T $Itaa GKdE (KSR Waddkai s
status qu@ Gatering’for a commuoly disenfranchised section of the cultural market

LX  OS yR FT2NOAy3a Aida SEAA&GSSGhSsuggeststha&k S | GG Sy
W2yS YAIKG I2 &2 FENI G2 alteée GKIG | 0SEtAST Ay

LI2 £ A G A Ond Blongit§ OKE AIO] S NB I -INRNT 5550 158 308K &I 612V d:

®Schlicke, p. 4.
® Schlicke, p. 19.
®2 John, p. 17.
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2F (KS tS2LXSQ omypno Fa 5A01SyaQa YlIyAaAfTSadz
(p.3) Shecallsit&#f dzONTIRA Odzf F GA2Yy 2F KAA Q@Aasthembst2 T & RNJI
effective instrument of cultural cohesion and somehow the matimaginative outlet for

0KS aO02YYHRY4)LIS2 LI S¢

In similar terms, Schlicke argues thatfoh O1 Sy & = WSKI S NIRIOMYF ¥ S\yalk yA3a T
andWl f 20dza ¥ 2 NJ ledsriess ardifelpdeeliggSvhich &y at theShéatt of his

Y2 NI £ O 2%AscorditigkobetiofNtdese scholars, Dickens felt that such values and

feelings were the enduring pillars of a decent socittgit were especially important at

such aime of geat social changehen the cohesion of a number of social groups was

under threat. In his discussion dfrd TimesSchlicke claims that entertainers appear as

WGKS OSYUdN}Xf NBLRaA(IG2NE 2F KdzYly @FfdsSQ I yR
utilitaNRA I YA 2 YQ  dwo bppdsing-atifiles io Kif§uxtaposed irthe opening

sections oHard Timesndwhich shape the rest of the nov@l. 143; p. 144; p. 172\s

Bounderby ad Gradgrind represent fact, she circush 8 A ®1 Sy aQa 2 wef&OiG A JS (

T y@anm)

VIl. Pantomime and the @ptesque

{SOSNIt addRASa NBtFGS 5A018yaQa GKSFGNROI €
ANRGSaldSe ! Elz2zy NBIINRE (KS INRGS&aldsS & (K
welter of forms may b said to have had any governing spirit [...] it was that of

I NE G S afjkiz&aNBupEds this claim, as he recognises that the savagery of much of
5A01SyaQa KdzyY2dz2NE ¢gKAOK Aa lfaz2z KA&A Y2ad LIy

INR GSa% dzSNA SQ

® Schlicke, p. 202, p. 7.
® Axton, p. 28.
®® Kincaid, p. 7.
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To Aton, this grotesquerie is chiefly manifested in the blurring of boundaries between the
FYAYEFGS YR AYIFYAYFGST F2NI SEIFYLES 6KSy WLI Y
vegetables, and objects, and [...] machinery, inanimate things, and vegetable life turned

inolJS2 L S 2NJ (1221 2y &a2YS SEHaNdedifeRthis/ I NBE | OGA O
WiSyRSyOe G2 SaidNry3aS NBIfAlGE ¢6AGK2dzi RAALISY
nineteenth-century theatre generally and notes that it walsoa keydevice used by

Dickens (p.28p ! & ! ElG2y O2YYSyidas WAy (GKS KIyRa 27
WKAIKE & O02f2dz2NBRQ AYI3IAYlFIGADBS @Graizy ¢l a akKz
grotesque styldike that found in the theatewas readily adaptable to the modesmiose

TAOPP. 328 ! OO2NRAYy It e&s 5A01Sya Wo2NNRoSR FNR°

INRGSaldzS GSOKYAldzSa 2F o6dzNI Salj dzS=(p.u1o)y G2 YA YS

TakingSketches by B@s a reference point, Axton locates the grotesduéhe places

GKSNE WAYyO2YLI GAG6ES NBFfYa YAy3aftSQs OAGAy3a S

N

QX

a0l 38 R22NE LXFGS ol

puli

02 NRaxz ol O014adGl3s Iy 1

(KS 6ARSNI 820A1t &1 S00OKS 4saddeasgohdirs, i (a4 | yR 65

c

KAAaOGNR2YAO &dzo GSNF dzI(R 24) @ne codldadditiie SnemoksoalJS Ol | 6 A
pantomime clown, which dramatised the perpetual tension between those realms, to these

examples.

Axton observes that i@liver Twisti K S cYgksyicistyle of the popular theater reappears
Ay .dzYoft S CIF3IAYyZ b2FK /fFeLRtES FyR aNJ DNRAYS
NBIFfAGASE 2F $2N] K2dzaS YR dzy RgnmpIQSIEOIRQ (2 ON

Thisthesiswill explore furtrer examples of grotesque incongruity, in particular relation to

(KS Ot2syArAaK OKINIOGSNE 2F 5A018SyaQa yI NNI GA

® Axton, p. 3.
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[A1S {OKftAO1SzZ 'El2y Fftaz2 IGddNRodziSa WI &SN
0KS NBLISEGSR Aofedicdnconyl Bz ( 8 ® Wan&ditdde)ic® #shift in

how his readers saw their worlg. 1390 a2 NE2 3SNE ! E(i2y RSY2yai NI (
aigetsS grla + RANBOG O2NNBtI GAGS 2F GKS STFTSOU
modes of harlequinade, burlesque,y R T NS NBOdz2NJ Ay (GKS y2@St A:
f SAGY20AFS 0dzNI Salj dzSNR S@®. 161 TN®&&Rdodesarg/ R A Y OA RSy
embodied in a shift from the visual of the theato the verbal of the novel. IS W6 dzNI S & |j dz
@2 A0S Q NEB LIRGusS padtomitné, bBlesqus, and farce carried over from

GAradzrf GSN¥a Ayd2 GKS IANFYYFENI 2F O2YLI NRAaz2ya
Kdzaal N 66K2 ¢g2NB || 02aldzyS LI 6§OKSR dzLJ FNRY
O2NNEBf I (§ ARMSS R yA NINGSG SINEBIDS 2NJ RAALINRB LIWNI A2y 06
5 A O1 Sy &m 593; pIN®4@8on returns to this analogy later on, when describing the

Wl yOPB D I £ i NReyaieRdROiadbaidBRak Bous¢is5253), whereby

his peceived oiliness links him to a vessel, a bear and a train. To Axton, this section is
fAY1SR (2 DNAYIfRAQa Kdzaal NJ Ay WIiKSANI O2YY2Yy

fAYIdAAGAO0 YIGPNIHNEA Ay NI YAFASR F2NXQ

lEld2y 201 (GSa ebtoffhess hadesdn gdtesgieeneswhere like
pantomime,scenél  |pdliSeatet by an organic dynamism and associated human life and
Y2UA0SQ0 YR Ay 0dz2NI S&ljdzS LIS2LX S 06KSNBoe (K
contrivance, a puppet that irgniously simulates life, and ygt.] a vivid impression of

@A () (b. A79;%.C190¥e feels that they are also observable in melodramatic narrative,

whereby the melodramatic voice is used in the narrative in the same role as the orchestra

inthe mebdramacWi 2 SaidlofAaK YR NBAYT2NODS Y22RI y?2

FONRAA (KS 6K2fS BEDR®IY 2F GKS yFNNF GABSQ



45

Il OO2NRAY3 G2 'EG2yx 5A01S8SyaqQa YSRAdzY Aa LINBR
was predominantly visual plaidowever, he recognises that Dickenasmalso a very visual

writer and while he indirectly represented some of these pantomimic elements in his

descriptions, he represented them more directly through the carefully prescribed

illustrations that accompaniediftext.

2A0K GKA& FAaLISOU 2F VWokkDYRY 2RaAySANIO2NVE ARSKWR & |
work Realization§1983), which discusses the porous nature of the boundaries between

various forms of artistic impressialuring the Victorian period.olMeisel, the visual jokes

2F GKS KINISIdAYIFIRS WiAy]l GKS LI2g¢SNFdzA 3INI LK
centuryvisualarf..] g A G K (G KS OdzNR 2 dza ¢ anvated@odf giskoiirdezhgt 2 ¥ 5A O

would certainly reward closer scrutifi{.

VIII. Dickers the drector
w2 06 SNI D ITNSDickeds Tiedt(@88% approaches thieatrum mundifrom a

RAFTFSNBYU y3ftSs O2yaARSNAYy3a GKS STFFSOG 27F
meditates on the role of the author as the director who makeskia presence felt within

iKS GSEGo ! OO2NRAy3 (2 DIFENRaAZ 5A01Sya RANBOI
YSAGKSNI O2y @Sy A2yl f y2N FdzyOQiA2y!l tBThi®dzii Iy

is echoed by Gillian Beer, who statestak O] Sy a Qa watiet S Aa aLisSoal o

CKAd 2FFSNE 5A01SyaQa | LILINEI OK canfed ie&li§ y 2 0St
novel, in which the writers work towards an illusion of reality and a seemingly organic
relationship of elements, with theirownhl5 & Sy OS St ARSR® DIFNA&a OAGSa

around the objective correlativand the way that meaning should arise out of the objects

®" Martin Meisel,Realizations: Narrative, Pictorial, and Theatrical Arts in Nineteeartitury England
(Princeton, NJ: Princeton University Press, 1983), p. 123.

®® RobertGaris, The Dickens Theat(®xford: Oxford University Press, 1965), p. 193.

*Beer, p. 179.
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GKSYaSt gSasy WwWHa AYYSRAFGSte a GKS 2R2dzNJ 27

the author’®

He argues thathe subjectcentred approach inherently contains an aesthetic value
2dzZRISYSYy i ¢gKSNBoOoE WadzOO0SaaREam®Dt 2 INKiy A a2 NKIF yiA
YR Wiyeée SELX AOAG | dziK2NRFE O2YYSy il NBE |yl f
thatil KS 62 N] 2 F(p.BNE 35K | fdzF /K Al B RIQLILINE | OKS DI N& &

dzy FI YATAI NI G2 5A018ya YR dziiSNI &p 5y iAGKSGAOS

Instead Dickens, in passages like the openingtté Dorrit(185557), plaes himself
O2yaidlyidfte o0ST2NB dza a WI LISNF2NX¥YSNE Fa | Y
0 KS NEBI éhSeNdrharattd@siahd events (p. 9)al novel likeBleak Housefor

example, the balance of interpret power lies with the authoryve arenot Primarily

observing a scene and learning from what we see; we are following the skill and the
O2yOSN¥ya IyR (KS gpi1ogpp 2DF NRAKS R-SNIOWNR D SKIA YBa ] 185G
WEKSEFONROIf QF gKAOK f S R& Ndzd FTAD SWNI NBRAYI2 N A dalo f
LINEGSYyiGAy3 KAA OKINIXOGSNE |yR 202S0Ga O2YAy3

AffdzaAz2y (2 6KAQ@K24)pS NS | 00dzai2YSRQ

| OO2NRAY3 (G2 DIFNRAZ 2dzNJ LINARYFNE F20dust Ay (GKS
himself, on the stage of his own theatre, @@l Ay 3 KA & 0 NAibthidway, & N2 dzi A
5A01SyaQa OKIFNIYOGSNA OFy 68 NBFR & 2L NIdzy
mimicrIp. 54) Indeed, they can beegarded as actors themselygmrforming their own

personalities or the emotions characteristiciofK SdleM® W 2 y 4 SljdzSy Gt &> 5A 07
to render the inner life of his characters has been put under scrutiny by both Garis and a

number of other critics.

" Garis, p. 36.
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Garis also makes aeelr distinction between the consciousdithe selfconscious

performersand asserts that there are very few amiable s@hscious performers in

literaturecKS 2y feé& 2FFSNA {1AYLRES FyR .280K2NYy TN
majority of his perdrmers are entirely unaware of an audiengée it other characters in

the novel or the reader of that novel.

DFNA& Ffaz2z F0Oly26tSRISE -Eéwd h&isical RapesdnilS 2 F SEA
formulask yR FSSta GKIG WiKS |adetpOssa)depended dhia o K2f S
I dzZRA Sy O0SQa T YA Ng. NAGaSs sugideststhe Kohcept of thél ria@ldR éf Q

a Dickens novel stepping into a theatre and willingly accepting both the presence of the

director and constructedness of thefions that he presents. The reader is always made

aware that the actors are speaking and acting in the way that they do because Dickens has

written their parts in that way. Garis feels that the readecepts all of thibecause

Dickens is regarded as arhorist, and therefore part of a group of writers regarded as

Wt AOSyaSR SEOSLII A 2 Cansedquentyii KS NI BSENI2AFA ¢ WIUNIS\ Lyl3

I WHGKSI ( NBefatelwif R i1 ESIO@NA (.140) Y2 RS Q

This acceptance means that othegmnovelistic effects can be developed by the director

RPN SEFYLX S (KS YlIe22NRGE 2F 5A01S8yaQa YIFAy |
stage the longest) have little or no impact on the main plot. When describing the early

novels, Garisnote$ K I (i { K)§ is gerfadnied BBy yhe least interesting members of
5A01SyaQa (KIEEMAOKAAORY LB $ORNdzaS (GKS y20St Aa
developing a narrative is secondary in these novels, with Dickens more interested in

creating heatrical settJA SOSa 2NJ Wy Sé | yR RAFTFSNByYyd 200 aa

LIS NJF 2 NJpL o) 0 S 4 Q
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Ldzi 6KAES GKAA WIKSFONAOFE FNIQ KFa F LRaAiAdAa
20aASNWSa GKFG AG FfdSNR RdzMPofith&akudmbngia Qa € |
became outmoded in the face of the developing social strictures of Victorianism and a
GARSYAY3d RAAONBLI yOe 3INBg 06SisSSy KAaA WAYI3AS
NEFf WEAGAY3IQ ¢2NI RO Drowig disillokantant td déghlain hia Sy 4 S 2
AKATEO FTNRY Wi AIKGQ BlrakMoRde NI @ KYS2 @Sifl NI 125 63 OF
campaign of indignant criticism of the world for failing to embody his own images of living

YR {(RH)PVEDOE LISNF2NNSNE ¢SNE vy 2 girtugsdwitft 2 y 3 S NJ
and improvisation and instead became dull, lifeless figures or inhuman automata. They

now performed a function within what Dickens regarded as agradbmpassing social

conspiracy thathas® LINAYF NBE | AY (G2 WIiKglF NI |yR aidA¥TtS
Oz2y il OG o Sig®G9Y THe NB/Busl teasingPsatide On middlass manners

and affectations became critical and condemnatory of something far larger and pervasive

andinGari@ad 2LIAYA2Y AlG RSYASa dza WYH.HR) O2LIA2dzay Sa

IX.The reader as audience member
MEyeg ONRGAOA KIS SEFYAYSR 5A01S8SyaqQa NBfIFGAZ2
the author/director of his work. However, Deboratiockand Juliet John also propose a

more readercentred approach to understand how his novels were recebyeaudiences

within the wider arena of popular entertainment.

Contrary to theories such as those of Foucault and D.A. MHat construct the Victorian
reader as the internalised isolated figure who read silently and in privédekinstead
RSAONRAOGSAE GKS IOG 2F NBIRAY3I yeWS 142 UIdf 2MIO dzN

agreement, a framework of consensual cultural ideas and the signs assomsarésent
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0 K2 &S " Nuled JolnQhares this view, believing that Dickens in fact consciously
opposed the subjeeD Sy it NER | LILINBI OK 2F GKS NBlIfAal yz20
y20StaQ wiz O020#fyKi$ NOHKIAZ CYiRE wERiNS | WO NUzO0
AYLE 3AYLE (A S EndBaekp®dedsShe éadesas one such sourcelase

cultural ideas and sigfdVlockRS @St 2 1LJ4a G KS GSNY WAYI3IAYLFNB &GS

w»
Q

aLl o 2dziaA RS (GKS O2yTAYy 2&F AKSH KA 20RABRINT YII
L2 AAAOATL AGASERA 22vFaT SNERR 30383 (dNS aW | yR | gK2E S |
by popular entertainment* Accordingly, we are able to read the Victorian novel in three

RAYSY&A2Y AT NI GKSNI (KA (84 VB % IS 3 AW /A 3Nde

Moving from Victorian literature in general to Dickens in particilldockclaims that

5A01S8SyaQa 26y AYFIAYINE GSEGI 6KAOK AyTfdsSyOQl
strongly theatrical one, as one wouttpect from an author with such an intense personal

interest in the theatre. Thus a symbiotic relationship between the novel and the theatre

exists, whereby the boundaries between the two almost collapeeording toViock

DickensV! NB 3 dzf | NI & ractess,MidBaticSdtoms) éven stories from the

YSEt2RN}YYFX YR GKS L}RLJzZ N G§KSFGNS 62NNRgSSR
not supplanted by the novel in the nineteenth century but merged with it, enabling the

y20St (pB)I%leeck she t a4 y20StAaGA0 FAOGWRY WIKSI |

the richness and slipperiness, addXiiBK S a KSSNJ 0 St dzié > (228) YSG Il LK 21

(@]

Vlockfurther explains that the temporal conditions of serial publication and lack of

adequate copyright N2 § SOG A2y YSIyld (KIFG wy2@gStAiradaz A

NB3IdzZ F NI & LI IF3IAFNRASRE 6SNB FT2NOSR4)I2 RIFyOS

Vlock, p. 1.
2 John, p. 18.
3 John, p. 4.

"Vlock, p. 6.
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(V)

¢KSNBEF2NBE (K
thanKF gAYy 3  OKNByYy2f23A0Ft NBtlFGA2YAKALIZ LI NIA
NEOSAGSR wiKSasSe Ydz ((h 10) She e Box:k the2pgsaibiliies of dzf G y' S
this idea in relation tdNicholas Nicklebgnd just a handful of its many melanatic

K I'd 9RgINR {UGANXAY3IQ&d mMyoy o

O

I RILIGFGA2ya a&adz

&\
(0p))
&\

alkYyS &@SIHN® | 2 SNE aKS O2yFTAySa GKAAa RAA&Odz
elements and while she does recognise that theatrical influences on thel mare not all

contemporary ones, she does not include pantomime in her exploration.

la {OKf A01SQa 4 2AINS KSHyal SRSV 2AyyaYTiSNA-GiESndudiing5 A O Sy ¢
pantomime- were a seminal influence ondlater imaginative expressions. 8arly Eigner
hasshownhow Dickens also borroweatharacters dramatic idioms, and even storigem
pantomime.Vlock alsddentifies certain elements that Dickens borrowed from melodrama

- the idealistic hero, the physically threatened heroine and widkdld G NJ&A | NOK X Wl £ L
parcelof KS A G yYRI NR Y SyetzhBshverelaisaikéy eledbetsi opantomime
aswellp.28p 5A01SyaQa AYFIAYLINE GSEG Aa (Kdza YdzO
cover a number of earlier experiences and readirBy referencing past theatrical

characters and performances, Dickens was also able to contribute to contemporary

debates about theatre.

X. Thephysical versus the vocal

Another area of discussion in several studies is the different forms of expressiibatoés/

to the theatrical performer, and the interrelationship between thevflockdiscusses the

GeLiSa 2F ardy GKIG oSNB LINI 2F 5A018yaqa Wi
nony  NNJI G A @S aAi 3y aQln gaficuldr2she@@entratefRon hSstagedzNBS @

voice, especially patter, in order to demonstrate the interplay between theatre and

"®Vlock, p. 5.
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novelistic prose. The pervasiveness of the pattered voice indicates that, accorditarkp

WGKS LISNA2RQa O2ft SO0 ASASH NAYD IIHAY FHGyAR vi Kol (& WSLAS
G§KSANI 62NI R (KNP ¢e3% She thénkiétoristie©dorhe uFebdldf paged)

for example to publicise and politicise social differences, and (like Schlicke) points to the

influence of the comicactor Ch&rli all 1 KSga 2y 5satiah] SyaQa OKIF NI O

Vlockchooses to focus on voice rather than gestbezausehe vocal became increasingly

privileged over thghysicafrom the early nineteenth century onwards. Gesture and

physicality had been the predominantmjaS N& 2 F (G KS LINB @A 2dza OSy i dzn
physical gesture and feature were deeply integrated into popular conceptions of social

LI I OS Ay (KS HasrHiveEy das WealihJafditheNd@@mitant external

signifiers of nobility) could bacquired through industry rather than through birth, voice

and accent became a more accurate index of social status. A NI Midafiain sodlal,

literary, and theatrical establishments actively engaged in a semiotics of the voice, locating

thesigh FASNE 2F 420p8J LI OS Ay &LISSOKQ

Vlockdoes not entirely discount the importance of the physical side of theatre in the
nineteenthcentury and acknowledgas K I G W+ A O 2 [Mdwelas fictibhpyayed dzNA &

on collective social assumptionsalblzii 0 2 R(p.83). Hawe @y shéalsecognses

thati KS @¥OQE I ®wAyIfte SEOSSRSR (KSdulidgtbei A OF t IS A&
periodandallocates her critical attention according(p. 83).Indeed, she feels that she is

against thecritical tide in this respectlaiming that whilemoststudies omineteenth

OSy (dzNRPa iiNSa 3 NEK® aSYA2GA0 R2YAYylLyOS 2F (GKS
VictoriantheatreI 2 Ay 3 AYyRAOI GSa GKIFIG WRNIYFGAO SELISNA
primaiily in the voice, which was perceived as more important than other theatrical

AAIYATASNET fA1S LKA 3IS2a0dNB FyR 024 dzy
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5SaLIAGS +f 2 OWedrd th&spdciitodr dvdsamEtimésforced to read physical
gestures or costumessrimaldh Q & volé \Bag gh almost entirely silefigure and hé
routines relied heavily on dumb show Bimdlaterrecognises¥{ ONR LJG SR RA I f 2 3dzS

play an important part in the clowning of such a confirmedibter, who relied to a great

extent on busiess and allowed his own personality to be the cause of laugtiter

silencel%

Other critics have explained how thigs more tharjust a matter of personal styléxton

notes that pantomime (alongside farce and burlesque) was a form that relied heavily o

actionrather than dialogue due to the strictures the Licensing Aaf 1737 ,which

forbade the use of dialogue in the ndicensed theatres where pantomimes were

performed. As Axton points out, the mimed nature of pantomime meant that appearance,

gesure, dress and physical props had to carry the burdetpaveying motive and

meaning®! y SEGNI @F 3L yid SELX 2AGFGA2y 2F &daNFI 0S4
Dickens knew, if only as a means of overcoming the difficulties posed by huge, disorderl

LX I & K ¥ Axbostiusrdd] y26f SRISa (GKS SEOSaargdsS wOIl NR O

by pantomime character§p. 29).

Schlicke Bo assigns great importaad¢o the nonverbal aspects of theatrical performance,

Of I A Y Aaftihg prakticeliof the &y ¢ & ol AaSR 2y GKS I dzZRASYOSQ:
a | GNHzS SELINB&aaAz2y 2F AYYSNI RAALRAAGAZ2YQ |
was an imitation of aged exterior signs of feeling® Similarly, Juliet John discusses the

primacy of gestrte and physiognomy over voice in lndrama, whereby theygombine to

form an accessible, bodily semiotics, more valuable in melodramatic aesthetics than the

’® Grimaldj p. 150.
" Axton, p. 191.
8 Schlicke, p. 77.
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a LJ2 1 Sy b doNdRthede noewerbalsigns demonstrated an externadison absent in
0KS WENMABVYRADARIZ f 2F GKS NBIf maghisy290Stz | yR
resistance to this externalisation and his deliberate manipulatiomoalily semiotics

through social roleplaying to deceive other members of society.

Stageactors are also irotved in this deliberate manipulatiobut Dickens perceives their

motives as diffeent. As identified earliehis novelsexaminedifferent types of actors

outside the playhousandsuggest widea spectrum ofperforming spacesSome(for

example, Jingland Tiggklearly continue to play a rokend they aresuitably condemned,

but others (for example, th€rummle$ can alsalemonstrate genuine feelings. It is also
L2aaAroftsS 2 IRR 5A01SyaQa RSLAOGA2Y 2F DNAYL!

between appearance and reality.

As John explgli & heatvit@l art provides Dickens with a tool for interrogating and, to an

SEGSyilzx SO2yailNUzOG A y anlycdfhedd fig/Dickdsibnlh TS QS 06 dzi
villain® The pervasiveness of the sterggie ofthe tears of the clown, taken alongside
5A01SyaQa FRYAdAaA2Y (G2 KFE@Ay3a WLy AyuSyasS Ly
GKSYasSt o84 2dzi 2F LI yi2YAYS (AMERdrssugfest 2 FF (K

that it extends tothese theatrical figuressawell®*

XI.Conclusion

As this review has demonstrated, there is an established anddee#loped body of
critical thought on Dickens and his relation to the theatrical. However, as with many critical
fields, the richness of the source material has itadly meant that selectiveness and

personal interest have shaped all of the studies, and there are a number of intervention

® John, p. 29.
% john, p. 121.
8 Memoirs |, p. Xi.
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points available for new studies. Throughout this discussion, a number of these entry

points have beeidentified but a brief recawill serve as a cue for the rest of thigesis

WKSY ONRGAOA KI @S O2yaARSNBR UGKS,teKSI  NROI €
pantomime has receivefdr less attention than melodrama. Vén pantomime has been

discussedt has largely been in terms tiie more formal aspects, most closely associated

with the main fairytale narrative, rather than the more energetic and ostensibly less
circumscribed harlequinade. This mirrors the critical tneant of the pantomime clown.

His function to the main storyandA 1 a NBf F GA2y (2 5A01SyaQa 42N]
documentedbut little has been written on the richer comic potentialities that the

harlequinade offered. Thisas beerattributed to the perceived spontaneity and lack of

fixity inherent in the harlequinadeut this can be refuted somewhat by a closer

examination of the kind of recurrent patterns present in the work of its key exponent,

Joseph Grimaldi. By identifying these familiar tropes, which would have been part of
5A018y&aQa o6l yR KNE® HWEEANDEOIGA G aWARIEAMY S (2

some of his characters such as Quilp and Young Bailey.

D N& Y Ham& an@gopularity meant thatp Dickens and his contemporari¢se wasthe

pantomime The fact that Dickens edited his memoirs indesaa close acquaintance with

the man and his methods. Yet this fact has rarely been considered, to the extent that the
Introduction to theMemoirsE g KA OK 2FFSNER a4 O2YLINBKSyaiAgsS |
on pantomime as any of his other published wdnks been largely left out of critical

accounts.

One of the few studies to consider thdemoirs(that of Butwin) fails to integraté into
5A01SyaQa ¢ A RKNIy@adMd dodemairEA yo 2NNl | GA2y (G2 5A01

works of the timea laige number of similarities and echoes become apparent, suggesting



55

some continuity. One of the most important of thesienilaritesA & A dGa NBfFGA2y (2

7 A

meditations on theheatrummund® 2 NA G GSyYy Rdz2NAyYy 3 (K alYS LISNJ

[ AT By asmad dzaS 2F (K 0A23INI LIKAOLFEt F2N¥Y G2 SI

playing in life and art has not bedully considered

LYRSSRZ t221Ay3 |0 DN Yctahberaguedthdti@eSt 2 LIYSya 27
spontaneous foolery of the pantomimeas equally essemdl and inseparable part of

| £ 26y Qa N&EahySlotlfuhcloyi BeamayRhavand is an integral component of the

value that Dickens attributed to him. By giving up part ofstege to the wn Dickens

was able to create his own veaband sometimes visual equivalent of the harlequinade.
5A01SyaQa | R2LIGAZ2Y e \Bab &9¢ Sftgriivary fdinNyeatsly G KS LI vy
looking at the interplay betweethosetheories of laughter discussed by Kincaid (who

references humour theoristskié Bergson and Meredithghe depth and complexity of that

humour can be further appreciated.

l O1y26ft SRIAY3I AdGa RSodG (G2 al NIAYy aSaasStsz azy
illustrations in relation to their theatrical appearangehe striking of poss, the

formulations of tableaux and so ohlowever, thepantomime and the figure of thelown

in particular were some of the richest vauocales in Victorian theatre dgsigners and

producers developed more and more imaginative ways to circumvengtfigargo on the

spoken word. These images were circulated through popular prints and were an important

LI NI 2F Fyeé WAYIF3IAYLE NE ( Seteld@ this gudyiwilaweddt dzR SR
to redress this relative neglect, and discuss some exangilpantomime images being

reaiSR Ay 5A018y&a0Q8 AffdAGNI GA2Y &

Finally, theatre and cultural historians have acknowledged the pantomimealtiaised

form ¢ for example, David Mayer describes itHsi KS 2y f & STFFSOGADBS YSI y.



56

thestageini KS FANBRG GKANIE& &S FPNeref@cranyicériSerayiohy S SSy i
2F 5A 01 S wtrad populdrteritditainth&nd must account for this fact. Based on

{ OKf A O frédgnd podititaRr&ading of other forms of Victorian entertainmehist

thesiss Af £ O2yRdzO0G | aAYAfIFINI I &aasSaaySyid 2F 542071

the mears of its principal figure, thd@wvn.

8 Harlequin p. 6.
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l. Introduction
{AyOS Ada Lzt AOFGAZ2Y ANMemd@rSd Mdzph\GEmaleasoy / K| NI

received little critical attention and has been dogged by uncertainty and a relcetan
include it within the Dickens canon. This can be demonstrated by a brief survey of the

limited corpus of opinion.

Early reviewsof the Memoirs
The peak of critical interest the MemoirsOl YS G4 GKS GAYS 2F Ada Lz

earlier successs ensured that it was reviewed in a number of journals but readers were

divided on its literary worth and even its claim to be the work of Dickens.

The Literary Gazettgraised the work, claiming that the episodes were not just

entertaining in themselves dziiT WR2dzof & LRAYGSR o0& GKS Gl f Syl
F2NJ SEFYLX STZT (GKS NRYIFYyiGAO as&&immayyshe VOSNE (Sy
Monthly Magazingegardedthe Memoirsk & WNBLJX SGS 6AGK | YdzaSYSyli
the Athenaeungenerd f @ FSt 0 (GKIG WIKS g2N)] Aa gNRGOSY
true-K S NISRY SEOSttSyid YlLysz |yRWHNBIMS | OG2NE A
predictably offered the highest praise inthe 6. 2 ISg (i f S & Q d&andplaced St f | y &

Dickens in thggantheon of great biographesW2 KI G . 2a6Sftf RAR T2 NJ W2k

RSOf I NBoREelR2K/1SaA T2 NP DNAYI f RAQ®

However¢ KS DSy (f SYlcaledheMemdrst T AFI NI 2F WRdzZH £ | yR |

@2 t dzY S & Qratter foria Kraildzor a waragraph worthyafationQ Ay SAGKSNI 2 ¥

Bl y2y 083 WwS @ M&nbirs fDosépl Grimald, thé Glowd ATBeGit@rary Gazette
17 February 1838, p. 97; p. 99.

% [Anon.],W a 2hi§ Review of Literature. A 2 3 NFhedanthly Mgazine, or British Register
April 1838, p. 435; [Anon.], Review of thiemoirs of Joseph Grimalg2™ Notice, Athenaeum 3
March 1838, p. 165.

¥2 0l & ¢K2YAasS W[ &Y (I SADENieeldBD B FBOY &
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The romantic scenes so lauded Hye Literary Gazett SNBE RSONA SR Fa WLI Ay 1

fdZAdzoNRA2dE YR (NRGSQO

Beyond these general impressions, there were also several areas of specific critical

disagreement and sites of debate framhich theMemoirswould emerge as a confused,

peripheral and soon forgotten text. These discussions were focused around three

St SySyiday (KS SEGSylG 2F 5A01S8SyaQa Aygzt dSySy
completeness, and the value of its iliaions.

LY KA& WLYGNRRAzOG2NE / KI LIiMen®lg Calling@ilnely & SELJX |
0KS WSRAUG2NRI 5A4A 01 Sy aboakyhakinghlya GKKlIaG OW BISINB yIRI

WKIFa y2i a6StftSR (GKS I dz ySR &mde@dPme YeviewdrS NE 0 dzi

(0p))
Q¢

0StASQ KAYZ OfFAYAY3 GKFd WOoIFINNRARYy3a | FSg L
of the narrative from the first to the third person, there is little of the expansive craft in

GKSa$s ®oneBSE QWS Y I y Qakesahis Adint furtife§ believing that the

Wi S RSy y I G4dzNB 2 F -ax (RalJ Oj2dgf (f S\yiiea 2 Fl YR Si K Siz{G5KE 2ANL
GKFG AG Aa y20 GKS ¢g2N)] 2F 5A01Sya a4 Ltttz o
Bentley] to fill acouple of volumes with melancholy common places and insufferable

LX FGAGdzRSa a¥2y3 RNIégy 2dzié Qo

.dzi 5A01SyaQa LYGNRRdAzOGAZ2Yy &adz33sSada GKIG KS
K2¢g KS (K2dAKUG GKIG aSOSNIt AQOAASy¥ Ry wSNB&I
{ SOSNIt NBOASHESNE F2fft26SR (KAa tAyS AyadasSrR

own hand within the text. For exampl&he ldlehA RSY 0 A FAS& GKS KdzY2dzNJ | &

Boly2y oy wwSaxwxks DB YW S VY. HEeEE3s p. 6.1 Ay S
8 Memoirs I, p. xviii.

BHl y2y @8 5 cWieroids of Jaseph &rimakli S R A (i SThe Mirgor of 12tdat@r&,
Amusement and Instructiod,7 March1838 p. 169.

¥DSy Gt SYFyQp4isl 31 Ay S

% Memoirs, |, p xviii.
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AYLINRY G OfFAYAY3I GKFG GRS I deBK ANI2AFE (WKISA FRNNE

SimilarlyThe Knickerbock@ St (i G KI &G YdzOK WwW2F GKS FTStAOAGE 7

O

0§KS OKIF NI} OGSNA &BA G GRE SaENIR 45 U /LXI INBY Gw Ay LI NI 2
Following the successful formula e Pikwick Papes> S @S NE OKI LJGi SNJ WK a
AYGiSNBadGgAy3a aG2NR 2N AYOARSY(iX gAGK2dzi O2yiA

Ad GKSNBFT2NBE wSaLISOAlLffte BLfOdAI SR F2NJ I &GN

AnAthenaeurNB @A Sg I f 42 RNBg | ARSYyAAKY YR FESt §RAEL
Dickens has prefaced his work with an introductory chapter, which gives a Pickwick

RSAONALIIA2Y 2F | o62e8Qa NBftAaAK 2F LI yldi2YAYSZ
S FTNB F2Ay3IE£Qd | 25SOHSNB] IXKh&T PDSNE BNEHNIFK Sly
0KS FAYFE 62N 3 ¥F2 NdvéntorQs $INR diydR O FWAYWINYR2F |
AG Ftaz2 YSiya (GKIFIG GKS NBFRSNI R2Sa yz2a 3ISa ¢

Oz2zyaildlyite RAANBIOGGESBROWa2 yRy @MHZBNY 3 St £ SNI 2 NJ

A final group of comments suggests a middle grour Literary Gazettgescribes

5A01S8y4a a W 60A23NILKSNRE ¢gK2 KlF-a ONBFGSR |
DNAR Y I f R R In# dge¥oadhbti€ehd folwing week this balanced approach is

emphasised: thélemoirsh & WA Y0 dzSR ¢6AGK 020K GKS O2YAO Kdz

feeling of its editor, Mr Dickens, whilst, at the same time, it is the accurate transcript of

L2 2NJ DNRA Y| f RAQa 2 éaya’ Ok AttNakunalsaidehtifieR the2rdixgire A S

z

2F FTIFOGdzat IyR ONBFGABS 46KSYy AiG NBFSNA (2 DN

'[Anon],Wa SY2 ANE 2 F D NXhé ldierRahdBreékfa$ablé Cotpayligeiuly 1837,
p. 66;p. 74.

%2 [Anon.], Review oemoirs of Joseph Grimaldihe Knickerboek, or NewYork Monthly
Magazine May1838, p. 463.

% Athenaeun, 3 March 1838, p. 165.

9 Literary Gazettel7 February 1838, p. 97.

Bol y2y 08 s YAy (2ROl $dzéttfPA February 1838, p. 118.
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anecdotes are doubtless grounded in fact, though rendered a little more effectively

2NYFYSyidlf 0e*(iKS 6A23aNFLKSNRO®

Whether this makes thélemoirsk y I OOdzNI G4 S I OO02dzyi 2F DNAYI f R

¢KS DSyiGfSYIFWBod dkKIHI MIKS KAald2NeE 2F GKS RSt

%

Ff GSNBR FTNRBY (KS (NHMzZiKZ oA GK2dzi anSgN@&hofy3 GKS
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Pl

GKS aadzYSR YIFIRySaa 2F . NIRodz2NBEX DNRYLIf RAQ&
| 2y GNFNB G2 (dKA&AS ¢K2Ya FStd GKIFIG 5A01SyaQa
RAAFLILRAYIGYSyildasr GKS KAAGNM2YXRADEZ NIMFL o v B

KS aGNIAIKGF2NBI NRySadaa 2F G(GKS | 002
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Iy Yy 2 3§ 1Ay3 G2 St%grisS GKS adowaSO0iG Ayid?z

Opinion was also divided on the longevity of the text, and its likely impact o8 Bick Q &
careerTheGlob&d St & GKI G GKS Gg2 @2fdzySa Wgaratt 27F O3
andThe Monthly Magazing & | Rl YIFyd GKFG AdG WOlFryy2id R2 2/
increase the already extensive and justly earned reputation of thefe®R &°. 21 ¢ Q@
However¢ KS DSy (f SY lcohchdled s neghtiveirgliSw with a warning to
5A01Syasz O2dzyaSttAay3a KAY (2 WO2yFAYyS KAYaStT
NEBIFt fAFTSQ AF KS 4 yia -saihed fagd®sinhFlyThe O2 y i A y dzt
Athenaeunregarded Dickens as undgrdzl €t A FASR a4 DNAYlIftRAQAE o6A213

1SR @assiorB TWGKS 0A23aINILIKSNR FT2NJ KAa adzoaSoi

(@

£l
I OGdzl f YSY2NER 2F (KS 4 NA (nSodRRarywiidn€s&to 2 dz2f R K| @

account'® The reviewer concluded that Dickens (unlike his illustrator George Cruikshank)

% [Anon.], Review of th&lemoirs of Joseph Grimaldithenaeum 17 February 1838, p. 115.
TGeflif SYFYyQip4r. AL T AYS

® Syt Se Qalueengss)p ba3l y e

% Advertisement iriThe Hstory of the French Revolutioby Adolphe Thiers and Frederic Shoberl,
Vol. 4(London: Bentley, 1838Monthly Magazinep. 435.

OHSy it SYlFyQpp déaEF!I T Ay S

1% Athenaeum 3 March 1838, p. 165.
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could not have seen Grimaldi perform himself and so lacked thehfanstl experience

NBIljdzZA NBR G2 gNRGS GKS YlyQa ftAFTSo

This assertion praked Dickens into writing an angry (but unpublished) letter to the

(fictitious) subeditor of. Sy G f S & Q &in whickiDickehd absyrid that he had seen

DNAYI f RA LISNF2NY Ay KA& &2dziKsZ ScdodnylosxK 2 dz3 K W
shR2g& YR AYLISNFSOGQd .dzi KS |faz2 y2G4SR (KS
(having genuine materials) or to edit his own notes it is essential that you should have

1Y26yY KAYQ YR &dzZJIRNISR (KAa OASg 10SAEK LINRY

YSY2ANRE 2F tSLka NI FTEfAGGQE .2y LI NGSO

If reviewers were collectively unsure of their response toMeamoirsthen public reaction
gl a arAYAtFNIe@ fdzl SeFN¥e 5SaLIAGS -PMOPEYyaQa Ay

Grimaldishave already beergst R | Yy R (G KS SYIF'YR AYONBlIasSa RIA
he told Forster in late March 1838ts popularity quickly waned, and most of the

remaining one thousand and three hundred copies of the first edition went uri§bld.

Subsequent editons hav@S Sy LINRP RdzOSRX Yz2al yz2adlofte / KIFNI
WAOKINR CAYREIFIGSNDRE OmMdcyovs o6dzi ySAGKSNI LINRY

beyond several journal articles.

¢KS FTANRG ¢ arheWwaradéxldkihe Cldein in/Difk@aireaddy described in

/ KFLWSNIH 2F GKAa GKSaaao | SNE DNAYIFERAQA A
comedian but Butwin has little praise for tiemoirsthemselves. Although he feels that
5A01Sya Aa WOGKS TANKEIIBEST2Ha K KENIGHES 190y 0 & 1a K2

GSNE fAGGES 2F GKS YIadSN®a adefSsy LINRoOolof e

192 etter to Sukeditorof. Sy G f $ & Q& Maach EBE8Rifgrimll, . 882.
19%) etter to John Forster, ?Late March 18Bdgriml, p. 391.
1% Butwin, pp. 116117.
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In another article Leigh Woods believes that tMemoirscarry interest as an

| dz(i 2 6 A 2 3 NJ LIK &ndéntydfdidgraphérs id Kiéhtifyvii K G K S A°NJ & dzo 2 SO
Woods explains how5 A 01 Sya NBYRSNBR DNAYIfRAQaA tAFS | .
as he projected his own anxieties about the painful and capricious nature of the

LISNF 2 N¥Y SNDa f A9 Sbservigithat iKsbra® | yal SNENJ GGKASS Sodh 2 I NI LIK S |

Oz 222R

(qV]
w»

3284 2y (2 AYAGEGS GKFG 2F KAa ado
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Qa LJdzo ¢

QX

LISNF2NXYIFyOS 2yiG2 G4KS LI Aya 2F 5A01Sy

5A01SyaQa oA23INI LKSNA
While reviewers and scholars alike have largely neglectedifraoirssince its publication

biographers of both Dickens and Grimaldi have only recently given it much attention.

John Forster granted it two and a half pages and claimed that Dickens merely reworked

OSNIil Ay aSOGA2yasz KI @A tiadmasslof mdterialivhich ii BeheFaF S NS y
O2YLRaSR A0Q FyR I WY2RSaid SadAyYraSQ 2F¥ (GKS
ONRGAOIFE FlLdz G&d 6SNB FT2dzy RQ>X YR (GKSy jdzA O ¢

celebratory dinner for the completeBickwick Paper&””

SGSNI ! Ol NRe@RQ& I 002 dzy (iMedirsl 10 Y2 YEKI KNI/ SINZY 1RA &

—

SYLXie RIe&aQ Hhe®PiékiNick®ap¥ahad b&areAstading his next major work.

w»

¢ K SEGSYyd 2F KAa Iyl f sednfedito Hade wirded @) YSy i G K

taskQ | T hegalit an@ilingl | yR f A1S 222Ra 206aSNWSa GKI G

GSYLISNI YSyild o0SFENIAY Ylye glea ®INAR]{AYy3I NBaSy

1% eigh Woods ¢ KS OdzNB S 2 F  Lid§ tN@VRrdis: of/ IGs8ph GrimaiditOtNenlitell
2F |/ KI NI, Biagraphy1d.2 (3998,9. 138.

% \woods, p. 139.

197) ife 1, p. 80.

1% peter AckroydDickenglLondon: Minerva, 1991), pp. 254
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a A OK I S f mofefrecant&milpsis revaluates theexten2 ¥ 5A O1 SyaQa ONBLI GA
into the Memoirsand attributesr £  NHS LINRPLR2 NI A2Yy (G2 KAYX 20648
unmistakeable Dickens touches [...] Moreover, in certain places Dickens has completely

OKI y3ISR GKS 2NAIAYLIt DNRFY itKRBA k&20A2ENNES &l S\B/U 2Y &4 (&
Slater also positions thidemoirsg A G KAy G(KS O2yGSEG 2F 5A01S8yaqQ
O2YYSyita GKIFIG 5A01Sya wazySaAaySa SyRa dzJ éAd
fromPickwicR > I yR FSSta (KINE & (LINRSYYARaySa GFNEF GFSya SKRAAED 2

AKINLSYAY3I YR GoNRAIKGESYRy3aée KAa O2y i NMOGdIzi2 N

Robert Douglagairhurst also gives tHdemoirsRdzS LINRE YAYy Sy OS Ay KA a&a ai
formative years as a writer. He feels that thiemoirsk NB WEBSt $§A % ANR T w54 O
a1l a6S 2F YAYRQ GKI Yy | WMémoigsgerioll and beleve&kMdddnss 2 NJ & T
KFa | adNRBy3a AYyTF2NX¥Ay3d LINBaSyOSs daaA¥3a Ad | a
Despite the lack of a definitive original manuscxipt KS y2dSa GKIFIG WAG Aa
LX I 0Sa ¢gKSNBE GKS S@Syida IINBE 3IAQBSY |y dzyYAail
AYF3AYLFGA2Y AYodzSa SHSNE WISTE S Atyd] D NR YA H (RSNMAL
gleQ KS FSSta (KISINISIA NI | Y IANPoREdia@SatiensS @ ( K S|
Pentonville burglary episode which was reworke®iiver Twis{discussed in Section Il of

this chapter):*?

DouglasCF A NKdzZNE (G NBIFRa GKAA& W5A01Syairaly OKINF OG:
iy Rdza G NA 2dza LINP3AINBaa |yR KAa I OOSyildz GdAz2y 27F
dedication to his performance, particularly in the face of the misfortunes of his life.

5A01SyaQa NBfIFIGA2YAKALI 6A 0K DN Y hnidRokickA & KSNB

% Charles Dickeppp. 113112,

"9Robert DouglagairhurstBecoming Dickens: The Invention of a Nov@lstdon and Cambridge,
MA: The Blnap Press of Harvard University Press, 2011), p. 299; p. 302.

1 DouglasFairhurst, p. 300.

1z DouglasFairhurst, p. 301.
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Finally, Dougla€ I A NKdzNB G ARSYUGAFTASa GKS &aSs
performances inhisadnfiry 3 G2y S Ay RSAONAROGAY3I DNAYIf RAQA
2FFSNI WGKS orfciSdzaNA\y (a FRIW Q33 Sy R KS G Kdza 0S40
Ay KA& OFfOdA GA2ya 2F GKS WAYYSyasS adzyraQ DN
numbeNBE Ay | aSNXSa 2 FHbweyed ke WoBds, DollHERhugtK A 3 G S a
demonstrates how Dickens acknowledges the bodily toll of these performances and offers

it as a warning to others which he fails to heed himself by ending his own camneer

AAYAEINI gl & (G2 DNAYIFERAQAO®

TheMemoirsas a biographical dcument
az2zald 2F DNAYlIfRAQ& 06A23INF LK Metdoirs&sladS 6SSy SE
biographical documenta K2 g Ay 3 f Saa O2yOSNYy F2N) 4GKS SRAGz

subject.

H.D.a A f §ife 6f doseph Grimaldihich appeared soon after tidemoirsin 1838,

puf
u»

@g2GSa I AAAYATFAOIYy(d ydzYoSNIJ 2F LI 3Sa (2 ONX
partly motivated by professional rivalry but his complaints are wilgging and ofta

ASPSNBI KAIKEAIKIGAYT GKS WSIAINBIA2dza o6f dzy RSNAR
FYR 6FNYyAY3I GKFG Wk GKIF G-making dgk i§ not$ofbe dzL2 Yy § K

AYLIE AOAGE R NBfASR 2y la |dzZiKSydaxoQo

z

C2NJ SEFYLX S alKSHBOOUMANBAE GKSIOIF BawdAs Q (KIG W

ONHMzSt X FYyRTZ AT NBLR2NI R2 y2d 68tAS KAY 3INBI

113
114

DouglasFairhurst, p. 302.

DouglasFairhurst, p. 82.

e Henry Downes Mileg he Life of Joseph Grimaldi: With Anecdotes of His Contempdtanieton:
Harris, 1838), p. 102.
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NEFSNByYy OS 2 Liftaid abnfeporark po&it’ly 846 SN 1S4 5A 01 Sy a
determinationtobk y{ G KS ljdzSadAz2yQ 2F w2SQa @Aaz2fSyid d
a ONMzLJdzt 2 dza | @2 ARl yOS 2 ¥V Thiodghovishgigst & lyfis 2 F KA a8
account Miles continually rebukes Dickens for his inaccuracy with dates and details of the

theatrical repertoire.

However he is also keen to point out places where Dickens has indlool@suchdetail.

C2NJ SEFYLX ST 6KSY YINNIGAYI DNARAYIfRAQa O2dzNI
5A01Syaa ¢2N] RS@20GSa Wl yelabofale Ndtokyyfihe L2 NIi A 2 Y
hopes, fears, &c. which form the staple of theseloyve { Ay 3  FFIF ANBEQ®P 5A01 S
f Syaidgke | 002dzyi 2F GKAa S@GSydG o6& IRYAGOAY3D &
Y2ail O2YLINBKSYyaAgdS LINGR Gegeitheless & subjeot NdwWRish3he Sy (1 Q5
W2f R YlIy ¢l a 3IFNNUzZ 2dzaQ yR a2 K% RAR y2i KI
b2y SGiKSt Saa aAfSa 2LJia G2 WRAavyiaAaa GKS 2fR a

O2dzNIAaKALIQ AVY? I O2dz2L) S 2F fAySao

Morerecently! YRNBE g a O/ 2yy Sttt {G200 OAlGSMembirs 162 @2
Fda 2yS 2F (GKS WLINRARYOALNl f &2HeNdDtE fangofits KA & 246 Y
episodes but devotes little critical attentidn the text itself, other than to remark that

daFR RSYA&AS 2F DNAYIFfRAQA a2

(s}

5A018ya dzaSR (K

¢CFHfSQd ¢KAA 20 aSNikendiaddyDMSWw 0K 2{SIRR (AlyQ al K2 2 1

8 Miles, p. 16.

" Miles, p. 17, p. 23.

8 Memoirs I, pp. xviiiix.

Miles, p. 59.

120 Andrew McConnell StotfThe Pantomime Life dbseph GrimaldEdinburgh: Canongate, 2009),
p. 349.Further references are given Bantomime Life
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F LI NG FNRBY (GKS Ay diNRRdzOG A 2 \§BookitKeMé@moiBJLIA 42 RS A &

G KAOK dzyR2dzo i SRt e 4Rttt AyGSNBad 5A01Syarlyan

The most extensive treatment of tidemoirsis provided by Richard Findlater, who edited

his own edition in 1968 and wrote a biography of Grimaldi ten years later. He grudgingly
concedestiat theMemoirsWOf  AYa AGa 26y aYlLfftz aSOdz2NB y Al
ANBFG sNAGSND odzi +faz 2FFSNAB -shéubaddk @ 2 dzi
o0& 5 A O1'%8Btkoihdg nyady @fdhe original reviews Findlater regardsMienoirsas

WEY2y3 GKS Y2&8d RA&LFLILRAYGAY3I RBeatatfek 8 OSy 0Sa
OKIF NI OGSNR&asSa GKSY la wy2i0( 2yteée Ayl OOdz2NI 4GS o
GKFG Aa w2yS 2F (GKS Y2NB RSLINBtariah y3 SEI YLX S&
LJdzo f A'¥KX yAR® A&da8dzS 2F | GdNRO6dziA2Y CAYRE Il GSNJ
Memoirst & Wl LA Sr@8d22 & SBNKIF R 62Nl Q 6KAOK f I NAST @
G061 RRt SQ 27F 2R Hiwavardhe ¥do youzedeNthat Hickdris WKI YR A &

SOARSYlG Ay GKS NBGBttAy3a 2F Ylye FySOR2:(GSaQa

CNREY KA& 0A23INILIKSNDRA OAS6LI2AYNemGisisthat I ( SNDA
(i K Jedve 8 many questiomizy | Yy & 6 SNB R 2 NJ 4°NB sdaréss this iytisg S NBE R Q «
own edition FindlateR2 Sa KA & 26y (GAReéAy3IT F2NJ SEIF YLX S L
Fo2dzi AGSYa Ay (GKS wiKSFGNROFIE B8 NBLISNI2ANBQ

AyO2YLX SGS FyR FEty2ad rtglea Ayl OO

o

NI 6SQU Yy

4SS SNNENHB LINP

(p))

chapted ® CAYRf I G§SNJ Of FAYa GKIG (K

PG SLIKSY W NIha Raktonihve Sifef bf Sasept? Grin@tie Dickensian80 (Spring

2010), p. 65.

22ZWA OKE NR CAYRfE I (i SN Diskenglieraa ota0séph Syha)aid. ByyRrichar I NJ
Findlater(London:Macgibbon and Kee, 1968)p. 1516. Further references are given Memoirs
(1968)

123 Grimaldj p. 12.

124 Grimaldj pp. 246247,

'2° Grimaldj p. 245; Letter to Richard Bentley§&8@mber 1837)Pilgrim I, p. 337.

128 Grimaldi p. 245.

2" Memoirs (1968)p. 14.
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Findlater also criticises Dickens for not presentinga doBpi S LA O dzNBE 2 F DNR Y|
584LAGS 54071 S yidugirtere€tinlthi pastordne, FindlateAfdel§ that the

MemoirsY 1 S& WI YSNBfe& LISNFdzyOli2NE NBFSNByOSQ
Wadz23Sald KAa GKSI (8B O hiferiofafthdzlitc@pimadldSas NS 3 I NR &
LINE A RSAa WONRSTFEeEes odzi OAPGAREET | OSNBIFE AYL

YIe 0SS (2 Z8KSNJ I dzZiK2NBQO®

An alternative approach

Clearly then, theMemoirshas been held in relatively low ragl since its publication.

However the remainder of this chapter will argue for a reassessment aadpraise the
Memaoirsaccording to a more rewarding conceptual framework. This framework accounts

F2N) Y2NB NBOSyid (KS2NRS aplex Kakalive asNiglBab aNiBcord A 2 3 NI

2T Iy AYRAGARdIZ tQa tAFTS:T + fA0SNINE LINROSaA

Ira Bruce Nadel indicates that the traditional relationship between biographers and readers

has meant that less factual biographies have b@etlztR 3SR | & AYFSNA2NE 6 SOl
has validated the biographical enterprise for readers while imposing limitations on

& N (PSvetcanversely readers are not entertained by a dry Gradgrindian litany of facts;

as one mieVictorian reviewer of 8 A NJ LIK& Lldzia AdX WwW2S glyd G2 3
AY@Syi2NE 2F GKS TSI (RSB dmany RadeisSeddats o0& (KS &

0S02YS adzw2NRAYI{GS G2 6KFG 5F@AR b2dF NNJ OF f

128 Grimaldij p. 246.
2% Grimaldj p. 247.
%9 ra Bruce NadeBiography: Fiction, Fact and Fotbondon: Macmillan, 1986), p. 1.
131
Nadel, p. 4.
ol y2y o s W o2y G SwasitiNsteNsBd Fpraigh §dakteilydReseober 1857, p.
581.



69

anecdote [and] suspenseful narrafi¥*®husA. J. Cockshiitlentifies the primary
RAFTFAOMzZ Gé& 2F oA23INILIKE a GKS wiSyairzy oSigé

Memoirsit is clear that Dickens privileges the interpretivé.

Nadel resolves this tension by claiming that biograpMf ®&dzy R YSy Gl t € & I y I NN
KFa Fa Ada LINAYIFINE GFal GKS Syl O@M&syid 2F OKI
therefore closely aligned to fictiolt> This view is supported by a number of critics and

biographers. For example, in her biography #®f ¥> t KefftAa w2asS 02YYS
as much a work of fictiog of guiding narrative structuresl & y 2 @St &° 2 NJ LI2SYa Q¢
Consequently critics such as Donald Stauffer have urged that biographies should be

appraised by the same standards as fictioRan2 dzZRI SR Wl OO0O2NRAy3I G2 (K
conveying the sense of a life being lived, rather than according to the quantity or accuracy

2F GKS 7T O {*A0liverGdldsmithZeylsithahtye @idgrapher himself is integral to

this process. He begins hige ofNashby emphasising the importance of the biographer in

0KS SadGdAYFGA2Y 2F | fAFS 0SAy3a gNARGGSYyd Wl A
manner than to the materials of which it is composed [...] whether the hero or the clown

be the subjet of the memair, it is only man that appears with all his native minuteness

about him; for nothing very great was ever yet formed from the little materials of

Kdzyt yRie wo

Althoughy 2 2 NA IAY LI YI ydzZAONRLIG A& | @ Athathd ST 540

approached theMemoirsas a fiction writer and tried to marshal his material around a

¥ pavid Novarrt KS al { Ay 3 2 fithata: Coinellyigessity Préss1958, p. 495.
3% A J. CockshuTruth to Life: The Art of Biography in the Nineteenth Cer{tiogdon: Collins
1974) p. 11.

¥ Nadel, p. 8.

% phyllis Roséloman of Letters: A Life of Virginia Wodlew York: Oxford University Press,
1978), p. viii.

*"Donald A. StauffeThe Art of Biography in Eighteenth Century Engl@mthceton: Princeton
University Press,41), p. 4.

38 Oliver GoldsmithThe Life of Richamash Esq(London: Newbery, 1762), p. 2.
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JdZARAY3I YNNI G§ABS A0GNHZOGdZNBE® Ly | £ SGGSNI G2
GKIFId KS KFR WYSNBfteée 0SSy SRAGHYA WiSiKENA @
2F (KS at2NRASa Ay wKAase 26y sleQd 1S RSaAONROG
was very much struck by the many traits of kindheartedness scattered through the book,

YR KI @S 3IABSYy Al EWorster hppftshighfhclaimingitiaNi dz3 K 2 dzii Q
YI ydza ONR LIJG WwO2yGFAYSR 2yS 2N Gg2 ai2NRSa G2f
that the hope of enlivening their duliness at the cost of very little labour constituted a sort

2F | GGNF Ol A ¥ aoeNlettdr So/Béntle, Yiakéra idicates that he was

taking an analytic approach when he commentstdt G KAy {1 L Y OoNRARyYy3IAy3

gStf a Al Aa LkRraarofS G2 R2 FNRBY aN 2Aflaqa

5A01S8ya SELX I Ay& (KA/GKJITLAENS NS Lexparf@y the WL vy (i N2 R
fAald 2F GKS AyOARSyGa KS gl a WwWYdzOK &0 NHzO1 o@
from sea under the extraordinary circumstances detailed, the adventure of the man with

the two fingers on his lefthand, $ I 002 dzy i 2 F al O1'Fielrcherakes I YR KA
KAad AyaSyadazy (2 (Stft GKAy3aa Ay KAA 26y ol &3
other alterations as he conceived would improve the narration of the facts, without any

departure fromthef I OG & G KREWMNAEJIAGSI sy Gt ex (2 5A01Sya K.
RSGOFIAfa 2F DNAYIfRAQa fAFTS A4 RSAONAROGSR Ay 2

aspiration towards an absolute truth.

Hayden White describes this process when he explaingith G2 YIF 1S WI 02 YLINBK

a02NRBQ 2dzi 2F WI aSid 2F SgSyidiaQ WiKS KAald2NR

%9 etter to Dr J.A. Wilson, ?Eebruary 1838Rilgrim 1, p. 373.
19| ife I, p. 80.

4! etter to Richard Bentley, ?5 December 183ifgriml, p. 337.
42 Memoirs |, pp. Xvikxviii.

1 Memoirs I, p. xviii.
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significance of a comprehensible piti NHz&tOdasESHave recognised that this

structure is largely determined by the personality of tiiegrapherc as Clarence Tracey

SELX Ayas WAY SOSNEBIKAY3I KS gAtt 0SS IFdZARSR 0o
SELISNASYOS IyR KA& LISNm2YyIlt &aSd 2F oI tdsSaq |
I & YpriojectibBinto words, into a literaror a kind of semscientific and historical form,

2F GKS AYSNI YIFIGSNARIFfAaAS NBFaasSyoft SR wX8 (KNP
0502YSa GKS ARGE@RgIMay goes Yuthgrim@emonstrating this

autobiographical quality of biography, dvang parallels between biography and the novel

IyR O2yOf dzZRAY3 GKIG WAY 020K OFasSa (GKS Y2RSft

KAYa®t TQo

With these concepts in mind the rest of this chapter will trace one possible structure for

the Memoirs It will describe an overlaying framework wholly suitable for the life story of a
GKSFGNROFIET FAIdNNBSE sKAOK Ffaz O2yiliAydzsSa az2ys$s
the period. e Memoirsare a complementary piece to HsF NI A SNJ S & arhedof W¢ KS t
[ A, Figh@he biography of Grimaldi representing a practical examination of the theories of
role-playing in life and art proposed in the essay. These are also preoccupations that

Dickens demonstrates in his more popular works of the same peFiedPickwick Papers
andOliverTwisb LT 2yS F2ft26a bl RStQa 02y OSLIiAz2y 2°
G2 GKS AYIFI3IS NIYGKSNI 0KFy GKS TFIMeOGrQ GKSy 5A0
superseding any striving for accuracy or minute detail,a$ ¢fi Grimaldi as a performer in

the theatre of life'*’ In this sense, th&emoirsis what Harold Nicholson would call a

144 Hayden WhiteTropics of Discourse: Essays in Cultural Criti@sitimore: John Hopkins Press,

1973), pp. 9192.

“Clarence Tracdy WL y (i NRBbdrphyAnhé Bightednth Centuged. by J.D. Brownir@lew

York: Garland, 1980), pp-7L(p. 6); Leon Edédljterary BiographyLondon: HarDavis, 1957), p. 11.

Y DS2NHSA al &3 W. A23ANI LKe&s ! dzii 2/09 2 ENMIBIKENIH RS @G KSYy
Biography in the Eighteenth Centupp. 147164 (p. 154).

" Nadel, p. 76.
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WE AGSNI NBQ 6A23INILKEeXZ RSalGAYSR (2 Wél yRSNI 27

streets of science for the openfieldsof &ty Q ' yR y23G G2 6S 2dzRISR 0«

WaOASYGAFAOQ 0A2ANI LKE® FyR AG&a LINARYFOe 2F (K

To some extent themoirsalso fulfils the idea of the early Victorian biography as

4dzZ33SaGSR o0& [/ 201aKdzix Ay Of dzR AeasdHn for Bingl & a dzY LJi

<

I YFryQa tAFS gl & (KL GMeknSirsDickeds direBtyus tdvaidé SQ> I Yy R
I RYANRY3I DNRYFEfRA & WF YIy 2F 3IANBTis TSStAy3
appeal to sentiment which Dickens referred to in his letteDr Wilson also aligns the

Memoirsg A G K w2YlFyGAO 0A23INI LIKEQa WAyaAraldiSyoS 27
Y2iABSaQo

However, its main focus is to describe the theatricality of life; although Dickens claims that

KS FTANBRG (221 dzZLIJADNK Ylyf RVEA SYiley dz2 O MaVIRE Nd& (G | y F
he shapes his narrative in a way that makes it clear that there is no easy distinction

0SG6SSy 2yadlr3as yR 2FFaidl3So /201 aKdzi Of I AY
asifitwereanovelgaA y3 | GGSydAazy (2 (GKS | dziK2NRa YI &

here leads us closer to theatre than fictioh.

Donald Stauffer has demonstrated how the theatre informed the eighteeethtury
biography in a variety of interesting ways. In some caseshjudgements and
OKI N} OGSNRalGA2Y IINB o0lFaSR 2y aStSOGSR ljdz2 il

Elizabethan dramatists are made touchstones by means of which an autobiographer or

YSY2NRFEAAG YI& S@I t dz 't ehe iemdrs df Ruinds Ragkingteh ¥ | g K

“® Harold NicholsonThe Development of English Biogragts/I]: Hogarth, 1928), p. 155.

9 Cockshut, p. 18ylemoirs II, p. 262

PWEYSEa [@ /EAFTF2NRE OAGSR Ay WFYS& b2E2ysS Wl dzYly
Biography irthe Eighteenth Centurypp. 827 (p. 12).

1 Cockshut, p. 21.

%2 Stauffer, p. 14.
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(1791) and Mark Moore (1795) refer to a variety of theatrical sources in order to interpret

their own lives.

Stauffer also traces a stylistic debt that biography owed to theatre, particularly in

representing dialogue and idiomatspeech, as well as improving the depiction of

backgrounds. Through a variety of examples he shows how biographers used a key problem

ofthe dramatistc i KS NBI|j dZA NBYSy G (2 WAyGSyaAirFe OSNII A\
those traits in concise, me2 NI 0 f S dz0 ihek Hdvaht@de,n order to create

engaging and memorable life stori&s.

Moreover Stauffer notes another trend in eighteenth century biography of greater

relevance to theMlemoirs which was the increasing popularity of biograpraes

I dzi20A23INF LIKASE 2F adGr3S FOG2NBRXE 2N a KS L
OSyiGdzNE F OG2NRE I Olj dzA NB (0 R*Philbsophiéskespdused @ RNI Y {
the stage such as the comic nature of life were increasingly used to judgetkide the

playhouse. Stauffer comments that, in the memoirs of stage figures such as James Spiller,

/| 2ttSe& /A00SNI YR /KFENISa alOlfAy> GKSANI WLIS
no less keen offstage, and they imparted it to their biogrJK $*Nditlfisdway, the

Memoirscan be seen as a continuation of this tradition as Dickens fuses the pathos of life

7 A z A

spAOK (K O2YAOIt Ay GKS (GSftftAy3a 2F (K Ot 26y

¢NF OAy3a 5A01Syaqa Wenoisin tfis wap afsS offars/andgiainenth y 2 (G K S
F3FAYyad OflFAYa 2F 5A01SyaQa dzy LinghifaStinaA 2y | f A &
NHzA KX G2 YSfpréferriidiiz RIDIZRIOKY KA & 4 KKE yIRK NBSAYRKL 20y KX

2F DNAYIERAQA (AFTS Ay |y dNOQYOKEZRASW &2 N IAVSIND

53 stauffer, p. 25.
™ stauffer, p. 27.
%® stauffer, p. 28.
%% Memoirs(1968) p. 300;Grimaldj p. 246.
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However it was not until writers such as Forster brought biography to greater prominence
(through works like his life of Dickens) that life writing became seen as a profession at all.

As Nadel explains, many biographers from earliehénperiod had other primary careers,

YR 2yfeé& fFTGSNIAY GKS OSylddz2NE ¢2dzZ R Al 06S02Y
YIy 2F tSGGSNAT 2yS 2F KAM AyydzYSNIoftS GNRGA
Moreover(rather than acting as a timfiller as Ackroyd suggestifle Memoirswas

O2YLI2aSR RdzZNAyYy3a I @SNE O2y3Sai&iksregdimdaz R 2F 5
prompt - yet coherent- conclusion foThe Pickwick Papess. S tNewWeekly

MessengeRA af A1 SR GKS AyaSid G f&eneanthdutmbe§ . | Yl yQ

O2YYSyidAy3a (KIG WEKSNB A& YdzOK adNYAyAy3a I
SEKIdZAGSREZ YR AF W. 217 Q 68 NBIFNRTFdzE *2F KA A
Alongside thi©liver Twistvas gatherindgavourable revéws, motivating Dickens to greater

efforts with this projectThe SULINBE RA OG SR GKI G Al O24M B O&&RA2 Y S
andThe Examines Sy i S@Sy FdzNLKSNE Of FAYAy3a (GKIFG waz
I dzil K2 NR& Y I & S Naght&takd Is placy &mongthe igher pddsR fictions of

0 KS f I §°Asdiithid $e@ednot enough, by the end of September 1837, around the

time Dickens began his engagement with Memoirs he had been contracted by Richard

Bentley to produce a thregolume novel by October 1838.

' FTGSNI I ONAST AYyiGNRRAZOGAZ2Y G2 / NHzA {1 akKlylQa |
gAtt &aSljdSyidAalrtte 62N] (GKNRddzAK (GKS 1S& &aSOda
2F [ATSQ | yR f 2 2aredliséd, dx@oged and iaterroddedyirQe Lt S & | NJ

Memoirsand beyond.

" Nadel, p. 68

%81 Anon.], Review oThe Pickwick Papers S {NEviMieekiMessenger3 September 1837, p.67.

% william Deacon], [Review @liver Twist TheSue M { SLIGSYO6SNI mMmyoTs LI® 0T ¢
9 E | Y ATYiéERaRiBer10 September1837, p. 581.
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WI RYANI 60fS a]1SGO0OKSa gAGK ¢ KA/ONHZAKISE KIH yEa| G F |
drawings

IntheMemoirst Yy dzYo SNJ 2F / NHzA { aKIFy1 Qa8 RN} gAy3Ia 62 NJ
wider theme ofthe theatrum mundi Yet critics are also divided on the quality of this

pictorial contribution.The Monthly Magazin® f t SR G KS F2dz2NIISSy Af f dz&
most felicitous in design and perfect in execution that have ever emanated from the pencil

ofthatwell| Y2 6y | NI A & S yliy B & QEINGIIBEY (0IKySR WI RY A NI

iOKSa 6AGK 6KAOK K S™®Siilarly, shbAthezielimidview@R D NX Y I

Qax
—5
w»

w»

& 08 DS2NET /FNHRA (TadK/1 QY

w»

GKFG GK

w»

TSSt walSidoK

ax

However, the less favourabR Sy G f SY I y QRS Gf FANB R yiSK I T WG KS Ay A
I NHZA 1 A KF Yyl ©OX8 KFa y2i LINBRIOER FoAAYVALSARE 6

attributed to the poor quality of the source materia.

a I NI A y sRedizatioSsh \Work on the interplay between word and image, considers

0KS GSNY WATfdaAGNI GA2YyQ YR GKS ARSI 2F WAff
illustration and a realisation and defines an illustration as something that embellisaes th

text, adding further detail and extending the meaning, whereas a realisation is a less

mediated presentation of the text in pictorial form in order to make the depiction of the

idea seem more realistic and closer to the viewer. Meisel feels that théa@ngh century

alg Ly WSEGNI2NRAYINEB RAIFf23dzS 2F fAGSNI NE |
AYLJzZ aSa 2F NBFfA&AlFIGAZ2Y OWIAGAYI O2yONBGS LIS

0 WA y (i S NOWIS G EIahyran¥bck supports thisew and comments that this

9 Monthly Magazinep. 435;. Sy (i f S$& Q§JureldBO . & | v &
18 Athenaeum 3 March 1838, p. 165.

DSyt SYFyQp4wsl AT Ay S

%3 Meisel, p. 32.
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RAFE23dz28§ F2NX¥YSR (KS WwWOdzA GdzNI £ GSEG dzll2y 6 KA O

LINEOSaaAy3d GKSANI® SAGKSGAO SELSNASYyOSaQo

Meisel identifies both Dickens and Cruikshank as key figures within this dialogue, whereby

the pictures ® 02 YLI yeAy3d GKS y20StAadQa 62N)] 6SNB y;
0dzi Y NN G§ABS SYyNROKYSyiGs G2 ({*BHistoricdlixkS &G 2 NB
Dickens had actually started work Bickwick Papefs & (G KS WA f f dza (sdNdf G 2 N A
GKS GSN¥Ys FRRAY3 GSEddz f &dzZIR NI G2 { S&Y2dND
in a similar way with Pierce Eganldfe of Londod my H M0 ¢ KA OK G221 / NHzA |
material as its starting point and added the text afterwards. Mkikus argues that

/| NHZA { a Kl y]1 O2dzZ R 0SS O2yaARSNBR |y WIdziK2ND 2

KAYAStT Ay NBE I (i Rodvef of ichdofl80)® ' Ay & 62 NI KQa

If we analyse the pictures in tiidemoirsbased on this conceptual framework they could

0S alFAR (2 LISNF2N) GKS NRtS 2F AfftdaAGNI GA2Y
concerns with theatricality. Here Cruikshank was continuing a method that he had used

previously irSketches by Bpwhich Axton describes as a text inflecteéd b Wi KS (G SOKY A |j
2F GKS SINIeé& =+AO%m@NAdisolssibdof thizrelatihshiKbStivaers N @
5A01SyaQa GSEG FyR / NHZA(laKFy1Qa RN}gAYy3IE | Af
on complex conventions, which include not only modes apfic representation, but also

GKS aGSNB20@LISR LIR2asSa 22BauddafresimityassociatgsR LI y (i 2

*%v/lock, p. 19.

1% Meisel, p. 53.

188 Axton, p. 37.

%73 Hillis Miller¥ ¢ K S CA O A Skgfches by BpdBivef Thviat YWYR  / NHzA 1 a Kl y1 Q& Lf f
in Charles izkens and George Cruikshank: Papers read at a Clark Library Seminar on Mapp 1970

J Hillis Miller and David Borowitzg¢s AngelesWilliam Andrew Clark Memorial Library, Warsity

of California,1971) pp. 269 (p. 52).
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/ NHZA { aKIF y1 Q& RNI ¢gAyIa 6A0GK GKS LI YyIi2YAYST I a

mimes his part in a frenzy and ferment, like a pantoed: O (i'? N ®

.FaSR 2y GKSaS YdAZ GALX S O2y @Syl Bketghesby G LI | &

BozZ | AfftAa aAfftSNIARSYGATFTASa I GSyarazy o0SisSe
2F 3SaGdNBT SELINB&&AAZ2Y I | yeRpoyed)@fihEgesir@to I y R A i
LRNINIEe NBFfAGEDd hTOUGSY / NHA1AKFY]1Qa FAIdzNBA

FR2LIGAY3I W 3ISadGdNBE 2N LRAS GKFG O2dzAZ R flad

NB (i fNBAQ df the characters in thBkéchesare caught irtableauxat arrested

moments of action or reactiog¥ 2 NJ SEI YL S Ay W¢KS ¢dzaA3aQa | i

ladies are caught midxpression, with their mouths open in shock at the suspended tussle

between Joseph Tuggs and Captain Weked® LYy WaNJ aAyya | yR KAia /[ 2
OF LG dzNBa GKS Y2YSyid 6KSy Waiyya fSIFLI FTNRY K
RAaOKF NHS T NER Y ¢Hhut sibws highrmjelda® from Ihi§ anar i fis mouth

wide open in surprise with his amusednepanion Budden midaugh®”

If we consider the twelve main illustrations of tMemoirs, four of them directly realise

I OdAz2ya 2y GKS adGlr3sS owwz2SQa dzy SELISOGSR GAaai
W[ APS LINE LIS NI A S avidlle dngfrier fourdligsBatefsteded frofn the taxOhy >
SYLKIaAaAy3d 5A01SyaQa GKSYSa 2F GKSIFGNROKTE A
OWal aGSNI w2Se 3I2Ay3 G2 @GAaAirild KAa D2RLI LI QI Y
LJzo f A 0Q | yORA WHKRIIQOIININSNIG KS NBYIFAYAYy 3 F2dNE

totableauxo Wa NJ al Ol Ay (i2aKQa 020SeQx W[ A1S al 4ddSNE

8 KNI Sa . | dzZRNBIAANS I | YEh&Phistet M MedérsiLde ahd/Other Essays

ed. by Jonathan Mayne (London: Phaidon, 1965), p. 189.

WycaAOtAzy 2F wSHEAAYQS LI® pT®

K1 NISa 5A01S8yas WaBk 04 By D3 edViy Mikhia SlaleB ppa A Y QS A Y
306-315 (p. 309).
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0§KS DAIFYGaQWt KISy R  ZWSIND T2 YK A OK akKz2ga |y

carriageg; fallsoutside of these categories.

The second group of drawings is perhaps the most interesting, occupying an intermediate

position which is neither of the stage nor entirely apart from it. It could be argued that

within these pictures Cruikshank provides afreada G A2y 2F 5A01SyaQa GSE
scene closer to realitygndan illustration of his themes of thiaeatrum mundi They also

operate agableaux those key intersections between the pictorial and the theatrical, which

Meisel describes aswheki KS | QG2 NAR aGNR1S +y SELINBaairgs
configuration that crystallizes a stage of the narrative as a situation, or summarises and

Lidzy Ol dz 6 S&a AG@ F2N) G§KS | dzRASyOSo

Therefore the rest of this chapter will refer to the drawings at@mpiate points, within

the context of the text around them, in order to demonstrate their illustrative qualities.

[I. Pantomime characters and their audience

Aniy NP RAzOGA2Y (G2 We¢KS tlyd2YAYS 2F [AFTSQ
Dickengs N2 1S We¢KS t | yi2YAVE7aumbefok BFOt P2RAGKS 3 DISH

to supplementthe page countg KSy G KI (i Y2y (GeaTwistglghort. t YSy 4 2 F
Although Michael SlatercknowledgsthatA (i ¢ & | WYWKINE& G 5 ¥ @Bctalidl QG Sy Q
arguesii K I (i fludnily-6 N& (alicyy®@ & o6S aSSy Fa | a2Nl 27F | NI
5A01Syaz 2dzaAadAFTeAy3d (KSESESdnEGneiakd récoghisesSits G NA O €
GARSNI @FtdzS 6KSYy KS O02YYSyida GKFG GKS WHaazo
pantomime and our everyday livesifhin it] is essential in terms of the carnivalesque in

KA & B’ Moldoer, Axtondraws parallelsvith Sketches by BpZhe Pickwick Papers

" \Meisel, p. 45.

“Charles Dickengp. 95cbc T Wt F yG2YAYSQS LI pnnd
173 Eigner, p. 14.
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andOliver TwisE Of F AYAyYy 3 (KI G @pdak ® offetaysuimendiyioftBe 2 F [ A
ideas that occupiedthg 2 @St AaiQa YAYR RdzZNAy3a (GKS LISNR2R

g2f dV'SaQo

Axton and Eigner use this essay as a catalyst for consideririgeieum mundiin

5 A O1 Scyioa iutherditioffersanother framework by which to interrogatthe Memoirs
andconsi$ NJ K2g 5A01Sya dzaSa (GKS fAFS 2F DNRYI f R
X]oSG6SSYy LI YyGE2YAYS | yR 2 dzNBaSh#ed Nibitdel latdbefdieh 0SS a8 Q ®
For example, David Mayer regarttee Memoirsl & W1l y [X}itbeDdedity i

demonstt 4 S GKI G DNAYFfRAQA Ylyeée LISNB2YFf YAaF2N
O2YAO I & | yandPouacS jAdMK/OENESIQ OF t £ & DNAYIF f RAQ&a

2 F S BN M¥esdigation has yet gone furth&r.

5A01S8ya 6S3aAya QOKGAUKYGYFYBESI2TIGARY 2F KAA
pantomime as a form of entertainment. This gempeals to Dickens because it is

associated wh times of celebration, fug ¥ riéd@nid manyO2 f 2 dzZNB R Ganda LISO G | Of S
evocative of childhood. But the deepeyason for his interestis thétA & WI Y IRNNRERNI 2 T
it is so to audiences generally, although they are not aware of it[.ahthis very

OANDdzyaildll yO0S A& GKS &aSONB( 'OHedeDBkersT G KSANI Y
attributes a power thatwad NI RA G A2y f £ & O2y MeKSR Si 25 yURS NaR2 Al
the first and now, was and is, to hold, as 'twetiee mirror up to N (i dzh Qopular

form of entertainment™”’ Through thecourseof the essay he develops this idea by

carefully interwé Ay 3 RSLIAOGA2Yya 2F LI YyG2YAYS &a0SySa

174

Axton, p. 39.

”® DavidMayer, Review offhe Memoirs of Joseph Grim&di Théatfe NotebooR4.1 (1970)p.

41; DouglasFairhurst, p. 301.

Yoyt |+ y G 203008 Q

Y7 william Shakespearéjamlet ed. by G. Blakemore Evans and oth&he Riverside Shakespeare
2" edition (Boston and New York: Houghton Mifflin, 1997), 1lI: ©221p. 1209.
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life, without immediately telling us which is which, to show how the stock types of

pantomime have identifiable redife counterparts. The rest of this section veidinsider

each patomime figure i turn, but will first examine theother participants within the

theatrical dynamisvho areS |j dz £ f @ LINPYAYSYy(d 6AGKAYy the2 (i K W¢ R

Memoirsc the audience.

WL a (KA &Thd ahriipfesehck & Sdau@iencemob

DAO1Sya 06S3Aya WeKS t | yiRAYRONT & Rh§ iy [oyeQ RS
WO2YT2NIi 6t S Ay AR divya (i K30 SErRIF ERIrBISE Y 6§ S NE
KAa F220Ay3 YR &0dzyof S a&nbhthé sfageAtihs pomiBedsS | f SR
aS0h dzZlRry o0& | Wy2Aae thedRusement df tDhaddizicsh® N2 6 RQY Y

WNR I NRZ 0S02YS W02y @dzt aSR 6AGK YSNNAYSYy(HQ |y

5A01Sya GKSy RSaONARO6Sa GKS al YSsavedhryaS Ay (KS
variety of locations, such abé Stock ExchangaCitybanE 2 NJ I (NJ.BSaYl yQa &
cruciallyA y 1 KS WoeBethé audiedcd IraRsfbrm from merelypassive group of

aLISOGFG2NAR (G2 0S02YS (GKS YRO WvKRELFT yYRKESt NI
YIye fAS84a Kdzvof SR 08ySHiK G(KSYQdneoushi KAy §KS
actors and observersfa | N] K2g SIF3ISNIeé GKSe& aSid dzl2y KAY

ikKSe Y201 YR RSNAR®S KAY I a KS atiayla lgkeqQa

Dickens also degbes this aggression the Memoirs For example, thenob-audience
treat a very real and violent beating that young Joe receives onstage as part of his

LISNF2NXYIFyOSe® ¢KSe& NBIFNR (GKS (KNI akKiay3a 27F w2

Byt | yi2YAYSQS LI® pamo
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mostcapita@ 2 1 SQX fF dzZAKAYy3 FyR FLILX FdzZRAY3IAT gKAES

WLISNF SOt e GFYRENDUAT R2LIEEHB2NY a2 yI GdzNI ff2Q

This episode is entirely appropriate to the black humour of RegenayHitsh was regularly
reflected in the pantomim@ CA Yy Rt GSNJ RSaONARoSa Al Fa WwWry |
quotes the horrified reaction of theatrgoer Rolert Paulet, whadespaired at thdact that
Lldzof A O SESIOGDA@&yaSik SNES WSEG RADSNEAZ2YE (2 ({
can see anonkey dangling from a wire, or a fellow creature expiring at the gallows, with

Sljdz f dzy*toackesSimyewibuld make a similar connection betwa¢neatre

audience and a mob at the execution on several occasions, for example in his deseription

2F ClL3IAyQa fFad Yz2Y ydthe muldlete@Sourvoigi€Eindlater 1 KS SES
Ffa2 1jdz2dSa ! NIKdzNJ . NBEFyGsS LRAYGAYy3d 2dzi K25
GKNRBG | RNHzyl AYy | Rdzy3IKAf X maldandofhisdod S O2

YR &a6SIFNJ Ay G(G(KS LINBaB8yO0S 27 tFrRASaE FyR Of SN

In the MemoirsDickensagain demonstratethat the persistent presence of@otentially

malevolent audience is not confined to the playhougeung Joe pays Sumlay visit to his

grandf | (1 K S&Ndarie whicyf has interesting parallels with the episode where Qllivist

is sent to thebookseller by Mr Brownloww2 S Q& FI G KSNJ Wgl & Y2aid | yEA
ddzLILI2 NI GKS ONBRAG 2F KAA Tl YAfdwrefdlyforai KSAS 20O
publicperformancein whichhe will temporarilyelevate his own social status by apiig t

manners of adults. GrimaldSS/ A 2 NJ LJ- @a 3INBF G FdaSyadazy G2 GK
W FGSNI IANBI i wWwiSdrsdtdionlwiihialldl #hd DickdRs eXpends half a

L3S Ay RSAONAROAY3A (GKS 02aiddzyS 2F WiKS tAdGGT

[LJFNGAFAOALE FE26SNRQX R2gy (2 W- tAG0GES OFy.

" Memoirs I, p. 15.

18°.Joseph Cradockjillage Memoirs(Dublin: Wilson and Mills, 1775), p. 67.
181 Grimaldi p. 139.
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Ot26ya YlIe& R2 yRUEENNSIR yaddzek Gika 14890 XYt € g G
GKSFGNAROIf X 68 adz2llll2asSQs 5A01Sya ¥Hiadikd NR dzy R4
Twist Brownlow provides for Oliver similar set of stage props: W02 YLX SGS yS¢g ad

anewcap,andame LI ANJ'ZFT akK2SaQo

2 KSy wW2S Aa Walr1Sy Ay F2NJ KAa FlFIKSNRa AyalLlS
in his new athes), the old man is pleased. He gihesson a guinea to carry in his pocket
and acknowledgsti K i KA & a2 yaF® NIk SIrABNR Gl ta yNlgy O2 Y LI S

you are a gentleman, and something mgrgou - @S 324G | 3IdzA Y81 Ay @& 2 dz

Bath narratives describé KS 6284 Q 2dziAy3az 6KAOK dzy SELISOIG S
from their respective audience®nce outsidevV2 SQ& y S ¢ &ndzadiatelz ¥ Of 2 1 KS &
WSEOA G SR 02y a bhuRtBidNirmedtoSnodkezNaHraharidenitation as his
performancewas 31 Ay YAAAYUISNILINBGSR® IS Aa O NR2dzaf &
F2N I RIFyOSIQU | FHRA WIRANRaEE thahyiewing in status througtshi
performancehe is diminished; themoeb dzZRA Sy OS WwWO2dzA R y2i4 KSft L) f I c

saying how ridiculous itwas to trustichk  OKAft R Ay @#KS aidiNBSiGa |t2y

/| NHzA 1 &Kl y1 Qa | 092 Wallt i SyWNA WRISRdzHENIYEA 21 2 DA aA (
and develops these themes further. It shows the small figure of Joe promenading along the
pavement as the very model of deportment, wih upright head looking forward and

solemnly aloof from the crowdaghering around him. He is very mughy’ G KS NRt S 2 7F

2 0 a S Nl dR Gxtracted an audience of over a dozen people, the majority of which are

carefully delineated in the illustration. For example, a woman clasps her hands together as

182

Memaoirs |, pp. 2621.

'8 Charles Dicken§liver Twisted. by Fred Kapla.ondon and New York: Nortoh993), p. 96.
18 Memoirs I, p. 21.

'8 Memoirs |1, p. 22.
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if in anxiaus pr& S NJ T 2 NJ (i Kafid teo2aleRfigures brd& i8 doBversation, perhaps

discussing the spectacle before them.

The group of figures immediately behind him include a ragged collection of boys that

consttute a proletarian mokaudience, whanenacingly ¢ I N¥ Wal 3G SNJ w2Se&Q |
G22fta 27 O NRA 2 dza -dctdwBsSardly awgng@able dr gefitekl ohed | 0 2 &
0dzi KA& FlIOGKSNRE AyaAraiuSyoS GKI (raskwith a2y Aa
these boys. Finally, in the centlisalarger figurewhose jaunty hatgoloured nose and

slightly irregular eyes suggeditunkenness Joe is trappean all sides bytis motley

collection as well as by railings, a closeddand a brick wall in the bagkound. He is

forced to perform in the public spacand is at the mercy of their interpretation.
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Figurel: George Cruikshank, 'Master Joey going to visit his Godpapa' (1838noirs

Ly 5A 0] Sy aésienghéniiMg diaindiiGallyiihen Joe gives his guiato a poor

womaninthe street YR Wl 3ANBI G ydzYo SN w2F (GKS ONRGRB (

AK2dziAy3 FyR AGFNRY3 08 (ickéstad byeetamiy frlrdNy S & d € &
whocarrisKAY (2 KA & 3 NheleRRISDRKS NIB bl duRaNdFang 1@ is

Lddzf f SR W2FFadlk3asQ (2 @P2AR (GKS NJ}3IS 2F GKS |
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h f A @iliMiperformanceis also a failureas the crowd on th street ignore his new
costumeand are more inclined to believe the performanaddis assailantBlancy and Hi

ht AGSNI A& RSaA3IyriSR Fa | Watkhemb&sobtheS § OKQ | YR

(p))

cowdandh & FAYlFffe W2@FSNILRSNBR o6& (K O2y @A OUA:
GKS KINRSYSR fAlGfS ¢'Rané ddevolesdt redctivaf thRS & ONA 6 SR

audienceisno less signifant than the brutality of Sikes and is what finally beats Oliver

Hillis Miller interpretghis scene in similar terms and recognibesv the distance between

L I @8SNJ YR FdzRASYOS KI & 0S5y oGB2NAfyHGLEAS RRAF | (1K S5
Wi dz2NYy SR Ayil2 | K2adAftS ONRGR 6KAOKI y2 f2y3S
LINRGF 32y Aald | yR K @vér awiskhe Y-ntBrtidaywashprefigBrddBn A y

the Memoirsis fully S I f AtBe&iRDfthémok & y 204 aAiAyvyLX e G2 OF §OK K
him to death. TheN2 6 R W22 & (i f StavwarddOyivBr, astbwiil Sufiralef hn2oQ

ONHza K KA AT AG OlFlyQo

/ NHzA { &Kl y {1 Q& R NIOWér Yuastehfdrced tkesaiidedsitol 8lgo&chdey

the Memoirsillustration. This time the figures are fewdyut are more tightly closed around

iKS 06283 6K2 A& FENI FNRY G(KS +Ff22F yR adsSIR
sides by Nancy (left), Bill Sikes (right) and even Bullseye (centre), he loaksisipvith

visible anguish. The composed posture of young Grimaldi is replaced by Oliver desperately
clutching on to the books that serve to represent his mgeateel life with Mr Brownlow,

Fd 2LIIRAEASR (2 (K NewdaeCalen8dgrovidstiBy FagiKdahe S R Q

smarter setting of theMemoirsillustrationis replaced by the more squalid doorway of a

beershop. With its gaudy signageA Yy A GAy 3 AdGa Odzald2YSNAR (2 0S5

[sid) the shop front and doorway franthe scene like a prosoam arch further

%8 Twist pp. 107108,
YW I AffAE aA TG NE4SMALIOAMBEBE NI ¢ s AAGQ AY
188 Twist, p. 140.
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underscoring its theatrical nature. The crowd longer keep their distancegwo of them
have grabbed the bognd one of them is the nightmarish distortion of theerry drunkat
in the Memoirsillustration, aghe benevolent smilds replaced by the grim features of the

heavydrinking Bill Sikes.

Figure2: George Cruikshank, 'Oliver claimed by his affectionate friends' (18B@jist
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This picturewassufficiently theatrical to bee-createdas a strikingableauin J. Stuart

CfF Ol 02y Qalap@atvrd®Sy i FAL Y

Figure3: J. Stuart BlacktoyOliver Twist(1909)

Grimaldiis revealed to be dependent on this malidience and their variable judgements

throughout his lifeEven beforeheismrng S KSIF NJ K2 KA & Tl GKSNRa Kz
threat during the Gordon Riots and was only saved by a door sign declaring that the
AYKFOoAGlIyGa KIFEIR Wb2 wSft A 3ihtRey1846 éditior(upported 2 KA G SK
by Miles) turns this mob of riets intoa theatrical audienc& 2 NJ ¢ K2Y W2SQa Tl (K
LISNF2NY FT2NJ KA& 26y adNDBAGEEY WiK$PGpus SNB | 6 2
his head out of the window from the second floor, and making comical grimaces, called

2dzis GDSRAMSREWE K2 dza S RSNB 0 SceypproBF( AIA2y |

¥ Oliver Twistdir. J. Stuart Blackton, Vitagraph, 1909.
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this performancd YR W[ | dZAKAY 3 |4 GKSANI YAaGl1ST GKS Y

GKNBS ¥®dzZ 1T aQo

The mobaudience reappears in the episoaewhich the corrupt beadle Old Lucdaies to

arrestJoeon trumped-up charges. Significantll, K SA NJ I £ G SNOI (i A-R¢ 2 RN O dzNA
situating the event at the border between the theatre and the real wotldoe is

accompanied by his fellow actorgho resolve to support hi against the flse accusations

and they initially form an audience, engaging Lucas in a queatiswer exchange more

ddzA GSR (2 GKS adl3Se C2NJ SEFYLX ST [ dzOl & Wt 22
ready; in answer to which question the whole party shouted 2 th@emeidous
emphasi©@DuboiQdismiss f 2F [ dzOlF 8 Q& Of I A ¥ndl hiskspeeddisad G Ay F
FdzZf £ 2F G KS ILaokFerd, ILucds.d ek afelaRadscodndre]l. ] take yourself

into custody and take yourseiff under penalty of R dzO ]We Wra térisdled of the

presence of an (evegrowing) audience atthispoit KSy ¢S I NB (2t R GKF G ¢

WEaLISSOK g1 a8 NBOSAOSR 6AGK | akKz2dzi 27F | LILX | dza

>

08 a4SOSNIf ARfSNA K2 KFER 3IFTGKSNBR NRdzyRQ®

After a lengthy argumenibetween Lucas and Joe, in which the audiea@constantly

encouraged tgarticipate (much in the spirit of Regency theatre), we are told ¥t K S
YdzZaGSNJ 2F LIS2LX S O2ft SOGSR I NRPdzyR KIFR AYONSBSI
begun to press round the main protagoniséd the climax of the sceridii KS 2 NI (2 N 5 d

addresgs the crowd in defence of Joe apdts his theatrical skills tpractical use by

reseh YK SV £ 2dzRS& 0 1Se 2F KA&®G2A0S F2NJ GKS 02y

% Charles Dickens/emoirs of Joseph Grimaldid. by Charles Whitehead, 2 vols (London: Richard
Bentley, 1846)l, p. 10.Further references are given &emoirs (1846).
191 .
Memoirs I, p. 138.
192 Memoirs 1, p. 140.
1% Memoirs I, p. 12.
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Rousedy his wordghe audS y OS (G NI y & T2 NY hagislikasdoivktBe Y20 Q |y
AGNBSG Ay | YFEYYSNI NBYAYAadOSyWiRASEH OBA AlyS ydit KS
tFyGd2YAYS 2F [AFTSQY az22y GKS ¢6K2fS | NBF WNI
those which had assailed the ox in the morning; and Mr Lucas made the best of his way to

his dwelling, amidst a shower of mud, rottapples, and other such missi@¥'

On another occasion, whileurrying to a performancejoe has to run through the streets

in his full costume and makézLJP ! & &a22y & KS A& NBO23IyAasSR
the mob, shouting, huzzaing, screaming out his name, throwing up their caps and hats, and
SEKAOAGAYT SOSNE YIYyATSaldldAzy 2dakfalyIKEi QP
has to resort to the same strategy as his father to placate the mob by giving an impromptu
LISNF2NXYI yOSY WadzRRSyfeée LR1Ay3d KAa KSIFIR 2dzi 2
welll y26y fFdzZ3KaQd . SOF dzaS Wargxpéctatnsibe\Nder NY SR |
aFrdAAFASR YR WNIA&ASR Ylyeée NRIFINAR 2F I dzAKGSN
destination. To finally emphasise the intelation between the crowd outside and the

I dzZRA Sy OS AyaARS3Z 5A 0| S$yiall mondyfrdsked rdead taithiel G W& dzOK
gallerydoors, and [made] their appearance in the front just as he came on stage, set[ting]

dzLJ I 02A&8GSNRPdza aK2™zi 2F a1 SNB KS Aa | 3FAyHE

CKS O0O02YLI yeAy3 AffdzAONI GA2Y W! LIISAcNdk y I A Y
a performance and the crowd in the street are conflated into a single group, occupying

both positions simultaneously. Within his stageach Joe appears on another kind of stage

as his head is framed by the window from which he leans out. This isdime focus of

FGGSYydAz2y FT2NJ SOSNE 20KSNJ FA3IdzNBE Ay GKS LAOIG

194
195

Memoirs |, p. 143.
Memaoirs 11, pp. 8839.
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coach to the more privileged members of the audience seated on the coach at either side

of him.

Figured: George Cruiksank, 'Appearing in Public' (1838)lemoirs

7

5A01SyaqQa O2yFtr A2y 2F (GKS NI dzO2dza Y20 2F
just an imaginative construct and, in fact, carried a strong historical precedent. During the

Wht R t NA OS Qdi18102hé theaeTudiendeechmethg mob and angrily
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protested against price rises in a way that entirely shattered the boundary between stage

and audience. In themoirsDickens describes these events and shows how people in the
audience used their owperformances as an act of protest. Audience members assume

ySé NRfSaxr adzOK a GKS YIy ¢K2 WNB3ILFESR KAYa
NFGGftSQ YR Y20KSNJ 6K2 NIXy3 W fFNBHS RdzalyYl
of arm quite astoundingi 2 I £ f '6°$hi abseR/&NiEaddbecome the observed, and

vice versa.

| AfftA&d aAffSNI y2i(Sa (KISKetchekty Bp#hatKadddod [N NB G dzNy/
comes to seem a place where everyone is in one way or another engaged not in productive
g2N)] o0dzi Ay LISNF2NXAYy3 2Nl gAdySaaryd alOSyiro
the worldview of theMemoirs®®” As well as these larger mobs there are many examples of

w2sS 6SAy3 a1SR (2 WLISNF2N)YQ -FdnhhkeEarldfS F2NJ (K
5SNbe Ay GKS INBSY NR2Y (2 || WNBGYSNBYR 3ISyit

the expectation that he will perform at the table.

Another scene in which Joe seems trapped into performing outside of the theatre is the
barbershop sene. Indeed Dickens underlines its suitability to stage performance when he
O2YYSyita GKIG w2S WAYGESYRSR (2 KI@2%°Thdi Ay idNER
desire to take the performance off the street and onto the stage also represents an

attempt to limit and contain it; but as we have seen such an attempt is futile. The episode

is told in a narrative that often reads as a series of stage directions, with stylised dialogue.

% Memoirs 11, p. 80.

YycadiAaz2zy 2F wSIEAAYQS LI® HmMO
1% Memoirs I, p. 142.
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For example when Joe returns to the shop for a third time to see ibénber had

returned:

The girl was still sitting at work; but she laid it aside when the visitors entered,

and said she really was very sorry, but her father had not come in yet.

WeKIGQa OSNE LINP@21AYy3IQYX &4FAR DNRYIFfRAZ Q

GKNBS (GAYSa | f NBFR&Q®

The girl agreed that it was, and, stepping to the door, looked anxiously up the

street and down the street, but there was no barber in sight.

W52 @2dz glyd (2 4SS KAY 2y lyeé LI NIAOdL |

friend] Howard.

W, £ Saa Y& KSINIH b2z y20 LQYX &4FAR DNAYI

W{KI PSR aANHQ> ONASR (KS IANI ® WhK: RS

z A

NJ

R.

NJ

42 0SF2NBH C2NJL R2 Y24d 2F (KS akkg@giaya T

6KSY KSQa 2dziQo

Thisconversation is wholly unnatural for a real exchange but it is quite suitable for the

RAFf23dz2S 2F | LXleéd 2KAES o0SAy3d akKlk @gSR (KS
02 YLzt &A B S
G GKS 2 RRA (™ »&findiykghbes i tddislpedoinitiiesitle and when the

NB I ¢ F NDSNJ NBidNYya KS RAZO20SNE W2S WoilK

(@]

0

RSAANB (2 LISNF2NY | yRncgtSlaugihNs (2t R

Y2ad SEGNI S Iyl FIL0O0Sa 238N02YWKAL St Kil2is SW iOkp

% Memoirs, Il, pp. 143144.
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gentleman as was being shaved, was out of sight the funniest gentleman he had ever

asSs8Y oo

¢tKAa a0OSyS Aa AftfdzaldNIGSR Ay We¢KS . I NDSNDa {
performativity and the presence of the audience. Joe is agaihS F2 Odza 2F KA & | d:
attention and the whole scene is shown in a-amtay view resembling a stage set with a

subtle proscenium arch across the top that foregrounds its theatricality further.

Figure5: George CruikshankThe Barber Shop' (1838YJemoirs

2% Memoirs I, p. 144.




































































































































































































































































































































































































































































































































































































































































































































































































































