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

²ƘƛƭŜ ŀ ƴǳƳōŜǊ ƻŦ ǎŎƘƻƭŀǊǎ ƘŀǾŜ ŘŜǎŎǊƛōŜŘ 5ƛŎƪŜƴǎΩǎ ǇǊƻŦŜǎǎƛƻƴŀƭ ŀƴŘ ƛƳŀƎƛƴŀǘƛǾŜ 

relationship to the theatre and popular entertainment, few of these studies have attended 

ǘƻ 5ƛŎƪŜƴǎΩǎ ƛŘŜŀǎ ƻƴ ǇŀƴǘƻƳƛƳŜΦ aƻǊŜƻǾŜǊΣ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǘƘŜ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴ ǘƻ 

ǘƘŜ ŦƻǊƳŀǘƛƻƴ ƻŦ 5ƛŎƪŜƴǎΩǎ ŎƻƳƛŎ ŎƘŀǊŀŎǘŜǊǎ ƛǎ ŀƭǎƻ ŀƴ ǳƴŘŜǊ-studied field.  

The first half of my thesis focuses on two early works that determined DickeƴǎΩǎ ŀǘǘƛǘǳŘŜ ǘƻ 

the form and ideas of pantomime. The Memoirs of Joseph Grimaldi (1838), the biography of 

a Regency actor who popularised the role of the pantomime clown, is a largely forgotten 

ǘŜȄǘΣ ŎǊŜŀǘƛǾŜƭȅ ƛƴŦŜǊƛƻǊ ǘƻ ƳǳŎƘ ƻŦ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΣ ōǳǘ L ǎƘŀll argue that it can be read as a 

ǿƻǊƪƛƴƎ ǘƘǊƻǳƎƘ ƻŦ ǘƘŜ ƛŘŜŀǎ ƘŜ ƘŀŘ ǊŀƛǎŜŘ ƛƴ Ƙƛǎ ŜŀǊƭƛŜǊ Ŝǎǎŀȅ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ 

(published in March 1837) around the theme of life as a theatrical performance. Moreover, 

through a close comparison of the Memoirs with the two novels of the same period, The 

Pickwick Papers and Oliver Twist, it is possible to identify a clear line of thematic and 

stylistic continuity. 

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

5ƛŎƪŜƴǎΩǎ ǎǳōǎŜǉǳŜƴǘ ŦƛŎǘƛƻƴΦ L ŜȄŀƳƛƴŜ ŀ ƴǳƳōŜǊ ƻŦ 5ƛŎƪŜƴǎΩǎ ŎƻƳƛŎ ŦƛƎǳǊŜǎ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 

ǘƘǊŜŜ ǘǊƻǇŜǎ ŦǊƻƳ DǊƛƳŀƭŘƛΩǎ ǊŜǇŜǊǘƻƛǊŜ - excessive consumption of food and drink, 

ǘǊŀƴǎŦƻǊƳŀǘƛǾŜ ŎƭƻǘƘƛƴƎ ŀƴŘ ǎƭŀǇǎǘƛŎƪ ǾƛƻƭŜƴŎŜΦ ¢ƘŜǎŜ ǘǊƻǇŜǎ ŀǊŜ ǇŀǊǘ ƻŦ 5ŜōƻǊŀƘ ±ƭƻŎƪΩǎ 

ΨƛƳŀƎƛƴŀǊȅ ǘŜȄǘΩ ƻŦ ±ƛŎǘƻǊƛŀƴ ǊŜŀŘŜǊǎ ŀƴŘ ǘƘŜŀǘǊŜ-goers, which carries its meaning beyond 

the playhouse to the novel. 
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On 1st June 1837, the famous pantomime clown Joseph Grimaldi was found dead in his 

chambers at Pentonville, London. The inquest declared that the fifty-eight year old had 

ΨŘƛŜŘ ōȅ ǘƘŜ Ǿƛǎƛǘŀǘƛƻƴ ƻŦ DƻŘΩΣ ŀƴŘ ǎƻ ŜƴŘŜŘ ǘƘŜ ƭƛŦŜ ƻŦ ƻƴŜ ƻŦ ǘƘŜ Ƴƻǎǘ ǇƻǇǳƭŀǊ ǇŜǊŦƻǊƳŜǊǎ 

of the Regency period.1 Meanwhile, in nearby Camden, the twenty-five year old Charles 

Dickens was mourning another death, that of his sister-in-law Mary Hogarth on 7th May, 

but was also writing monthly instalments for his first two novels, Pickwick Papers (1836-37) 

and Oliver Twist (1837-1839). 

Thus one artistic career had ended for good, while one 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 century culture.  

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

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

5ƛŎƪŜƴǎΩǎ ŀǿŀǊŜƴŜǎǎ ƻŦ ŀƴŘ ƭƛǘŜǊŀǊȅ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘƛǎ ŦƛƎǳǊŜΦ Lǘ ǿƛƭƭ ǘƘŜƴ explain the 

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. During that time he performed the role of Clown during the 

ǊŜƎǳƭŀǊ 9ŀǎǘŜǊ ŀƴŘ /ƘǊƛǎǘƳŀǎ ǇŀƴǘƻƳƛƳŜ ŎȅŎƭŜǎ ŀǘ [ƻƴŘƻƴΩǎ 5ǊǳǊȅ [ŀƴŜ ŀƴŘ {ŀŘƭŜǊΩǎ ²Ŝƭƭǎ 

theatres.  

¢ƘŜ wŜƎŜƴŎȅ ǇŀƴǘƻƳƛƳŜ ǿŀǎ ƳŀǊƪŜŘƭȅ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ ǘƘŜ ǊŀǘƘŜǊ ƪƛǘǎŎƘ ŎŜƭŜōǊƛǘȅ ΨƎŀƴƎ 

ǎƘƻǿΩ ǿŜ ƪƴƻǿ ǘoday. Pantomimes 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 

                                                           
1
 Richard Findlater, Joe Grimaldi: His Life and Theatre, 2

nd
 edn (Cambridge: Cambridge University 

Press, 1978), p. 225. Further references are given as Grimaldi. 
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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 figures ς principally Pantaloon (a 

villainous old man), Clown (his mischievous servant), Columbine (the heroine) and 

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

fantastical set-ǇƛŜŎŜǎΣ ŀǎǎƛǎǘŜŘ ōȅ IŀǊƭŜǉǳƛƴΩǎ ƳŀƎƛŎŀƭ ōŀǘ ƻǊ ΨǎƭŀǇǎǘƛŎƪΩΣ ǳƴǘƛƭ ŀ ΨŘŀǊƪΩ ǎŎŜƴŜΣ 

in which Harlequin and Columbine appear to have been defeated by Pantaloon and Clown. 

However, they are then transformed back to their original characters and the pantomime 

reaches a happy resolution. 

!ǘ ǘƘƛǎ ǇƻƛƴǘΣ ƛǘ ƛǎ ǿƻǊǘƘ ŎƻƴǎƛŘŜǊƛƴƎ DǊƛƳŀƭŘƛΩǎ ǎƛƎƴƛŦƛŎŀƴŎŜ ŀǎ ŀ ŎƻƳƛŎ ŦƛƎǳǊŜ ƛƴ ǘƘŜ ŜŀǊƭȅ 

nineteenth century. Sandra BiƭƭƛƴƎǘƻƴ ǎǘŀǘŜǎ ǘƘŀǘ ΨǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ DǊƛƳŀƭŘƛ ƛƴ ǘƘŜ ƘƛǎǘƻǊȅ 

ƻŦ ǘƘŜ ǇǊƻŦŜǎǎƛƻƴŀƭ Cƻƻƭ Ŏŀƴƴƻǘ ōŜ ƻǾŜǊǾŀƭǳŜŘΩΣ ŀƴŘ !Φ9Φ ²ƛƭǎƻƴ ǊŜƎŀǊŘǎ DǊƛƳŀƭŘƛ ŀǎ ΨǘƘŜ 

ǇŀƴǘƻƳƛƳŜ ƎŜƴƛǳǎΩ ǿƘƻ ΨŜǎǘŀōƭƛǎƘŜŘ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ /ƭƻǿƴΩ ŀƴŘ ΨǊŀƛǎŜŘ ŎƭƻǿƴƛƴƎ ǘƻ ŀ 

ƎǊŜŀǘ ŀǊǘΩΦ2 GrimŀƭŘƛΩǎ /ƭƻǿƴ ƭƻƻƪŜŘ ōŀŎƪ ǘƻ ŜŀǊƭƛŜǊ ǘǊŀŘƛǘƛƻƴǎ ŀƴŘ ŦƻǊǿŀǊŘ ǘƻ ŀ ƳƻǊŜ 

contemporary style of clowning; for example, Richard Findlater links him to the zanni of the 

ŎƻƳƳŜŘƛŀ ŘŜƭƭΩŀǊǘŜ, the rustic yokels of Elizabethan theatre, and the folk traditions of 

fooliƴƎ ŜƳōƻŘƛŜŘ ƛƴ ΨǘƘŜ Ŧƻƻƭǎ ƻŦ ǘƘŜ ŦŀƛǊΣ ǘƘŜ ƳŜǊǊȅ ŀƴŘǊŜǿǎ ŀƴŘ WŀŎƪ ǇǳŘŘƛƴƎǎΩΦ3 Similarly, 

/ƘŀǊƭŜǎ 5ƛōŘƛƴ ǊŜŎƻƎƴƛǎŜŘ DǊƛƳŀƭŘƛΩǎ ƛƴƴƻǾŀǘƛƻƴǎ ǿƘŜƴ ƘŜ ŎƻƳƳŜƴǘŜŘ ǘƘŀǘ ǘƘŜ ΨǇǊŜǎŜƴǘ 

mode of dressing Clowns and painting their faces, was then invented by Mr. G., who, in 

every respect, founded a New School for ClownsΩ.4 

                                                           
2
 Sandra Billington, A Social History of the Fool (Sussex: Harvester, 1984), p. 92; A. E. Wilson, 

Christmas Pantomime: The Story of an English Institution (London: Allen and Unwin, 1934), p. 65, p. 
77. 
3
 Grimaldi, p. 154. 

4
 Charles Dibdin the Younger, Professional and Literary Memoirs, ed. by George Speaight (London: 

Society for Theatre Research, 1956), p. 47. Further references are given as Professional Memoirs. 
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CƛƴŘƭŀǘŜǊ ŦǳǊǘƘŜǊ ǎƛǘǳŀǘŜǎ DǊƛƳŀƭŘƛΩǎ ŜǾƻƭǳǘƛƻƴ ƻŦ ǘƘŜ /ƭƻǿƴ ŎƘŀǊŀŎǘŜǊ ǿƛǘƘƛƴ ŀ ǿƛŘŜǊ 

ŎǳƭǘǳǊŀƭ ǎƘƛŦǘ ŦǊƻƳ ŀ ŎƻǳƴǘǊȅǎƛŘŜ ōǳŦŦƻƻƴ ǘƻ ŀ Ŏƛǘȅ ŎƻƳŜŘƛŀƴΣ ŀǎǎŜǊǘƛƴƎ ǘƘŀǘ ΨDǊƛƳŀƭŘƛΩǎ 

transformation of the rustic booby into the metropolitan Clown seems, in one sense, to 

ƳƛǊǊƻǊ ǘƘŜ ǿƛŘŜǊ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴǎ ƻŦ ŎƻǳƴǘǊȅ ƭƛŦŜΩΦ5 Grimaldi thus became an avatar for the 

audience to make sense of the changes in their own world, a role that would later be 

adopted by some of 5ƛŎƪŜƴǎΩǎ ŎƭƻǿƴǎΦ 

5ŀǾƛŘ aŀȅŜǊ ŀƭǎƻ ŎŀǘŜƎƻǊƛǎŜǎ /ƭƻǿƴΩǎ ǊƻƭŜ ǿƘŜƴ ƘŜ Ŏŀƭƭǎ DǊƛƳŀƭŘƛ ΨǘƘŜ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ƻŦ 

ŘŜƭƛōŜǊŀǘŜ ƳƛǎŎƘƛŜŦ ŀƴŘ ŎŀƭŎǳƭŀǘŜŘ ǎŀǘƛǊŜΩΦ6 ¢ƘŜǎŜ ǘǿƻ ǎŜǇŀǊŀǘŜ ŀǎǇŜŎǘǎ ƻŦ /ƭƻǿƴΩǎ ŦǳƴŎǘƛƻƴ 

ς an anarchic tendency and a considered critique of the times ς are also reflected in a 

Times ǊŜǾƛŜǿ ǘƘŀǘ ŎŀƭƭŜŘ ǇŀƴǘƻƳƛƳŜ Ψŀ ǊǳƴƴƛƴƎ ŎƻƳƳŜƴǘŀǊȅ ώΦΦΦϐ ǳǇƻƴ ǘƘŜ ǿƘƛƳǎ ŀƴŘ 

ǎǇŜŎǳƭŀǘƛƻƴǎ ƻŦ ǘƘŜ ȅŜŀǊΩ ŀƴŘ Ψŀ ǇƻǿŜǊŦǳƭ ŜƴƎƛƴŜ ς though sometimes a fantastical one ς for 

striking, sharply and rapidly, at the monstrosities ƻŦ ǘƘŜ ǘƛƳŜΩΦ7  For example, a common 

ǘŀǊƎŜǘ ŦƻǊ DǊƛƳŀƭŘƛ ǿŀǎ ǘƘŜ ŘǊŜǎǎ ƻŦ ŦŀǎƘƛƻƴŀōƭŜ ǎƻŎƛŜǘȅ ŀƴŘ ŦŀŘŘƛǎƘ ǇŀǎǘƛƳŜǎ ǎǳŎƘ ŀǎ ΨŦƻǳǊ-

in-ƘŀƴŘΩ Ŏƭǳōǎ ƻǊ ǘƘŜ Ψŀƴƴǳŀƭ 9ŀǎǘŜǊ Ŧŀƭƭ-ƻŦŦΩ ŀǘ 9ǇǇƛƴƎ CƻǊŜǎǘΣ ǿƘŜƴ ΨƳŜǊŎƘŀƴǘǎ ŀƴŘ 

tradesmen from the City played at being ŎƻǳƴǘǊȅ ƎŜƴǘƭŜƳŜƴΩΦ8 {ƻƳŜ ƻŦ DǊƛƳŀƭŘƛΩǎ ōŜǎǘ 

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

conduct and organisation of the military.  

/ƘŀǊƭŜǎ 5ƛōŘƛƴ ŀƭǎƻ ƴƻǘŜŘ DǊƛƳŀƭŘƛΩǎ ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ǇƻǇǳƭŀǊ Ǿƛǎǳŀƭ ŎǳƭǘǳǊŜ ƻŦ the time 

ǿƘŜƴ ƘŜ ŎƭŀƛƳŜŘ ǘƘŀǘ DǊƛƳŀƭŘƛ ΨƛƴǘǊƻŘǳŎŜŘ ŀ ǎŜǊƛŜǎ ƻŦ /ŀǊƛŎŀǘǳǊŜ {ŎŜƴŜǎ ǎƻƳŜǿƘŀǘ ǎƛƳƛƭŀǊ 

ǘƻ ǘƘŜ tǊƛƴǘ {ƘƻǇ /ŀǊƛŎŀǘǳǊŜǎΣ ŀƴŘΣ ƭƛƪŜ ǘƘŜƳΣ ŀƭƭǳǎƛǾŜ ǘƻ ǘƘŜ ǊŜƛƎƴƛƴƎ ŦƻƭƭƛŜǎ ƻŦ ǘƘŜ ŘŀȅΩΦ9 

Here Grimaldi operated as an eighteenth-century cartoon character as well as an actor, and 

ǘƘŜǎŜ ǇǊƛƴǘǎ Ŏŀƴ ōŜ ƛƴǎǘǊǳŎǘƛǾŜƭȅ ŎƻƳǇŀǊŜŘ ǿƛǘƘ ǘƘŜ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ƻŦ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪǎΣ 

                                                           
5
 Grimaldi, p. 157. 

6
 David Mayer, Harlequin in His Element: The English Pantomime, 1806-1836 (Cambridge, MA: 

Harvard University Press, 1969), p. 36. Further references are given as Harlequin. 
7
Ψ¢ƘŜ ¢ƘŜŀǘǊŜǎΩΣ The Times, 27

 
December 1825, p. 3. 

8
 Harlequin, p. 104. 

9
 Professional Memoirs, p. 102. 
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ǇŀǊǘƛŎǳƭŀǊƭȅ ǿƘŜƴ ƻƴŜ ŎƻƴǎƛŘŜǊǎ ǘƘŀǘ DŜƻǊƎŜ /ǊǳƛƪǎƘŀƴƪΣ 5ƛŎƪŜƴǎΩǎ ƛƭƭǳǎǘǊŀǘƻǊ ŦƻǊ ǘƘŜ 

Memoirs and several other early works, was an integral part of the satirical print movement 

alongside artists like James Gillray.  

5ƛŎƪŜƴǎΩǎ ƻǿƴ ƛƴǘŜǊŜǎǘ ƛƴ ǇŀƴǘƻƳƛƳŜ ƛƴŜǾƛǘŀōƭȅ ōŜƎŀƴ ŘǳǊƛƴƎ Ƙƛǎ ŎƘƛƭŘƘƻƻŘΦ Iƛǎ 

Introduction to the Memoirs ŀƴŘ ŀǊǘƛŎƭŜǎ ǎǳŎƘ ŀǎ Ψ! /ǳǊƛƻǳǎ 5ŀƴŎŜ wƻǳƴŘ ŀ /ǳǊƛƻǳǎ ¢ǊŜŜΩ 

όмурнύ ŀƴŘ Ψ5ǳƭƭōƻǊƻǳƎƘ ¢ƻǿƴΩόмуслύ ŎƘǊƻƴƛŎƭŜ Ƙƛǎ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ ƻǇƛƴƛƻƴǎ ƻŦ 

pantomimes in local theatres or on travelling wagons, and he even claimed to have seen 

DǊƛƳŀƭŘƛ ǇŜǊŦƻǊƳ ƛƴ [ƻƴŘƻƴΦ ¢Ƙƛǎ ǎŜŜƳƛƴƎƭȅ ƳŀŘŜ ƘƛƳ ŀƴ ƛŘŜŀƭ ŎŀƴŘƛŘŀǘŜ ǘƻ ŜŘƛǘ DǊƛƳŀƭŘƛΩǎ 

memoirs when the 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 version, with 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 reluctant, telling Bentley that the manuscript ǿŀǎ ΨǾŜǊȅ ōŀŘƭȅ 

done, and so redolent of twaddle that I fear that I cannot take it up on any conditions to 

ǿƘƛŎƘ ȅƻǳ ǿƻǳƭŘ ōŜ ŘƛǎǇƻǎŜŘ ǘƻ ŀŎŎŜŘŜΩ. However, he finally demurred after considerable 

negotiation and toƻƪ ǘƘŜ Ƨƻō ƛƴ bƻǾŜƳōŜǊ муот ƻƴ ƘƛƎƘƭȅ Ŏŀǳǘƛƻǳǎ ǘŜǊƳǎΣ ŘŜƳŀƴŘƛƴƎ Ψ£300 

in the first instance without any reference to the SaleΩ ŀƴŘ ǎǘƛǇǳƭŀǘƛƴƎ ǘƘŀǘ Ψthe book should 

not be published in NumbersΩΦ10 As this thesis will demonstrate, the Memoirs of Joseph 

Grimaldi όмуоуύ ǿŀǎ ƻƴŜ ƻŦ 5ƛŎƪŜƴǎΩǎ ƭŜŀǎǘ ŎƻƳƳŜǊŎƛŀƭƭȅ ŀƴŘ ŎǊƛǘƛŎŀƭƭȅ ǎǳŎŎŜǎǎŦǳƭ ǇǊƻƧŜŎǘǎΣ 

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

                                                           
10

 Letter to Richard Bentley, 30 October 1837, in The Letters of Charles Dickens, ed. by Madeline 
House, Graham Storey, Kathleen Tillotson, Angus Easson and Nina Burgis, 12 vols (Oxford: Clarendon 
Press, 1965-2002), I, p. 327. All subsequent references to this edition of the letters are referenced as 
Pilgrim, followed by the volume and page numbers. 
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II. Thesis structure 

This thesis is organised into two main sections.  

Section 1 encompasses the review of the current critical debates (Chapter 2) and a 

ǊŜŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ 5ƛŎƪŜƴǎΩǎ ǇǊƛƴŎƛǇŀƭ ƭƛǘŜǊŀǊȅ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ DǊƛƳŀƭŘƛΣ ǘƘŜ Memoirs 

(Chapter 3). 

{ŜŎǘƛƻƴ н ŘƛǎŎǳǎǎŜǎ Ƙƻǿ ǘƘǊŜŜ ǇǊƛƴŎƛǇŀƭ ǘǊƻǇŜǎ ƻŦ DǊƛƳŀƭŘƛΩǎ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴ ǇŜǊǎƛǎǘ ŀƴŘ 

develop in 5ƛŎƪŜƴǎΩǎ ǎǳōǎŜǉǳŜƴǘ ŦƛŎǘƛƻƴΦ IƻǊŀǘƛƻ {ƳƛǘƘ ƛƴ The Drama ƴƻǘŜŘ DǊƛƳŀƭŘƛΩǎ 

ŀōƛƭƛǘȅ ǘƻ ΨǊƻō ŀ ǇƛŜƳŀƴ ƻǊ ƻǇŜƴ ŀƴ ƻȅǎǘŜǊΣ ƛƳƛǘŀǘŜ ŀ ŎƘƛƳƴŜȅ-sweep or a dandy, grasp a 

red-hot poker or devour a pudding, take snuff, sneeze, make love, mimic a tragedian, cheat 

hiǎ ƳŀǎǘŜǊΣ ǇƛŎƪ ŀ ǇƻŎƪŜǘΣ ōŜŀǘ ŀ ǿŀǘŎƘƳŀƴΣ ƻǊ ƴǳǊǎŜ ŀ ŎƘƛƭŘΩΣ ŀƴŘ ǘƘƛǎ ǘƘŜǎƛǎ ŎƻƴǎƛŘŜǊǎ 

three of these fixed, observable themes ς his excessive consumption (Chapter 4), his use of 

clothing (Chapter 5), and slapstick violence within his performances (Chapter 6).11 These 

ǘǊƻǇŜǎ ŦƻǊƳ ǇŀǊǘ ƻŦ ǿƘŀǘ 5ŜōƻǊŀƘ ±ƭƻŎƪ Ŏŀƭƭǎ ǘƘŜ ΨƛƳŀƎƛƴŀǊȅ ǘŜȄǘΩ ƻŦ ±ƛŎǘƻǊƛŀƴ ǊŜŀŘŜǊǎ ŀƴŘ 

theatre-goers, which carries its meaning beyond the playhouse to the novels people read.12 

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

suggest some possible avenues for further research.  

Chapter 2 - Literature Review 

Chapter 2 examines the prevailing critical thought on Dickens and the theatre (particularly 

in relation to pantomime) and negotiates a critical space for a new study on Dickens and 

clowns within this debate. The current accounts can be broadly categorised into a number 

of areas, which include the figure of the clown, DƛŎƪŜƴǎΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ theatrum 

mundi, pantomime and the grotesque, and the reader as audience member. This chapter 

                                                           
11

 ώIƻǊŀǘƛƻ {ƳƛǘƘϐΣ ΨaǊΦ DǊƛƳŀƭŘƛΩΣ ƛƴ The Drama; or, Theatrical Pocket Magazine, January 1822, p. 59. 
12

 Deborah Vlock, Dickens, Novel Reading and the Victorian Popular Theatre (Cambridge: Cambridge 
University Press, 1998), p. 6.  
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discusses the work of some of the principal critical thinkers in this area, including Edwin 

Eigner, Juliet John, Paul Schlicke and James R. Kincaid, and explains how their work can be 

developed into other directions to consider the significance of Grimaldi and the pantomime 

ƛƴ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΦ 

Chapter 3 ς The Memoirs Reconsidered 

/ƘŀǇǘŜǊ о ŦƻŎǳǎŜǎ ƻƴ ǘǿƻ ǿƻǊƪǎ ǘƘŀǘ ŘŜǘŜǊƳƛƴŜ 5ƛŎƪŜƴǎΩǎ ŀǘǘƛǘǳŘŜ ǘƻ ǘƘŜ ŦƻǊƳ ŀƴŘ ƛŘŜŀǎ ƻŦ 

pantomime at a very early stage in his career. His Memoirs of Joseph Grimaldi is a largely 

ŦƻǊƎƻǘǘŜƴ ǘŜȄǘΣ ŎǊŜŀǘƛǾŜƭȅ ƛƴŦŜǊƛƻǊ ǘƻ ƳǳŎƘ ƻŦ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΣ ōǳǘ ǘƘƛǎ ŎƘŀǇǘŜǊ ǿƛƭƭ ŀǊƎǳŜ 

that it Ŏŀƴ ōŜ ǊŜŀŘ ŀǎ ŀ ǿƻǊƪƛƴƎ ǘƘǊƻǳƎƘ ƻŦ ǘƘŜ ƛŘŜŀǎ ƘŜ ƘŀŘ ǊŀƛǎŜŘ ƛƴ Ƙƛǎ ŜŀǊƭƛŜǊ Ŝǎǎŀȅ Ψ¢ƘŜ 

tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ όaŀǊŎƘ муотύ around the theme of life as a theatrical performance. 

Moreover, through a close comparison of the Memoirs with The Pickwick Papers and Oliver 

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

This chapter initially considers the early reviews of the Memoirs and 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 reading the Memoirs and its 

accompanying illustrations, drawing on more recent theories of biographical writing and 

5ƛŎƪŜƴǎΩǎ ƻǘƘŜǊ ǿƻǊƪǎ ƻŦ ǘƘŜ ǇŜǊƛƻŘΦ ¢Ƙƛǎ ŘƛǎŎǳǎǎƛƻƴ ŎŜƴǘǊŜǎ ƻƴ ǘƘǊŜŜ ǇǊƛƴŎƛǇŀƭ ǘƘŜƳŜǎ ς the 

ǇǊŜǎŜƴŎŜ ƻŦ ǘƘŜ ŀǳŘƛŜƴŎŜκƳƻōΣ ǘƘŜ ŦƛƎǳǊŜ ƻŦ ǘƘŜ ŎƭƻǿƴΣ ŀƴŘ 5ƛŎƪŜƴǎΩǎ ŘŜǇƛŎǘƛƻƴ ƻŦ ƻǘƘŜǊ 

figures from the pantomime cast (particularly Pantaloon and the supernumeraries). Finally 

ǘƘŜ ŎƘŀǇǘŜǊ ƳƻǾŜǎ ōŜȅƻƴŘ ǘƘŜ ŎƻƴŦƛƴŜǎ ƻŦ ǘƘŜ ǇŀƴǘƻƳƛƳŜ ǘƻ ŎƻƴǎƛŘŜǊ 5ƛŎƪŜƴǎΩǎ ǳǎŜ ƻŦ ŀ 

theatrical structure, a pantomimic tone and his use of gesture and expression in his 

poǊǘǊŀȅŀƭ ƻŦ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜΦ 

Chapter 4 ς The Gluttonous Clown 

DǊƛƳŀƭŘƛΩǎ ŦƛǊǎǘ /ƭƻǿƴ ǊƻƭŜ ǿŀǎ ŀǎ DǳȊȊƭŜ ǘƘŜ 5ǊƛƴƪƛƴƎ /ƭƻǿƴΣ ǿƘƻ ŎƻƳǇŜǘŜŘ ǿƛǘƘ DƻōōƭŜ 

the Eating Clown in an eating and drinking competition. Throughout his career, his 
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harlequinade routines were regularly 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.   

This discussioƴ ŘŜƳƻƴǎǘǊŀǘŜǎ ǘƘŜ ŎŜƴǘǊŀƭƛǘȅ ƻŦ ŜȄŎŜǎǎƛǾŜ ŎƻƴǎǳƳǇǘƛƻƴ ǿƛǘƘƛƴ DǊƛƳŀƭŘƛΩǎ ŀŎǘ 

and indicates 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 

5ƛŎƪŜƴǎΩǎ assessment of the clown can be established. 

This chapter also examines the exaggerated and fantastical feats of eating and drinking 

ǇŜǊŦƻǊƳŜŘ ōȅ DǊƛƳŀƭŘƛΩǎ /ƭƻǿƴ ŀƴŘ 5ƛŎƪŜƴǎΩǎ ŎƭƻǿƴƛǎƘ ŎƘŀǊŀŎǘŜǊǎΣ ŀƴŘ ǎǳƎƎŜǎǘǎ Ƙƻǿ 

certain characters push their bodies beyond their 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 

grotesque 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 this chapter shows 

Ƙƻǿ ǘƘŜ ŜȄŎŜǎǎƛǾŜ ŎƻƴǎǳƳǇǘƛƻƴ ǿƛǘƘƛƴ DǊƛƳŀƭŘƛΩǎ ŀŎǘ ǊŜŦƭŜŎǘǎ ŎƻƴǘŜƳǇƻǊŀǊȅ ŘŜōŀǘŜǎ 

ŀǊƻǳƴŘ ǘƘŜ ǿŀǎǘŜŦǳƭ ŎƻƴǎǳƳŜǊ ŀƴŘ ŘŜƳƻƴǎǘǊŀǘŜǎ 5ƛŎƪŜƴǎΩǎ ŀǿŀǊŜƴŜǎǎ ƻŦ ǘƘƛǎ ǘƘŜƳŜΦ 

Chapter 5 ς The Clothed Clown 

DǊƛƳŀƭŘƛΩǎ ŀǇǇŜŀǊŀƴŎŜ ǿŀǎ ǘƘŜ ǎǳōƧŜŎǘ ƻŦ Ƴŀƴȅ ǇƻǇǳƭŀǊ prints of the time, and was a great 

development in the visual appearance of Clown. Grimaldi invented a new style of dress, 

ǿƘƛŎƘ ǿŀǎ ΨƳƻǊŜ ŜȄǘǊŀǾŀƎŀƴǘΩ ŀƴŘ Ψŀ ǿƘƛƳǎƛŎŀƭ ƳƛȄǘǳǊŜ ƻŦ ŎƻƭƻǳǊǎ ŀƴŘ ŎƻƳǇƻǎƛǘƛƻƴǎΩΦ13 The 

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

                                                           
13

 Professional Memoirs, p. 48. 
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!ƴŘǊŜǿǎ ƻŦ ǘƘŜ ǎŜǾŜƴǘŜŜƴǘƘ ŎŜƴǘǳǊȅΣ ŀƴŘ ŀƭƛƎƴŜŘ /ƭƻǿƴ ŎƭƻǎŜǊ ǘƻ ǘƘŜ ŎƻǳǊǘ CƻƻƭΩǎ ƳƻǘƭŜȅΣ 

just as he would bring the wider satiric function of the court-Fool onto the pantomime 

stage ς ŀƴŘ ǇŜǊŦƻǊƳ ŀ ΨǳƴƛǉǳŜ ǘǊŀƴǎŦƻrmation of the bumpkin-Ŏƭƻǿƴ ƛƴǘƻ IŀǊƭŜǉǳƛƴΩǎ 

ǎǳŎŎŜǎǎƻǊΩΦ14 

This chapter examines how Grimaldi and Dickens use the clothing of their clownish 

characters to explore ideas about the materiality of the world and the transformative 

power of garments. It draws on a number of ideas from fashion theory, particularly from 

¢ƘƻƳŀǎ /ŀǊƭȅƭŜΩǎ Sartor Resartus (1833-опύΦ .ȅ ǇƭŀŎƛƴƎ ǎƻƳŜ ƻŦ ǘƘƛǎ ǘŜȄǘΩǎ ŎŜƴǘǊŀƭ ǘŜƴŜǘǎ 

within the context of fashion theory this chapter demonstrates the richness and 

ƛƳǇƻǊǘŀƴŎŜ ƻŦ /ŀǊƭȅƭŜΩǎ ƛŘŜas on the subject, and uses these ideas as lenses through which 

ǘƻ ǾƛŜǿ ǘƘŜ ŎƭƻǘƘƛƴƎ ƻŦ DǊƛƳŀƭŘƛΩǎ Ŏƭƻǿƴ ŀƴŘ ƻŦ 5ƛŎƪŜƴǎΩǎ ŎƘŀǊŀŎǘŜǊǎΦ Lǘ ŦƻŎǳǎŜǎ ƻƴ ǘƘǊŜŜ ƪŜȅ 

themes, which can be briefly summarised as follows: clothing as a symbol of individual 

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

as a means to both de-humanise and re-humanise the body; and the clothing of two 

related cultural archetypes ς the dandy and the swell. 

Chapter 6 ς The Slapstick Clown 

The final chapter 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 

DǊƛƳŀƭŘƛΩǎ ΨǿƘƻƭŜ ŎƻƴŎŜǇǘƛƻƴ of the Clown reflects that period of genteel blackguardism, 

ǇǳƎƛƭƛǎƳ ŀƴŘ ǇǊŀŎǘƛŎŀƭ ƧƻƪŜǎΩΦ aǳǊǊŀȅ ǎƛǘǳŀǘŜǎ DǊƛƳŀƭŘƛ ǿƛǘƘƛƴ ǘƘŜ ōǊƻŀŘŜǊ ǎŎƻǇŜ ƻŦ wŜƎŜƴŎȅ 

comedy (present in the other popular entertainments like the Punch and Judy show), 

                                                           
14

 Billington, p. 80. 
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ŎŀƭƭƛƴƎ ƘƛƳ Ψŀ ŎƻƳǇŀƴion of Jerry Hawthorn and Corinthian Tom, whose recreations are 

ōǊŜŀƪƛƴƎ ǿƛƴŘƻǿǎΣ ǘǊƛǇǇƛƴƎ ǳǇ ƻƭŘ ǿƻƳŜƴ ŀƴŘ ŀǎǎŀǳƭǘƛƴƎ ǘƘŜ ŎƻƴǎǘŀōƭŜǎΩΦ15 

¢Ƙƛǎ Ŧƛƴŀƭ ŎƘŀǇǘŜǊ ŎƻƴǎƛŘŜǊǎ Ƙƻǿ 5ƛŎƪŜƴǎΩǎ ǳǎŜ ƻŦ ŎƻƳƛŎ ǾƛƻƭŜƴŎŜ Ŏŀƴ ōŜ ŀƭƛƎƴŜŘ ǿƛǘƘ ǘƘŜ 

pantomimic. Such violence reguƭŀǊƭȅ ǿƻǊƪǎ ŀƎŀƛƴǎǘ 5ƛŎƪŜƴǎΩǎ ƳƻǊŜ ǎŜƴǘƛƳŜƴǘŀƭ ŀƎŜƴŘŀ ŦƻǊ 

social reform and thus produces a morally fractured text, which invites us to both laugh at 

and pity the beaten simultaneously. 

¢Ƙƛǎ ŎƘŀǇǘŜǊ ǇƭŀŎŜǎ DǊƛƳŀƭŘƛΩǎ ƘŀǊƭŜǉǳƛƴŀŘŜ ǾƛƻƭŜƴŎŜ ŀƴŘ ǘƘŜ ŎƻƳƛŎ ǾƛƻƭŜƴŎŜ ƻŦ 5ƛŎƪŜƴǎΩǎ 

work within a framework of theories around slapstick and physical comedy. It examines 

ǘƘǊŜŜ ǇǊƛƴŎƛǇŀƭ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ ǎƭŀǇǎǘƛŎƪ ǾƛƻƭŜƴŎŜ ƻōǎŜǊǾŀōƭŜ ƛƴ 5ƛŎƪŜƴǎΩǎ ΨŎƭƻǿƴƛǎƘΩ 

characters and their set-piece performances; the effect on the reader; 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 the most common and popular targets 

ŦƻǊ /ƭƻǿƴΩǎ ǾƛƻƭŜƴŎŜ ς women, the elderly and the young ς and argues that the choice of 

ǘƘŜǎŜ ǘŀǊƎŜǘǎ ŎƻƳǇƭƛŎŀǘŜǎ 5ƛŎƪŜƴǎϥǎ ǿƛŘŜǊ ƴŀǊǊŀǘƛǾŜ ŎƻƴŎŜǊƴǎ ŀƴŘ ǘǳǊƴǎ ǘƘŜ ǊŜŀŘŜǊΩǎ ƳƻǊŀƭ 

ŎƻƳǇŀǎǎΣ ƭƛƪŜ ǘƘŀǘ ƻŦ DǊƛƳŀƭŘƛΩǎ wŜƎŜƴŎȅ ŀǳŘƛŜƴŎŜΣ ǊƻǳƴŘ ΨǘƻǇǎȅ-ǘǳǊǾȅΩΦ 
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 D.L. Murray, Candles and Crinolines (London: Cape, 1930), p. 125. 
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I. Introduction 

/ƘŀǊƭŜǎ 5ƛŎƪŜƴǎΩǎ ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ǘƘŜŀǘǊŜ ƛǎ ŀ Ŏƻƴǎǘŀƴǘ ŀƴŘ ŜǾŜǊ-changing field of 

ŜƴǉǳƛǊȅ ŦƻǊ 5ƛŎƪŜƴǎ ǎŎƘƻƭŀǊǎƘƛǇΦ WƻƘƴ DƭŀǾƛƴ ŎƻƳƳŜƴǘǎ ǘƘŀǘ Ψ5ƛŎƪŜƴǎ ƛǎ ōȅ ŜǾŜǊȅ ǎǘŀƴŘŀǊŘ 

account the most theatricŀƭ ƻŦ ±ƛŎǘƻǊƛŀƴ ƴƻǾŜƭƛǎǘǎΩ ŀƴŘ Ƙƛǎ ǘƘŜŀǘǊƛŎŀƭ ǎŜƴǎƛōƛƭƛǘȅ ŀƴŘ ƛǘǎ 

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

present day.16  

! ƴǳƳōŜǊ ƻŦ ŎǊƛǘƛŎŀƭ ǎǘǳŘƛŜǎ ŀǎǎŜǊǘ ǘƘŜ ŎŜƴǘǊŀƭƛǘȅ ƻŦ ǘƘŜ ŘǊŀƳŀǘƛŎ ǘƻ 5ƛŎƪŜƴǎΩǎ ǾƛǎƛƻƴΦ CƻǊ 

ŜȄŀƳǇƭŜΣ ²ƛƭƭƛŀƳ CΦ !Ȅǘƻƴ ŀǊƎǳŜǎ ǘƘŀǘ Ψ5ƛŎƪŜƴǎΩ [sic] concept of the novel had at its 

ŎƻǊƴŜǊǎǘƻƴŜ ǘƘŜ ŘǊŀƳŀǘƛŎ ǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎǘƻǊȅΩΣ ǿƘƛƭŜ aƛŎƘŀŜƭ {ƭŀǘŜǊ ŀǎǎŜǊǘǎ ǘƘŀǘ 

Ψ5ƛŎƪŜƴǎΩǎ ŦŀǎŎƛƴŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ǿƻǊƭŘ ƻŦ ǘƘŜ ǘƘŜŀǘǊŜ ƛǎ ƳŀƴƛŦŜǎǘ ŜǾŜǊȅǿƘŜǊŜ ƛƴ Ƙƛǎ 

writingsΩΦ17 In his study on theatricality in the nineteenth-century English novel Joseph 

[ƛǘǾŀƪ ƻǇŜƴǎ Ƙƛǎ ŎƘŀǇǘŜǊ ƻƴ 5ƛŎƪŜƴǎ ōȅ ƻōǎŜǊǾƛƴƎ ǘƘŀǘ ƻŦ Ψŀƭƭ ǘƘŜ ŎŀƴƻƴƛŎŀƭ 9ƴƎƭƛǎƘ ŀǳǘƘƻǊǎΣ 

Dickens would seem to be the one obvious and inevitable candidate for incƭǳǎƛƻƴΩ.18 He also 

observes Dƛƭƭƛŀƴ .ŜŜǊΩǎ ŎƻƳƳŜƴǘ ƻƴ ǘƘŜ ǇŜǊǾŀǎƛǾŜ ƛƴŦƭǳŜƴŎŜ ƻŦ ǘƘŜŀǘǊŜ ƻƴ 5ƛŎƪŜƴǎΥ ΨaƻǊŜ 

ǘƘŀƴ ŀƴȅ ƻǘƘŜǊ ±ƛŎǘƻǊƛŀƴ ƴƻǾŜƭƛǎǘΣ 5ƛŎƪŜƴǎ ŘǊŀǿǎ ǳǇƻƴ ǘƘŜ ǘƘŜŀǘǊŜΩǎ ǇƻǿŜǊ ƻŦ ƳŀƴƛŦŜǎǘŀǘƛƻƴ 

in his subject-matter, characterization, and in the activitƛŜǎ ƻŦ Ƙƛǎ ǎǘȅƭŜΩΦ19 

¢ƘŜ ŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜŜƴ 5ƛŎƪŜƴǎΩǎ ƭƛŦŜ ŀƴŘ ǘƘŜ ǘƘŜŀǘǊŜ ŀǊŜ ƴǳƳŜǊƻǳǎΦ IŜ ǿŀǎ ŀ ǊŜƎǳƭŀǊ 

theatregoer and wrote a series of non-fiction articles about what he had seen. Although his 

own aspirations of a professional acting career were curtailed ōȅ Ψŀ ōŀŘ ŎƻƭŘΩ ōŜŦƻǊŜ ŀƴ 
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 WƻƘƴ DƭŀǾƛƴΣ Ψ5ƛŎƪŜƴǎ ŀƴŘ ¢ƘŜŀǘǊŜΩΣ The Cambridge Companion to Charles Dickens, ed. by John O. 
Jordan (Cambridge: Cambridge University Press, 2001), p. 189. 
17

 William F. Axton, /ƛǊŎƭŜ ƻŦ CƛǊŜΥ 5ƛŎƪŜƴǎΩ ±ƛǎƛƻƴ ŀƴŘ {ǘȅƭŜ ŀƴŘ ¢ƘŜ tƻǇǳƭŀǊ ±ƛŎǘƻǊƛŀƴ ¢ƘŜŀǘŜǊ 
(Lexington: University of Kentucky Press, 1966), p. 7; aƛŎƘŀŜƭ {ƭŀǘŜǊΣ ΨLƴǘǊƻŘǳŎǘƛƻƴΩΣ ƛƴ /ƘŀǊƭŜǎ 
Dickens, Nicholas Nickleby (Harmondsworth: Penguin, 1986), p. 15. 
18

 Joseph Litvak, Caught in the Act: Theatricality in the Nineteenth-Century English Novel (Berkeley: 
University of California Press, 1992), p. 109. 
19

 Dƛƭƭƛŀƴ .ŜŜǊΣ Ψ/ƻƳƛƴƎ ²ƻƴŘŜǊǎΥ ¦ǎŜǎ ƻŦ ¢ƘŜŀǘǊŜ ƛƴ ǘƘŜ ±ƛŎǘƻǊƛŀƴ bƻǾŜƭΩ ƛƴ English Drama: Forms 
and Development, ed. by Marie Axton and Raymond Williams (Cambridge: Cambridge University 
Press, 1977), pp. 164-185 (p. 179). 
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audition in 1832, he enthusiastically wrote, produced and starred in his own amateur 

pieces and in later life fashioned a different kind of stage career with his public readings.20 

As a number of studies point out he also used theatrical metaphors to describe his writing, 

regardless of its final presentational form. For example, in a speech to the Royal General 

Theatrical Fund in 1858Σ ƘŜ ŎƭŀƛƳŜŘ ǘƘŀǘ ΨŜǾŜǊȅ ǿǊƛǘŜǊ ƻŦ ŦƛŎǘƛƻƴ [Χ] writes, in effect, for the 

ǎǘŀƎŜΩ ŀƴŘ ƛƴ ŀ ƴǳƳōŜr of his letters he regards characters in fiction like actors in a play, 

who should be autonomous, with an exiǎǘŜƴŎŜ ōŜȅƻƴŘ ǘƘŜ ŀǳǘƘƻǊΩǎ ǇŜƴΦ21 As Dickens 

observesΣ ΨƳȅ ƴƻǘƛƻƴ ŀƭǿŀȅǎ ƛǎΣ ǘƘŀǘ ǿƘŜƴ L ƘŀǾŜ ƳŀŘŜ ǘƘŜ ǇŜƻǇƭŜ ǘƻ Ǉƭŀȅ ƻǳǘ ǘƘŜ ǇƭŀȅΣ ƛǘ ƛǎΣ 

as it were, their business to do it, and ƴƻǘ ƳƛƴŜΩΦ22 This sometimes extended to direct 

authorial comment within his fiction; at the opening of Chapter 17 of Oliver Twist he 

justifies an abrupt change of scene by drawing an analogy between his own story-telling 

and that 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 on Dickens 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 

ǇŀƴǘƻƳƛƳŜ ƛƴ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΤ ǇŀƴǘƻƳƛƳŜ ǾŜǊǎǳǎ ƳŜƭƻŘǊŀƳŀΤ ǘhe figure of the clown; 

5ƛŎƪŜƴǎΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ theatrum mundi; Dickens the director; entertainment as a 

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

physical versus the vocal. 
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 Michael Slater, Charles Dickens (New Haven and London: Yale University Press, 2009), p. 32. 
Further references are given as Charles Dickens. 
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II. ¢ƘŜ ǇŀƴǘƻƳƛƳŜ ƛƴ 5ƛŎƪŜƴǎΩǎ ǿƻǊk 

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

ǘƘŜ Ƴƻǎǘ ŀǘǘŜƴǘƛƻƴ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪ ŀǊŜ ǇŀƴǘƻƳƛƳŜ ŀƴŘ ƳŜƭƻŘǊŀƳŀΦ Lƴ The 

Dickens Pantomime όмфуфύΣ 9Řǿƛƴ aΦ 9ƛƎƴŜǊ ŘŜǎŎǊƛōŜǎ Ƙƻǿ 5ƛŎƪŜƴǎ ǿŀǎ Ψŀ ŘŜƭƛƎƘted 

spectatorΩ and ΨǎŜǊƛƻǳǎ ŎǊƛǘƛŎΩ of pantomime and claims that all of the constituent parts of 

5ƛŎƪŜƴǎΩǎ ƴƻǾŜƭǎ ς ΨǘƘŜ ŘǊŀƳŀǘƛǎ ǇŜǊǎƻƴŀŜ [Χ], the movements of his plots, and even the 

ƳŜŀƴƛƴƎ ƻŦ Ƙƛǎ ǾƛǎƛƻƴΩ Ŏŀƴ ōŜ ǊŜŀŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ƛǘΦ23 In fact, Eigner feels that pantomime is 

ŀǎ ƛƳǇƻǊǘŀƴǘ ǘƻ 5ƛŎƪŜƴǎ ŀǎ ƻǘƘŜǊ ƳƻǊŜ ΨǎŜǊƛƻǳǎΩ ŦƻǊƳǎ ƻŦ ǘƘŜŀǘǊŜΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ Ƙƛǎ 

ΨŦŀǎŎƛƴŀǘƛƻƴ ǿƛǘƘ ǇŀƴǘƻƳƛƳŜ ǿŀǎ ŀǎ ƎǊŜŀǘΣ ǇŜǊƘŀǇǎΣ ŀǎ Ƙƛǎ ƎŜƴŜǊŀƭ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ǘƘŜŀǘŜǊ 

and equally long-ƭŀǎǘƛƴƎΩ (pp. 3-4).24 He positions pantomime as the pre-eminent theatrical 

ŦƻǊƳ ǿƛǘƘƛƴ 5ƛŎƪŜƴǎΩǎ ƛƳŀƎƛƴŀǘƛƻƴΣ ǊŜƎŀǊŘƛƴƎ ƛǘ ŀǎ ΨǘƘŜ ŜǎǎŜƴǘƛŀƭ ǇŀǘǘŜǊƴ ƻŦ 5ƛŎƪŜƴǎΩ 

comedy, the basis for his psychological insights and his social vision, as well as the modus 

ƻǇŜǊŀƴŘƛ ƻŦ Ƙƛǎ ŀŜǎǘƘŜǘƛŎǎΩ (p. 8). 

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

fluid, magical and somewhat anarchic free-form approach presented an important 

ƳŜŎƘŀƴƛǎƳ ŦƻǊ ΨŎƘŀƴƎƛƴƎ ƎŜƴǊŜǎ ŀƴŘ ǘƘǳǎ ŎƘŀƴƎƛƴƎ ǿƻǊƭŘǾƛŜǿǎΩΦ Lƴ ǘƘƛǎ ǿŀȅΣ 5ƛŎƪŜƴǎ ǿŀǎ 

able to ŘƛǎǊǳǇǘ ΨǘƘŜ ŘƻƎǘǊƻǘ ƻŦ ŀ ŎŀǳǎŜ-and-ŜŦŦŜŎǘ ǎǘƻǊȅΩ ŀƴŘ ǊŜǎƛǎǘ ƻǘƘŜǊ ǎƛƳƛƭŀǊƭȅ ǊƛƎƛŘ ǎƻŎƛŀƭ 

and cultural constructs in order to reconstitute society on principles that he regarded as 

more worthwhile (p. 40). !ǎ ƘŜ ŜȄǇƭŀƛƴǎΣ ΨǇŀƴǘƻƳƛƳŜ ƳŀƎƛŎΩ ǿŀǎ ƴŜŜŘŜŘ ǘƻ ǎƘow his 

ǊŜŀŘŜǊǎ ΨƎƭŀǊƛƴƎ ƛƴǎǘŀƴŎŜǎ ƻŦ ǘƘŜƛǊ ŘƛǎǊǳǇǘƛǾŜ ǿƻǊƭŘǾƛŜǿΩ ŀǎ ǿŜƭƭ ŀǎ ΨǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ŀ 

ōŜǘǘŜǊ ǾƛǎƛƻƴΩ ǘƘǊƻǳƎƘ ǘƘŜ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ǎŎŜƴŜ ǘƘŀǘ ǎƘƻǿŜŘ ΨǇŀǊŀŘƛǎŜ ŀƴŘ ǘƘŜ ƭƻǎǘ ƎǊŜŜƴ 

ǿƻǊƭŘΩ (p. 60). 
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Eigner uses David Copperfield (1849-50) as his primary case study to demonstrate this new 

ƳƻŘŜƭ ƻŦ ǊŜŀŘƛƴƎ 5ƛŎƪŜƴǎΩǎ ƴƻǾŜƭǎ ōŀǎŜŘ ƻƴ ǇŀƴǘƻƳƛƳŜ Ǉƭƻǘǎ ŀƴŘ ŎƘŀǊŀŎǘŜǊǎ, although he 

widens his study to briefly consider a number of other novels, particularly Nicholas Nickleby 

(1838-офύΣ ƛƴ ƻǊŘŜǊ ǘƻ ƻŦŦŜǊ Ψŀ ƴŜǿ ǊŜŀŘƛƴƎ ƻŦ ǘƘŜ ŜƴǘƛǊŜ ŎŀƴƻƴΩ (p. x). 

¢ƘŜ ǇŀǘƘ ƻŦ 9ƛƎƴŜǊΩǎ ŀǊƎǳƳŜƴǘ Ŧƻƭƭƻǿǎ ǘƘŜ Ŏŀǎǘ ƭƛǎǘ ƻŦ ǇǊƛƴŎƛǇŀƭ ǇŀƴǘƻƳƛƳŜ ŎƘŀǊŀŎǘŜǊǎ - 

Harlequin, Columbine, Pantaloon, Dandy Lover, Clown, and Benevolent Agent ς as he maps 

these roles onto the characters of David Copperfield. For example, Aunt Betsey is the 

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

ƻƴΣ ǳƴǘƛƭ ƘŜ Ŧƛƴŀƭƭȅ ŘŜǎŎǊƛōŜǎ 5ƛŎƪŜƴǎΩǎ ΨƳƻǎǘ ǎƛƎƴƛŦƛŎŀƴǘ ŀŘŀǇǘŀǘƛƻƴ ƻŦ ǘƘŜ /ƭƻǿƴΩΣ ²ƛƭƪƛƴǎ 

Micawber (p. xi). 

9ƛƎƴŜǊΩǎ ǎǘǳŘȅ ƛǎ ǘƘŜ Ƴƻǎǘ ǎǳōǎǘŀƴǘƛŀƭ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ 5ƛŎƪŜƴǎΩǎ ƛƳŀƎƛƴŀǘƛǾŜ ǊŜƭŀǘƛƻƴǎƘƛǇ 

ǿƛǘƘ ǘƘŜ ǇŀƴǘƻƳƛƳŜΦ 9ŀǊƭȅ ƻƴΣ ƘŜ ǊŜŎƻƎƴƛǎŜǎ ǘƘŀǘ ǘƘƛǎ ŀǎǇŜŎǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪ ƘŀŘ ƎŀƛƴŜŘ 

little critical attention and refers to the handful of comments that were available at the 

time ς for example, J. Iƛƭƭƛǎ aƛƭƭŜǊΩǎ ƻōǎŜǊǾŀǘƛƻƴ ǘƘŀǘ Ψŀƭƭǳǎƛƻƴǎ ǘƻ ǇŀƴǘƻƳƛƳƛŎ ƎŜǎǘǳǊŜǎ [Χ] 

are fundamental in the text of the SketchesΩΦ25 

{ƛƴŎŜ 9ƛƎƴŜǊΣ ŀ ƴǳƳōŜǊ ƻŦ ǎǘǳŘƛŜǎ ƘŀǾŜ ŀǘ ƭŜŀǎǘ ǇŀǊǘƛŀƭƭȅ ŎƻƴǎƛŘŜǊŜŘ 5ƛŎƪŜƴǎΩǎ ƛƳŀƎƛƴŀǘƛǾŜ 

engagement with the pantomƛƳŜΣ ƻŦǘŜƴ ŀǎ ǇŀǊǘ ƻŦ ŀ ǿƛŘŜǊ ŘƛǎŎǳǎǎƛƻƴ ƻŦ 5ƛŎƪŜƴǎΩǎ Ǌƻƻǘǎ ƛƴ 

popular forms of entertainment generally. For example in Dickens and Popular 

Entertainment όмфууύΣ tŀǳƭ {ŎƘƭƛŎƪŜ ŀǎǎŜǊǘǎ ǘƘŀǘ 5ƛŎƪŜƴǎΩǎ ŦŀǾƻǳǊƛǘŜ ŦƻǊƳǎ ƻŦ ŜƴǘŜǊǘŀƛƴƳŜƴǘ 

were those that he enjoyed as a child, particularly the circus, pantomime and theatre. This 

Ƙŀǎ ƛƳǇƻǊǘŀƴǘ ƛƳǇƭƛŎŀǘƛƻƴǎ ŦƻǊ {ŎƘƭƛŎƪŜΩǎ ŎŜƴǘǊŀƭ ǘƘŜǎƛǎΣ ƛƴ ǿƘƛŎƘ ƘŜ ǇǊƻǇƻǎŜǎ ǘƘŀǘ 5ƛŎƪŜƴǎΩǎ 

ΨŀŘǳƭǘ ŀǎǎƻŎƛŀǘƛƻƴ ƻŦ ŜƴǘŜǊǘŀƛƴƳŜƴǘ ǿƛǘƘ ŎƘƛƭŘƘƻƻŘΩ ƳŜŀƴǘ ǘƘŀǘ ƘŜ ƛǎ ƛƴǾŀǊƛŀōƭȅ ƭƻƻƪƛƴƎ ōŀŎƪ 

into his past to re-imagine these entertainments ŀƴŘ Ψto explain and verify the authenticity 

                                                           
25

 See Eigner, p. 5. 



23 

 

ƻŦ ŦŜŜƭƛƴƎǎ ŀǊƻǳǎŜŘΩΦ26 !ǎ {ŎƘƭƛŎƪŜ ŘŜƳƻƴǎǘǊŀǘŜǎΣ ǘƘƛǎ ƛǎ ōƻǊƴŜ ƻǳǘ ōȅ 5ƛŎƪŜƴǎΩǎ 

autobiographical essays, for example Ψ5ǳƭƭōƻǊƻǳƎƘ ¢ƻǿƴΩ ŀƴŘ Ψ.ƛǊǘƘŘŀȅ /ŜƭŜōǊŀǘƛƻƴǎΩ (both 

1860), which not only recall the childhood delight in these entertainments, but also ruefully 

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

However, SchlickeΩǎ ŜȄǘŜƴǎƛǾŜ ǎǘǳŘȅ ŘƻŜǎ ƴƻǘ ƛƴŎƭǳŘŜ ƻƴŜ principal articulation of these 

ǘƘŜƳŜǎΦ !ŎŎƻǊŘƛƴƎ ǘƻ CƻǊǎǘŜǊΣ 5ƛŎƪŜƴǎ ΨƘŀŘ ǎŜǘ ƎǊŜŀǘ ǎǘƻǊŜΩ ōȅ Ƙƛǎ LƴǘǊƻŘǳŎǘƛƻƴ ǘƻ ǘƘŜ 

Memoirs of Joseph Grimaldi (1838), which characterises pantomime as a principal form of 

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

death of its most famous exponent.27 This omission ǇŜǊǎƛǎǘǎ ǘƘǊƻǳƎƘ ǘƘŜ ǊŜǎǘ ƻŦ {ŎƘƭƛŎƪŜΩǎ 

study; in a generally all-encompassing work he views particular novels through the prism of 

specific popular Victorian entertainments ς the theatre in Nicholas Nickleby, Punch and 

Judy and waxworks in The Old Curiosity Shop (1840-41) and the circus in Hard Times (1854) 

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

discussing Hard TimesΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ŀ ΨƘƛƴǘ ƻŦ ǇŀƴǘƻƳƛƳŜ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴΩ ƛƴ ǘƘŜ 

ΨǇƭŀƴǘŀǘƛƻƴ ƻŦ ŦƛǊǎΩ ǳǎŜŘ ǘƻ ŘŜǎŎǊƛōŜ DǊŀŘƎǊƛƴŘΩǎ ƘŀƛǊΣ ŀƴŘ ǘƘŜ ΨŎǊǳǎǘ ƻŦ ǇƭǳƳ ǇƛŜΩ ǘƘŀǘ ǎǘŀƴŘǎ 

for the top of his head.28 But this is Dickens using DǊƛƳŀƭŘƛΩǎ ŦŀƳƻǳǎ ǘŜŎƘƴƛǉǳŜ ƻŦ ŀƴƛƳŀǘƛƴƎ 

the inanimate, rather than one of his characters. 

When he does briefly discuss pantomime in general terms, Schlicke feels that Dickens saw 

pantomime as a salve for the poorer classes and recogniseŘ ǘƘŀǘ ƛǘ ΨƻŦŦŜǊŜŘ ƧƻȅŦǳƭ 

Ŏƻƴǎƻƭŀǘƛƻƴ ǘƻ ǇŜƻǇƭŜ ŦƻǊ ǿƘƻƳ ŀŦŦƭƛŎǘƛƻƴ ǿŀǎ ŀƭƭ ǘƻƻ ǊŜŀƭΩ (p. 218). But he does not expand 

on this to detail precisely what consolation the pantomime offered or, more importantly, 

Ƙƻǿ ǘƘƛǎ ǿŀǎ ǊŜŦƛƎǳǊŜŘ ƛƴ 5ƛŎƪŜƴǎΩǎ ŦƛŎǘƛƻƴΦ  
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Axton has more to say on the importance of pantomime; while it may have been less 

popular tƘŀƴ ƳŜƭƻŘǊŀƳŀΣ ƛǘǎ ǿƛŘŜ ŘƛǾŜǊǎƛǘȅ ƻŦ ǎǘȅƭŜ ŀƴŘ ǘƻƴŜ ƳŜŀƴǘ ǘƘŀǘ Ψƛǘ ōŜǉǳŜŀǘƘŜŘ 

Ƴƻǎǘ ƻŦ ƛǘǎ ƳƛȄŜŘ ŜƭŜƳŜƴǘǎ ǘƻ ǘƘŜ ŘǊŀƳŀǘƛŎ ŦƻǊƳǎ ǘƘŀǘ ƎǊŜǿ ƻǳǘ ƻŦ ƛǘΩ ŀƴŘ ΨǇƭŀȅŜŘ ŀ ŎŜƴǘǊŀƭ 

ǊƻƭŜ ƛƴ ǘƘŜ ƎǊƻǿǘƘ ƻŦ ǘƘŜ ōǳǊƭŜǎǉǳŜΣ ŜȄǘǊŀǾŀƎŀƴȊŀΣ ŀƴŘ ǊŜǾǳŜΩ (p. 20). He also recognises 

the pre-ŜƳƛƴŜƴŎŜ ƻŦ DǊƛƳŀƭŘƛ ƛƴ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǇŀƴǘƻƳƛƳŜΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ΨǘƘŜ ƘŀǊƭŜǉǳƛƴŀŘŜ 

ǘǊŀŘƛǘƛƻƴΩ ǘƘŀǘ ŜƴƎŜƴŘŜǊŜŘ ǘƘŜ 9ƴƎƭƛǎƘ ǇŀƴǘƻƳƛƳŜ ǿŀǎ ΨŘƻƳŜǎǘƛŎŀǘŜŘ [...] by John Rich and 

WƻǎŜǇƘ DǊƛƳŀƭŘƛΩ (p. 18). 

III. Melodrama 

While pantomime has received limited attention, a number of critics have fully explored 

ǘƘŜ ƭƛƴƪ ōŜǘǿŜŜƴ 5ƛŎƪŜƴǎ ŀƴŘ ƳŜƭƻŘǊŀƳŀΦ ¢ƘŜ Ƴƻǎǘ ŜȄǘŜƴǎƛǾŜ ƻŦ ǘƘŜǎŜ ƛǎ WǳƭƛŜǘ WƻƘƴΩǎ ǎǘǳŘȅ 

ƻŦ 5ƛŎƪŜƴǎΩǎ ǾƛƭƭŀƛƴǎΣ ƛƴ ǿƘƛŎƘ ǎƘŜ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŀǘ Ψ5ƛŎƪŜƴǎΩǎ ΨŘǊŀƳŀǘƛŎΩ ǘŜŎƘƴƛǉǳŜǎ ƻŦ 

characterisation have correctly been linked to [...] contemporary forms of popular theatre 

like pantomimŜΩΦ IƻǿŜǾŜǊΣ ǎƘŜ ŎƘƻƻǎŜǎ ǘƻ ŦƻŎǳǎ ƻƴ ΨŀǊƎǳŀōƭȅ ǘƘŜ Ƴƻǎǘ ǇƻǇǳƭŀǊ ŦƻǊƳΩ ƻŦ 

nineteenth-ŎŜƴǘǳǊȅ ǘƘŜŀǘǊŜΣ ƳŜƭƻŘǊŀƳŀ όǿƘƛŎƘ ƛǎ ŀƭǎƻ ŘŜǎŎǊƛōŜŘ ōȅ !Ȅǘƻƴ ŀǎ ǘƘŜ ΨƳƻǎǘ 

characteristic form of the nineteenth-ŎŜƴǘǳǊȅ ǘƘŜŀǘŜǊΩ).29 She does also make brief 

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

ΨǉǳƛŎƪΣ ǎǘƛǊǊƛƴƎ ŀŎǘƛƻƴǎΩ ƻŦ ǘƘŜƛǊ ǇŀƴǘƻƳƛƳŜ ǘǊŀƛƴƛƴƎ (p. 32). Accordingly, she describes the 

actƛƻƴǎ ƻŦ /ƘŀǊƭŜȅ ŀƴŘ ǘƘŜ !ǊǘŦǳƭ 5ƻŘƎŜǊ ŀǎ ΨǇŀƴǘƻƳƛƳƛŎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΩ ƻŦ ǘƘŜ ƭƛŦŜ ƻŦ ǘƘŜ 

criminal underworld and Newgate myths (p. 130). 

However, she purposefully justifies the omission of pantomime villains from her work by 

ŜȄǇƭŀƛƴƛƴƎ ǘƘŀǘ ƛƴ ǇŀƴǘƻƳƛƳŜ ΨǎŜƭŦƘƻƻŘ ƛǎ ƳŜǘŀƳƻǊǇƘƛŎ ŦǊƻƳ ǘƘŜ ƻǳǘǎŜǘΩ ōŜŎŀǳǎŜ ΨǘƘŜ 

ǎǳǊǊŜŀƭ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǎǇŜŎǘŀŎƭŜ ŘŜƳŀƴŘǎ ǘƘŀǘ ǎŜƭŦƘƻƻŘ ƛǎ ƴƻǘ ŎƛǊŎǳƳǎŎǊƛōŜŘ ōǳǘ ǇǊƻǘŜŀƴΩΦ 

According to John, this lack of fixity prevents us from formulating a complex response: we 
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 Juliet John, 5ƛŎƪŜƴǎΩǎ ±ƛƭƭŀƛƴǎΥ aŜƭƻŘǊŀƳŀΣ /ƘŀǊŀŎǘŜǊΣ tƻǇǳƭŀǊ /ǳƭǘǳǊŜ (Oxford: Oxford University 
Press, 2001), p. 8; Axton, p. 24. 
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Řƻ ƴƻǘ ǎŜŜ ΨǇŀƴǘƻƳƛƳƛŎ characters as emotional ς or psychological ς beings but as 

ŦŀƴǘŀǎǘƛŎŀƭΣ ƪŀƭŜƛŘƻǎŎƻǇƛŎ ŦƛƎǳǊŜǎΩ (p. 12). To John, this precludes both Seth Pecksniff and 

5ŀƴƛŜƭ vǳƛƭǇΣ ǿƘƻ ǎƘŜ ŘŜǎŎǊƛōŜǎ ŀǎ ΨŎƻƳƛŎ ŀƴŘ ǇŀƴǘƻƳƛƳƛŎΣ ǊŀǘƘŜǊ ǘƘŀƴ ƳŜƭƻŘǊŀƳŀǘƛŎΩΣ 

from her study (p. 11). 

WƻƘƴΩǎ ŀǊƎǳƳŜƴǘ ƘŜǊŜ ǇǊŜŎƛǇƛǘŀǘŜǎ ǘƘŜ Ŧƛrst key contention that this thesis will offer. While 

ƛǘ ƛǎ ǘǊǳŜ ǘƘŀǘ 5ƛŎƪŜƴǎΩǎ ΨǇŀƴǘƻƳƛƳƛŎΩ Ŏƭƻǿƴǎ Řƻ ƴƻǘ ƘŀǾŜ ǘƘŜ ŘŜǇǘƘ ƻŦ ŎƘŀǊŀŎǘŜǊ ƻōǎŜǊǾŀōƭŜ 

in his villains, their characters are not quite as ephemeral and evanescent 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 series of performances. 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.30 Certain behaviours were 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 will appear through the 

course of this thesis). In fact, as A.9Φ ²ƛƭǎƻƴ Ǉǳǘǎ ƛǘΣ ǇŀƴǘƻƳƛƳŜ ǿŀǎ Ψŀ ǎǘŜǊŜƻǘȅǇŜŘ ŀƴŘ 

ƘŜŀǾƛƭȅ ŎƻƴǾŜƴǘƛƻƴŀƭƛǎŜŘ ōǳǎƛƴŜǎǎΩΦ31 CǳǊǘƘŜǊƳƻǊŜΣ 5ƛŎƪŜƴǎΩǎ ŜȄǇŜǊƛŜƴŎŜ ŦǊƻƳ ŜŘƛǘƛƴƎ 

DǊƛƳŀƭŘƛΩǎ ƳŜƳƻƛǊǎΣ ŀ ǇǊƻƧŜŎǘ ŜƴǘƛǊŜƭȅ ƎǊƻǳƴŘŜŘ ƛƴ ǘƘŜ ƭƛǾƛƴƎ ǊŜŀƭƛǘȅ ƻŦ ǘƘŜ Ŏƭƻǿƴ ŀǎ ŀ 

human being, meant that in the translation from figure on the stage to character in a novel, 

5ƛŎƪŜƴǎ ŎƻǳƭŘ ƛƴǾŜǎǘ Ƙƛǎ ΨŎƭƻǿƴƛǎƘΩ ŦƛƎǳǊŜǎ ŀ ǳƴƛǉǳŜ ŜƳƻǘƛƻƴŀƭ ŀƴŘ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ŘŜǇǘƘΦ 
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IV. The pantomime clown 

¢ƘŜ Ƴƻǎǘ ǎǳǎǘŀƛƴŜŘ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ 5ƛŎƪŜƴǎΩǎ ƛƳŀƎƛƴŀǘƛǾŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ 

paƴǘƻƳƛƳŜ Ŏƭƻǿƴ ǘƻ ŘŀǘŜ ƛǎ IŜƭŜƴ [ƻǊǊŀƛƴŜ YŜƴǎƛŎƪΩǎ ǳƴǇǳōƭƛǎƘŜŘ ǘƘŜǎƛǎ Ψ¢ƘŜ LƴŦƭǳŜƴŎŜ ƻŦ 

ǘƘŜ tŀƴǘƻƳƛƳŜ /ƭƻǿƴ ƻƴ ǘƘŜ 9ŀǊƭȅ bƻǾŜƭǎ ƻŦ /ƘŀǊƭŜǎ 5ƛŎƪŜƴǎΩ όмфупύΦ According to Kensick, 

ΨǘƘŜ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴ ǊŜǇǊŜǎŜƴǘǎ ƴƻǘƘƛƴƎ ǎƘƻǊǘ ƻŦ ǘƘe human condition for DickenǎΩ and 

5ƛŎƪŜƴǎΩǎ Ŏƭƻǿƴǎ ŀǊŜ ǘƘŜ ǳƭǘƛƳŀǘŜ ǎȅƳōƻƭ ƻŦ ΨǘƘŜ ŜȄǇǊŜǎǎƛǾƛǘȅ ƻŦ ǘƘŜ ƘǳƳŀƴ ōƻŘȅ ŀǎ ǇǊƻƻŦ ƻŦ 

the existence of the human soul and the spiritual rŜŀƭƳ ǘƻ ǿƘƛŎƘ ƛǘ ōŜƭƻƴƎǎΩ.32 In 

ǊŜǇǊŜǎŜƴǘƛƴƎ ǘƘƛǎ ŜȄǇǊŜǎǎƛǾƛǘȅΣ 5ƛŎƪŜƴǎ ǇǊƛǾƛƭŜƎŜǎ ΨǘƘŜ ŎƭƻǿƴΩǎ ǎƛƭŜƴǘΣ ǇƘȅsical mode of 

expression over the verbally explicit descriptive possibility ƛƴƘŜǊŜƴǘ ƛƴ ǘƘŜ ǿǊƛǘŜǊΩǎ ŘƻƳŀƛƴΩ 

(p. 23). 

Kensick asserts ǘƘŀǘ Ψ¢ƘŜ ǇŀƴǘƻƳƛƳŜ ǎǘŀƎŜ ŦƻǊ 5ƛŎƪŜƴǎ is a rŜŦƭŜŎǘƛƻƴ ƻŦ ǊŜŀƭ ƭƛŦŜΩ and that 

the world Dickens creates for his characters Ψƛǎ ŀ ǎǘŀƎŜ ƛǘǎŜƭŦΩΣ ǿƘƛŎƘ ŀƭƛƎƴǎ ƘŜǊ ǿƛǘƘ 

ŎƻƴǾŜƴǘƛƻƴŀƭ ǾƛŜǿǎ ƻŦ 5ƛŎƪŜƴǎΩǎ ǾƛŜǿ ƻŦ ǘƘŜ theatrum mundi, discussed further in Section 5 

of this chapter (p. 10; p. 13)Φ IƻǿŜǾŜǊΣ ŀŦǘŜǊ ōǊƛŜŦƭȅ ǎǳƎƎŜǎǘƛƴƎ ǘƘŜ ŎŜƴǘǊŀƭƛǘȅ ƻŦ Ψ¢ƘŜ 

tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ ǘƻ Ƙƛǎ ŀǊǘƛŎǳƭation of this, and making reference to the Memoirs as 

ƛƴŘƛŎŀǘƛǾŜ ƻŦ 5ƛŎƪŜƴǎΩǎ ΨǎǘǊƻƴƎ ƛƴǘŜǊŜǎǘ ƛƴ ŎƭƻǿƴǎΩ ǎƘŜ ŘƻŜǎ ƴƻǘ ǊŜǘǳǊƴ ǘƻ ǘƘŜǎŜ ǘŜȄǘǎ ƻǊ 

ŎƻƴǎƛŘŜǊ ŀƴȅ ƻŦ DǊƛƳŀƭŘƛΩǎ ǇŜǊŦƻǊƳŀƴŎŜǎ ŀǎ ŀ ǇƻǎǎƛōƭŜ ƛƴŦƭǳŜƴŎŜ ƻƴ 5ƛŎƪŜƴǎ (p. 13). Instead 

her study focuses on 5ƛŎƪŜƴǎΩǎ ΨŜŀǊƭȅΩ ƴƻǾŜƭǎΣ ǿƘƛŎƘ ǎƘŜ ŘŜŦƛƴŜǎ ŀǎ The Pickwick Papers to 

Dombey and SonΣ ōŜŎŀǳǎŜ Ƙƛǎ ΨƻōǎŜǎǎƛǾŜ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ŦƛƎǳǊŜ ƻŦ ǘƘŜ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴ 

ώƘŀǎϐ ŀ ƳƻǊŜ ŀŎǘƛǾŜ ǊƻƭŜΩ ƛƴ ǘƘŜǎŜ ƴƻǾŜƭǎΦ IƻǿŜǾŜǊΣ ǎƘŜ ŀƭǎƻ ǊŜŎƻƎƴƛǎŜǎ ǘƘŀǘ ǘƘŜ ŎƭƻǿƴΩǎ 

potential tƻ ƘŜŀƭ ΨǊŜƳŀƛƴǎ Ŏƻƴǎǘŀƴǘ ǘƘǊƻǳƎƘƻǳǘ ŀƭƭ ƻŦ 5ƛŎƪŜƴǎΩ ƴƻǾŜƭǎΩ όǇΦ нύ. 

Lƴ ƻǊŘŜǊ ǘƻ Ǉƻǎƛǘƛƻƴ 5ƛŎƪŜƴǎΩǎ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴ ǿƛǘƘƛƴ ǘƘŜ ǿƻǊƭŘ ƻŦ Ƙƛǎ ƴƻǾŜƭǎΣ YŜƴǎƛŎƪ 

ŎƻƴǎƛŘŜǊǎ ǘƘŜ ǿƻǊƪ ƻŦ WŜŀƴ {ǘŀǊƻōƛƴǎƪƛΣ ŀƴŘ ŀǎǎŜǊǘǎ ǘƘŀǘ ǘƘŜ ΨŦǊŀƴǘƛŎ ǇŀƴǘƻƳƛƳŜ 

                                                           
32
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performances create a ǎǇŀŎŜ ŀǇŀǊǘ ƛƴ 5ƛŎƪŜƴǎΩ ǿƻǊƭŘ ǾŜǊȅ ǎƛƳƛƭŀǊ ǘƻ ǘƘŜ ǾƻƛŘ ŎǊŜŀǘŜŘ by 

{ǘŀǊƻōƛƴǎƪƛΩǎ ŎƛǊŎǳǎ ŎƭƻǿƴǎΩ όǇΦ пуύ. She describes the role of the Dickensian clown within 

this space as two-fold: Ψ!ŦŦƛǊƳŀǘƛƻƴ ŀƴŘ ƴŜƎŀǘƛƻƴ ŀǎ ǘƘŜ ǘǿƻ ŎǊǳŎƛŀƭ ŘȅƴŀƳƛŎǎ ƻŦ ǘƘŜ ŎƭƻǿƴΩǎ 

domaƛƴ ǘǊŀƴǎƭŀǘŜ ƛƴǘƻ 5ƛŎƪŜƴǎΩ ǇǊƻǎŜ ƛƴǘƻ ǿƛƭŘƴŜǎǎ ŀƴŘ ōǊƻƻŘƛƴƎΩ (p. 58). She then explains 

the difference between these dynamics: Ψ5ƛŎƪŜƴǎΩ ŀŦŦƛǊƳŀǘƛƻƴ ƻŦ ƭƛŦŜ ǘŀƪŜǎ ǘƘŜ ŦƻǊƳ ƻŦ ŀ 

mute, expressive performing body who draws his life force from the pantomime clƻǿƴΩΣ 

ǿƘƛƭŜ Ψhis negation of life takes the form of an emotive facial mask (also drawn from 

ŜȄǇǊŜǎǎƛǾŜ ŦŀŎŜ ƻŦ ǘƘŜ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴύ Ŏǳǘ ƻŦŦ ŦǊƻƳ ƭƛŦŜ ŀƴŘ ŦƻǊŜǾŜǊ ŦƻǊŎŜŘ ǘƻ ŦŀŎŜ ŘŜŀǘƘΩ 

(p. 141). 

{ƘŜ ŀƭǎƻ ŘƛǾƛŘŜǎ ǘƘŜ ƴƻǾŜƭǎ ŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘƛǎ ǎǇƭƛǘ ōŜǘǿŜŜƴ ΨŀŦŦƛǊƳŀǘƛƻƴΩ ŀƴŘ ΨƴŜƎŀǘƛƻƴΩΤ ǘƘŜ 

ŀŦŦƛǊƳŀǘƛǾŜ ŎƭƻǿƴΣ ǿƘƻǎŜ ǿƛƭŘ ǎƻǳƭ ΨŎǊŜŀǘŜǎ ŀ ƘŀǇǇȅ ǾƻƛŘΣ ŀ ǎǇŀŎŜ ŀǇŀǊǘ ŦǊƻƳ ǎƻŎƛŜǘȅΩΣ 

appears in The Pickwick Papers, Nicholas Nickleby and Martin Chuzzlewit (p. 52). In these 

ƴƻǾŜƭǎΣ YŜƴǎƛŎƪ ŦŜŜƭǎ ǘƘŀǘ ΨŦǳƭƭ ōƻŘȅ ǇŀƴǘƻƳƛƳŜ performances usurp the space of a normal 

world, take center stagŜΣ ŀƴŘ ŘŜƳŀƴŘ ŀǘǘŜƴǘƛƻƴΩ όǇΦ фмύΦ {ƘŜ ǊŜŎƻƎƴƛǎŜǎ ǘƘŜ ŎƭƻǿƴΩǎ 

ŀƴƛƳŀǘƛƴƎ ǎǇŀǊƪ ƛƴ ŎƭƻǘƘŜǎΣ ŦǳǊƴƛǘǳǊŜΣ ŀƴŘ ΨǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ƘǳƳŀƴ ŦŀŎŜ ŀƴŘ ŦƛƎǳǊŜ 

in portraiture, statues, waxworks [andϐ ǇǳǇǇŜǘǎΩΣ ƴƻǘƛƴƎ ǘƘŀǘΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ΨŎƭƻǘƘƛƴƎ ƛƴ 

Dickens never loses the shape or ambience of the human clay it covers and it quite easily 

ŀƴŘ ǘƘƻǊƻǳƎƘƭȅ ŀōǎƻǊōǎ ŀƴŘ ǊŜŦƭŜŎǘǎ ƛǘǎ ŜȄǇǊŜǎǎƛǾƛǘȅΩ (pp. 80-81). 

However, rather than focusing solely on the superhuman nature of the pantomime clown, 

YŜƴǎƛŎƪ ŦŜŜƭǎ ǘƘŀǘ ΨLƴ ǘǊŀƴǎŦƻǊƳƛƴƎ ƻǊŘƛƴŀǊȅ ƳŜƴ ƛƴǘƻ ŎƭƻǿƴǎΣ 5ƛŎƪŜƴǎ ŎƻƳŜǎ ǳǇ ŀƎŀƛƴǎǘ ǘƘŜ 

painful realisation that such a transformation is possible only because clowns are, 

ǳƴŦƻǊǘǳƴŀǘŜƭȅΣ ŀƭǎƻ ƳŜƴΩ (p. 67). Accordingƭȅ ΨǘƘŜ ŀŎǘ ƻŦ ǘǊŀƴǎŦƻǊƳƛƴƎ ǘƘŜ Ŏƭƻǿƴ ƛƴǘƻ ŀ ƳŜǊŜ 

man entails for Dickens an unhappy admiǎǎƛƻƴ ƻŦ ǘƘŜ ǿŜŀƪƴŜǎǎŜǎ ƻŦ ƳŜƴΩ, which she feels 

Ƙŀǎ ǇŀǊǘƛŎǳƭŀǊ ǇƻƛƎƴŀƴŎȅ ƛƴ Ψ¢ƘŜ {ǘǊƻƭƭŜǊΩǎ ¢ŀƭŜΩ ƻŦ The Pickwick Papers (p. 69). However, she 
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does not consider GrimaƭŘƛΩǎ ƻǿƴ ǎǳŦŦŜǊƛƴƎ ŀǎ ŀ ƳŀƴΣ ǿƘƛŎƘ ǎǳǊŜƭȅ ƻŦŦŜǊǎ ŀ ǇŀƛƴŦǳƭƭȅ ǊŜŀƭ 

example of this phenomenon. 

¢ƘŜ ƴŜƎŀǘƛǾŜ Ŏƭƻǿƴ ƛƴƘŀōƛǘǎ ŀƴ ŜƴǘƛǊŜƭȅ ŘƛŦŦŜǊŜƴǘ ǎŜǊƛŜǎ ƻŦ ƴƻǾŜƭǎΤ YŜƴǎƛŎƪ ŜȄǇƭŀƛƴǎ Ƙƻǿ Ψ¢ƘŜ 

somber overcast in Oliver Twist, The Old Curiosity Shop, Barnaby Rudge, and Dombey and 

SonΣ ǎƘƛŦǘǎ 5ƛŎƪŜƴǎΩ ŦƻŎǳǎ ώΦΦΦϐ ŦǊƻƳ ǘƘŜ ǇŜǊŦƻǊƳƛƴƎ ōƻŘȅ ǘƻ ŀ ŎƭƻǎŜǊ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ǘƘŜ 

ŦŀŎƛŀƭ ƳŀǎƪΩ (p. 114). !ŎŎƻǊŘƛƴƎ ǘƻ YŜƴǎƛŎƪΣ ǘƘŜ ŦŀŎƛŀƭ Ƴŀǎƪ ƛƴ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪ ōŜŎƻƳŜǎ Ψŀ 

beacon of feeling, an emboŘƛƳŜƴǘ ƻŦ ǾƛŎŜǎ ƻǊ ǾƛǊǘǳŜǎΩ as ƘŜ ΨŦƻƭƭƻǿǎ ǘƘŜ ƭƛǘŜǊŀǊȅ ŎƻƴǾŜƴǘƛƻƴ 

ƻŦ ǘƘŜ ΨōǊƻǿƴ ǎǘǳŘȅΩ ƻǊ ǘƘƻǳƎƘǘŦǳƭ ǎǘŀǘŜ ƛƴ ŎƻƭƻǊƛƴƎ ǘƘŜ ǇƘȅǎƛŎŀƭ ǎǘŀƴŎŜ ƻŦ ǎŀŘƴŜǎǎΩ (p. 116). 

¢Ƙƛǎ ƭŜŀŘǎ ǘƻ ŀ ΨǘǊŀƴŎŜƭƛƪŜ ƳŜŘƛǘŀǘƛǾŜ ǎǘŀǘŜΩΣ ƛƴ ǿƘƛŎƘ ŎƘŀǊŀŎǘŜǊǎ ōŜŎƻƳŜ ΨǳƴǘƻǳŎƘŀōƭŜΩ and 

subject to hallucinations (pp. 52-53).  

Her belief in the importance of the pantomime clown to Dickens leads her to conclude that 

ΨǘƘŜ ƳǳǘŜΣ ǇŜǊŦƻǊƳƛƴƎ ƛƳŀƎŜǎ ŎƻƴƧǳǊŜŘ ǳǇ ōȅ 5ƛŎƪŜƴǎΩ ŎƻŜǊŎƛǾŜ ƛƳŀƎƛƴŀǘƛƻƴ ŎƻƴǾŜȅ ƴƻ ƭŜǎǎ 

ǘƘŀƴ ŀƭƭ ƻŦ ǘƘŜ ƳŀƎƛŎ ŀƴŘ ƳȅǎǘŜǊȅ ƭƛŦŜ ƘƻƭŘǎ ŦƻǊ ƘƛƳΩ (p. 142). However her study is based on 

more general conceptions of the clown that are not specifically pantomimic ς her argument 

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

the actual performances of the pantomime clowns that Dickens would have enjoyed 

himself.  

In The Dickens PantomimeΣ 9ƛƎƴŜǊΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴ ƛǎ ƭŀǊƎŜƭȅ ōŀǎŜŘ ƻƴ 

WƻǎŜǇƘ DǊƛƳŀƭŘƛ όǘƘŜ Ŏƭƻǿƴ ŀƭǎƻ Ƴƻǎǘ ŎŜƭŜōǊŀǘŜŘ ōȅ 5ƛŎƪŜƴǎύΣ ǿƘƻ ƘŀŘ ΨŘŜǾŜƭƻǇŜŘ ώǘƘŜ 

clown] into the ruling, the most energetic and energising, character in the Christmas 

ǇŀƴǘƻƳƛƳŜΩ.33 As the principal figure in pantomime, Eigner believes that the clown 

ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ Ǿƛƭƭŀƛƴ ƛƴ ƳŜƭƻŘǊŀƳŀΣ ŀƴ ƛƴǘŜǊŜǎǘƛƴƎ ŎƻǊǊŜƭŀǘƛƻƴ ƛƴ ƭƛƎƘǘ ƻŦ WƻƘƴΩǎ ǿƻǊƪΦ 

He initially traces the compelling power of the clown through his relation to wider social 
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ǊƛǘǳŀƭǎΣ ǎǳǇǇƻǊǘŜŘ ōȅ ŀ ƴǳƳōŜǊ ƻŦ ŎǊƛǘƛŎŀƭ ǎǘǳŘƛŜǎ ǘƘŀǘ ǾŀǊƛƻǳǎƭȅ ŘŜǎŎǊƛōŜ ǘƘŜ Ŏƭƻǿƴ ŀǎ Ψŀ 

/ƻŎƪƴŜȅ ƛƴŎŀǊƴŀǘƛƻƴ ƻŦ ǘƘŜ ǎŀǘǳǊƴŀƭƛŀƴ ǎǇƛǊƛǘΩΣ ŀ ŦƛƎǳǊŜ ƻŦ .ŀƪƘǘƛƴƛŀƴ ΨŎŀǊƴƛǾŀƭ ǾƛƻƭŜƴŎŜ [who] 

expands boundaries, ƛƎƴƻǊŜǎ ƭƛƳƛǘǎΣ ƻǾŜǊǊƛŘŜǎ ǘŀōƻƻǎΣ ŜǾŜƴ ǘƘŀǘ ƻŦ ŘŜŀǘƘΩ ŀƴŘ Ψŀ ǊŜƭŜŀǎŜ ƻŦ 

ǇǳǊŜ ŀƴƛƳŀƭ ǎǇƛǊƛǘǎΩ (p. 10). 

²ƘŜƴ ŘƛǎŎǳǎǎƛƴƎ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΣ 9ƛƎƴŜǊ ŘŜǎŎǊƛōŜǎ ŀ ǿƛŘŜ Ŏŀǎǘ ƻŦ 5ƛŎƪŜƴǎƛŀƴ Ŏƭƻǿƴǎ ŀŎǊƻǎǎ ŀ 

range of novels including Smike, Kit Nubbles, Tom Pinch, Mr. Toots, Guppy, John Chivery 

and Sydney Carton and briefly demarcates some of their clownish traits. For example, 

bŜǿƳŀƴ bƻƎƎǎΩǎ ŜȄŎŜǎǎƛǾŜ ŀǇǇŜǘƛǘŜ ŦƻǊ ŘǊƛƴƪΣ Ƙƛǎ ƎŜǎǘǳǊŜǎ ŀƴŘ Ƙƛǎ ŀǇǇŜŀǊŀƴŎŜǎ ŀǊŜ ŀƭƭ 

regarded as pantomimic. 

However, after an initial focus on ǘƘŜ ŎƭƻǿƴΩǎ ƭŜǎǎ-regulated aspects and essential 

characteristics, he adopts a more structural approach and concentrates on the narrative 

patterns of the pantomime as a whole, rather than the central, somewhat anti-narrative 

harlequinade. Eigner asserts thaǘ ǘƘŜ ǇŀƴǘƻƳƛƳŜ ǎǘǊǳŎǘǳǊŜ ƛǎ ŀƭǎƻ ΨǘƘŜ ŜǎǎŜƴǘƛŀƭ ǇŀǘǘŜǊƴ ƻŦ 

5ƛŎƪŜƴǎΩǎ ŎƻƳŜŘȅΩ ŀƴŘ ŦƻŎǳǎŜǎ ƻƴ ǘƘŜ ŎƭƻǿƴΩǎ Ǉƻǎƛǘƛƻƴ ǿƛǘƘƛƴ ǘƘƛǎ όǇΦ уύΦ He feels that 

5ƛŎƪŜƴǎΩǎ Ŏƭƻǿƴ ƴŜŜŘŜŘ ŀ ŦǳƴŎǘƛƻƴ ǿƛǘƘƛƴ ǘƘŜ Ǉƭƻǘ Ψǘƻ ƳŀƪŜ ǘƘŜƛǊ ǿŀȅ ŀǎ ŀǘ ƭŜŀǎǘ ǎƻƳŜǿƘŀǘ 

believable charactŜǊǎ ƛƴ ǎǳǇǇƻǎŜŘƭȅ ƳƛƳŜǘƛŎ ǿƻǊƪǎ ƻŦ ±ƛŎǘƻǊƛŀƴ ŦƛŎǘƛƻƴΩ (p. 156). 

IŜ ŦǊŀƳŜǎ ǘƘƛǎ ƴŀǊǊŀǘƛǾŜ ŦǳƴŎǘƛƻƴ ŀǊƻǳƴŘ /ƭƻǿƴΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ǇŀƴǘƻƳƛƳŜκƴƻǾŜƭ 

ƘŜǊƻƛƴŜΣ ǘƻ ǿƘƻƳ ƘŜ ǇǊƻǾƛŘŜǎ ΨǎƛƎƴƛŦƛŎŀƴǘ ŀǎǎƛǎǘŀƴŎŜΩΣ ŀƴŘ ǎǘŀǘŜǎ ǘƘŀǘ ΨǘƘŜ ŦǳƴŎǘƛƻƴ ƻŦ ǘƘŜ 

Dickensian Clƻǿƴ ŦǊƻƳ {ǿƛǾŜƭƭŜǊ ǘƻ /ŀǊǘƻƴΩ ǿŀǎ ǘƻ ΨǊŜǎŎǳŜ ώǘƘŜ ƎƻƻŘ ŎƘŀǊŀŎǘŜǊǎϐ ŦǊƻƳ 

ŘŜŀǘƘΩ (p. 145; p. 148). After they have detached themselves from the evil, repressive 

forces that originally control them, 5ƛŎƪŜƴǎΩǎ Ŏƭƻǿƴǎ ƻŦŦŜǊ ŀǎǎƛǎǘŀƴŎŜ ǘƻ ǘƘŜ ƘŜǊƻŜǎ ŀƴŘ 

heroines of the novel and avert destructive conclusions. For example, Swiveller reclaims 

ǘƘŜ aŀǊŎƘƛƻƴŜǎǎ ŦǊƻƳ ΨǘƘŜ YƛƴƎŘƻƳ ƻŦ 5ŜŀǘƘΩ ŀƴŘ ΨώƎƛǾŜǎϐ ƘŜǊ ŀƴ ƛŘŜƴǘƛǘȅΣ ώōǊƛƴƎǎϐ ƘŜǊ ǳǇ 

ƻǳǘ ƻŦ ǘƘŜ ŘŀǊƪƴŜǎǎ ƛƴǘƻ ƭƛƎƘǘΩ (p. 157)Φ {ƛƳƛƭŀǊƭȅΣ {ȅŘƴŜȅ /ŀǊǘƻƴ ŘƻŜǎ Ψŀ ŦŀǊΣ ŦŀǊ ōŜǘǘŜǊ ǘƘƛƴƎΩ 
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by replacing Darnay at the guillotine ŀƴŘ aƛŎŀǿōŜǊ ōŀǘǘƭŜǎ ΨǘƘŜ ǘƘǊŜŀǘŜƴƛƴƎ ŀƴŘ ƘƻǎǘƛƭŜ 

ǿƻǊƭŘ ƻŦ ǇǊŀŎǘƛŎŀƭ ƻǊ ŎƻƳƳŜǊŎƛŀƭ ǊŜŀƭƛǘȅΩ ǳǎƛƴƎ ΨǘƘŜ ŎƻƳƛŎ ǿƻǊƭŘ ƻŦ ǘƘŜ ƛƳŀƎƛƴŀǘƛƻƴΩΦ34 

However, this character-ōŀǎŜŘ ǎǘǊǳŎǘǳǊŜ ōŜƭƛŜǎ ǘƘŜ ƴŀǘǳǊŜ ƻŦ 9ƛƎƴŜǊΩs exploration, which is 

generally plot-centric and only concerned with characterisation in terms of its service 

ǘƻǿŀǊŘǎ ǘƘŜ ƴŀǊǊŀǘƛǾŜΦ  CƻǊ ŜȄŀƳǇƭŜΣ ŘŜǎǇƛǘŜ ŀŎƪƴƻǿƭŜŘƎƛƴƎ /ƭƻǿƴΩǎ ǇǊŜ-eminence in the 

pantomime cast (akin to the villain in melodrama), EignerΩǎ ǎǘǳŘȅ ƛǎ ƭƛƳƛǘŜŘ ǘƻ /ƭƻǿƴΩǎ 

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 of the pantomime and, arguably, ǘƘŜ ǎŜŎǘƛƻƴ ƛƴ ǿƘƛŎƘ /ƭƻǿƴΩǎ ŎƘaracter is 

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. 

YƛƴŎŀƛŘΩǎ Dickens and the Rhetoric of Laughter (1971) considers the many categories of 

ƭŀǳƎƘǘŜǊ ǘƘŀǘ ŀǊŜ ƎŜƴŜǊŀǘŜŘ ōȅ 5ƛŎƪŜƴǎΩǎ ƴƻǾŜƭǎ ŀƴŘ ǘƘŜ ǳǎŜǎ 5ƛŎƪŜƴǎ ƛƴǘŜƴŘǎ ŦƻǊ ǘƘŜƳΦ 

Some of these uses would also have been familiar to a pantomime audience, and are here 

realiseŘ ōȅ 5ƛŎƪŜƴǎ ǘƘǊƻǳƎƘ Ƙƛǎ ƻǿƴ ŎƭƻǿƴǎΣ ǎƻ YƛƴŎŀƛŘΩǎ ǿƻǊƪ ƛǎ ǿƻǊǘƘ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ǿƛǘƘƛƴ 

the scope of this thesis.  

CƻǊ ŜȄŀƳǇƭŜΣ ƛƴ Ƙƛǎ ŎƘŀǇǘŜǊ Ψ[ŀǳƎƘǘŜǊ ŀƴŘ ǘƘŜ wƘŜǘƻǊƛŎ ƻŦ !ǘǘŀŎƪΩΣ YƛƴŎŀƛŘ ƛŘŜƴǘƛŦƛŜǎ Oliver 

Twist ŀǎ ǘƘŜ ŦƛǊǎǘ 5ƛŎƪŜƴǎ ƴƻǾŜƭ ƛƴ ǿƘƛŎƘ ΨǘƘŜ ŀƎƎǊŜǎǎƛǾŜ ŜƭŜƳŜƴǘ ƛƴ ƭŀǳƎƘǘŜǊΩ ƛǎ ǇǊƻƳƛƴŜƴǘΦ35 

Wǳǎǘ ŀǎ YƛƴŎŀƛŘ ŦŜŜƭǎ ǘƘŀǘ Ψŀƴ ǳƴŘŜǊƭȅƛƴƎ ƳŀƭƛŎƛƻǳǎƴŜǎǎΩ ƛǎ ΨŎŜƴǘǊŀƭ ǘƻ ǘƘŜ ƴƻǾŜƭΩǎ ƘǳƳƻǳǊΩΣ 

this thesis will indicate how this maliciousness and black humour ran through certain 

ŜƭŜƳŜƴǘǎ ƻŦ DǊƛƳŀƭŘƛΩǎ ǊƻǳǘƛƴŜ ǘƻ ǎƛƳƛƭŀǊƭȅ ŜȄǇƻǎŜ ΨǘƘŜ ǇƻǘŜƴǘƛŀƭ ŘŀǊƪƴŜǎǎ ǿƛǘƘƛƴ ǳǎΩ (pp. 
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 Charles Dickens, A Tale of Two Cities, ed. by Arthur Waugh and others (Bloomsbury: Nonesuch 
Press, 1937), p. 363; Eigner, p. 162. 
35

 James R. Kincaid, Dickens and the Rhetoric of Laughter (Oxford: Clarendon Press, 1971), p. 20. 
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56-57). Kincaid also considers the comic value of the Artful Dodger, who he regards as a 

ΨŎƻƴǎƛǎǘŜƴǘ ŀƴŘ ŜŦŦŜŎǘƛǾŜ ǳǎŜ ƻŦ CǊŜǳŘƛŀƴ ƘǳƳƻǳǊΩ ŀƴŘ ŀ ΨōǊƛƭƭƛŀƴǘ ǇŀǊƻŘȅ ƻŦ ǎƻŎƛŀƭ 

convention and dull, regulŀǊƛȊŜŘ ŎƻƴŘǳŎǘΩΣ ǿƘƛŎƘ ŀƎŀƛƴ ŀǊŜ ŎƻƳƳŜƴǘǎ ŀǇǇƭicable to the 

Grimaldian clown and worthy of further attention (p. 69). 

YƛƴŎŀƛŘ ǘƘǳǎ ŘŜǾŜƭƻǇǎ 9ƛƎƴŜǊΩǎ ƭƛƳƛǘŜŘ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǘƘŜ Ŏƭƻǿƴ ōǳǘ ŀƭǎƻ ǎŜŜǎ aƛŎŀǿōŜǊ as 

ΨǇŜǊƘŀǇǎ ǘƘŜ Ƴƻǎǘ ƻǊƎŀƴƛŎŀƭƭȅ ŎƻƳǇƭŜǘŜ ƻŦ ώ5ƛŎƪŜƴǎΩǎϐ ŎƻƳƛŎ ŎƘŀǊŀŎǘŜǊǎΩ ŀƴŘ ǘƘŜ ŀǇƻǘƘŜƻǎƛǎ 

of Dickensian clowns (p. 177). To Kincaid, Micawber is able to engender comic 

transformations in a similar way to Grimaldi and constructs high comic drama from the 

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

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

Regency model and one more attuned to the Victorian theatre, which privileged the vocal 

over the physical.  

Eigner also investigates the traditionally complex relationship between Clown and his 

ƳŀǎǘŜǊ όǘȅǇƛŎŀƭƭȅ ǘƘŜ tŀƴǘŀƭƻƻƴύΦ /ƭƻǿƴ ƻŦǘŜƴ ŎƻƴŦƻǳƴŘǎ Ƙƛǎ ƳŀǎǘŜǊΩǎ ǇƭŀƴǎΣ ŘƛǎǘǊŀŎǘƛƴƎ ƘƛƳ 

from his mission against Harlequin and Columbine and drawing him into painful and 

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

or even a shared identity.  

hǘƘŜǊ ŎǊƛǘƛŎǎ ƘŀǾŜ ŀƭǎƻ ǊŜŎƻƎƴƛǎŜŘ 5ƛŎƪŜƴǎΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŎǊŜŀǘŜ ǇŀƛǊǎ ƻǊ ŎƭǳǎǘŜǊǎ ƻŦ 

characters in order to avoid inward or private subject-centred characters, and instead 

externalise opposite emotions or different facets of the same personality. For example, 

WǳƭƛŜǘ WƻƘƴ ǘǊŀŎŜǎ ǎƻƳŜ ƻŦ ǘƘŜǎŜ ƎǊƻǳǇƛƴƎǎ ŀƳƻƴƎǎǘ 5ƛŎƪŜƴǎΩǎ ǾƛƭƭŀƛƴǎΣ ǎǳŎƘ ŀǎ .ƛƭƭ {ƛƪŜǎ ŀƴŘ 

Fagin and Bradley Headstone and Eugene Wrayburn. However, the more comic alter egos 

ƻŦ 5ƛŎƪŜƴǎΩǎ Ǿƛƭƭŀƛƴǎ ƘŀǾŜ ƴƻǘ ȅŜǘ ōeen explored in any detail although Eigner mentions 

several Clown/Pantaloon duets, some within a single character (Samuel Pickwick, Fagin, 
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Seth Pecksniff) and others composed of two characters (Seth 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 semi-villainous Dandy Lover in his 

lifetime, and ǘƘŜ ǘǿƻ ΨǿŜǊŜ ƴŜǾŜǊ ǾŜǊȅ ŦŀǊ ŀǇŀǊǘ ƛƴ 5ƛŎƪŜƴǎΩ ƛƳŀƎƛƴŀǘƛƻƴΩ ŀǎ ŜǾƛŘŜƴŎŜŘ ōȅ 

characters like Dick Swiveller and Mr. Toots.36 AcŎƻǊŘƛƴƎ ǘƻ 9ƛƎƴŜǊΣ ǇŀƴǘƻƳƛƳŜ Ψprovides [a] 

ŎƻƳǇǊŜƘŜƴǎƛǾŜ Ǿƛǎƛƻƴ ǿƛǘƘƛƴ ǿƘƛŎƘ Ǿƛƭƭŀƛƴǎ Ŏŀƴ ōŜ ǘǊŀƴǎŦƻǊƳŜŘ ōȅ ŀ ǿŀǾŜ ƻŦ ǘƘŜ ŦŀƛǊȅΩǎ 

wand into comical fellows, the victims of their own greed and awkwardness and of an 

ŀōǎǳǊŘ ǳƴƛǾŜǊǎŜΩ (p. 102)Φ ¢Ƙƛǎ ŀƭǎƻ ŀǇǇƭƛŜǎ ǘƻ 5ƛŎƪŜƴǎΩǎ Ǿƛƭƭŀƛƴǎ ŀǎ ǿŜƭƭΤ ŜǾŜƴ ƛŦ ǘƘŜƛǊ 

ultimate punishments are often the severest type (shooting, drowning or hanging) there 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. 

{ŎƘƭƛŎƪŜΩǎ ǊŜŀŘƛƴƎ ŦƻŎǳǎŜǎ ƻƴ ŎƛǊŎǳǎ ŎƭƻǿƴǎΣ ŀƴŘ ǎƻ ǘƘŜ ǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴ ƛǎ ƭŀǊƎŜƭȅ 

unexamined. He recognises a number of Dickensian clowns that are emphatically not 

Grimaldi, but does not consider any that are.  For example, he makes reference to Kit 

bǳōōƭŜǎΩǎ ƛƴƛǘƛŀƭ ǊƻƭŜ ŀǎ a clown, but is more interested in his altered character in the latter 

ŎƘŀǇǘŜǊǎΣ ŎƻƴŎƭǳŘƛƴƎ ǘƘŀǘ Ψhe is noteworthy not for Grimaldi-like antics but for cheerful, 

ƘƻƴŜǎǘ ŀƴŘ ŜŀǊƴŜǎǘ ŘŜǾƻǘƛƻƴ ǘƻ ŘǳǘȅΩΦ37 In his later discussion of Hard Times Schlicke 

discusses Jupe as a figure of the circus clown and makes clear that this wŀǎ ΨǉǳƛǘŜ ŘƛǎǘƛƴŎǘ 

ŦǊƻƳ ǘƘŜ ǎǘŀƎŜ Ŏƭƻǿƴ ŎǊŜŀǘŜŘ ōȅ DǊƛƳŀƭŘƛ ŦƻǊ ǘƘŜ ǇŀƴǘƻƳƛƳŜΩ (p. 166). 

Most obviously he traces the ancestry of Daniel Quilp across a wide range of figures from 

popular entertainment ς a waxwork figure, a real dwarf from Bath, the folklore figure of 

the dwarf-ŘŜǾƛƭΣ ǘƘŜ ŦŀƛǊȅǘŀƭŜ ¸Ŝƭƭƻǿ 5ǿŀǊŦΣ tǳƴŎƘ ŀƴŘ ŜǾŜƴ DǊƛƳŀƭŘƛΩǎ ŦŀǘƘŜǊΦ IƻǿŜǾŜǊ 
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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 Grimaldi and Quilp as well. For 

ŜȄŀƳǇƭŜΣ {ŎƘƭƛŎƪŜΩǎ ŎƻƳƳŜƴǘ ǘƘŀǘ ΨǘƘŜ ŀǳŘƛŜƴŎŜ Ŏŀƴ ƛƴŘǳƭƎŜ ƛƴ ǘƘŜ ŀƴŀǊŎƘƛŎ ƘƻƭƛŘŀȅ ǿƘƛŎƘ 

ώtǳƴŎƘΩǎϐ ŀŎǘƛǾƛǘƛŜǎ ǊŜǇǊŜǎŜƴǘΣ ǎŜŎǳǊŜ ƛƴ ǘƘŜ ƪƴƻǿƭŜŘƎŜ ǘƘŀǘ ŀƭƭ ƻŦ ǘƘŜ ǇǳǇǇŜǘǎ ǿƛƭƭ ǇƻǇ ǳǇ 

ŀƎŀƛƴ ŦƻǊ ǘƘŜ ƴŜȄǘ ǇŜǊŦƻǊƳŀƴŎŜΩ ŜŎƘƻŜǎ ŀ ƴǳƳōŜǊ ƻŦ ŎƻƴǘŜmporary reactions that 

encapsulate the imaginative release that pantomime provided (p. 127). For example Walter 

Freewood, in his recollections published in the Theatrical Journal (1865) commented that ΨL 

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

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

in his natural shape just as ƛŦ ƴƻǘƘƛƴƎ ƘŀŘ ƘŀǇǇŜƴŜŘΩ.38 In similar vein, a Times review of 

Harlequin and Red Dwarf; or, The Adamant Rock (Covent Garden, 1812) observed that 

Ψ{ŜǊƛƻǳǎ ǘǳƳōƭŜǎ ŦǊƻƳ ǎŜǊƛƻǳǎ ƘŜƛƎƘǘǎΣ ƛƴƴǳƳŜǊŀōƭŜ ƪƛŎƪǎΣ ŀƴŘ ƛƴŎŜǎǎŀƴǘ ōŜŀǘƛƴƎǎΣ ŎƻƳŜ ƻƴ 

[Grimaldi] as a matter of common occurrence, and leave him every night fresh and free for 

ǘƘŜ ƴŜȄǘ ƴƛƎƘǘΩǎ ŦƭŀƎŜƭƭŀǘƛƻƴǎΩΦ39 CƭƻǿƴΩǎ ŀŦŦƛƴƛǘƛŜǎ ǿƛǘƘ tǳƴŎƘΣ ǇŀǊǘƛŎǳƭŀǊƭȅ Ƙƛǎ ŀǇǇŀǊŜƴǘ 

indestructibility will be explored further in Chapter 6. 

vǳƛƭǇ ƛǎ ŀƭǎƻ ŘŜǎŎǊƛōŜŘ ōȅ {ŎƘƭƛŎƪŜ ŀǎ Ψŀ ǇƻǘŜƴǘ ŜƳōƭŜƳΩ ƻŦ Ψaggressive self-ƎǊŀǘƛŦƛŎŀǘƛƻƴΩΣ 

exhibiting the kind of boundless physical excess that characteriseŘ DǊƛƳŀƭŘƛΩǎ clown.40 

Kincaid uses similar terms to describe Joe the Fat Boy in The Pickwick Papers (1836-37) who 

ƛǎ Ψŀ ǎƭƛƎƘǘƭȅ ǎŀŘƛǎǘƛŎ ŜŀǘƛƴƎ-ƳŀŎƘƛƴŜΩ ǊŜǇǊŜǎŜƴǘƛƴƎ Ψŀƭƭ ǘƘŜ ƎǊŀǎǇƛƴƎ ŀƴŘ ōƭŀǘŀƴǘ ǇƘȅǎƛŎŀƭ 

egocentricity particularly associatŜŘ ǿƛǘƘ ŎƘƛƭŘƘƻƻŘΩΦ ¢ƻ YƛƴŎŀƛŘΣ WƻŜ ƛǎ Ψŀ ŎǊȅ ŦǊƻƳ ǘƘŜ 

ƴǳǊǎŜǊȅΩ ŀƴŘ ΨǘƘŜ ŜƭŜƳŜƴǘŀƭ ƴŀǳƎƘǘȅ ōƻȅΩΣ ΨǎǘǊƻƴƎƭȅ ǎŜȄǳŀƭ ŀƴŘ ŀƭǿŀȅǎ ŜȄǘǊŀƻǊŘƛƴŀǊƛƭȅ 

ǇƘȅǎƛŎŀƭΩ ǿƘƻ ΨŘǊŀƛƴǎ ƻŦŦ ƻǳǊ ƳƛǎŎƘƛŜǾƻǳǎ ƛƳǇǳƭǎŜǎΩΦ41 These are all terms equally applicable 

ǘƻ DǊƛƳŀƭŘƛΩǎ /ƭƻǿƴ ǿho is described by the theatre historian D. L. Murray as having a 
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ΨǿƘƛǘŜ ŦŀŎŜ ƭŀǊŘŜŘ ǿƛǘƘ ǊŜŘ ƭƛƪŜ ŀ ǎŎƘƻƻƭōƻȅΩǎ ǘƘŀǘ Ƙŀǎ ōŜŜƴ ŘƛǇǇŜŘ ƛƴ ŀ ǎǳǊǊŜǇǘƛǘƛƻǳǎ ƧŀƳ-

ǇƻǘΩΦ42 

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

ƻǳǊ ŀƳǳǎŜƳŜƴǘΤ Ƙƛǎ ΨŀƴǘƛŎǎΩ ŀǊŜ ΨǇŜǊŦƻǊƳŀƴŎŜǎ ǿƛǘƘ ǎǇŜŎǘŀǘƻǊǎ ƛƴ ƳƛƴŘΩ or, as Kincaid puts 

ƛǘΣ ǊŜǇǊŜǎŜƴǘ ΨŜȄŀƎƎŜǊŀǘŜŘ ΨǎƘƻǿƛƴƎ ƻŦŦΩΩΣ ǿƘŜƴ ŎƘŜǿƛƴƎ ƻƴ ŎǳǘƭŜǊȅ ƻǊ ŜŀǘƛƴƎ Ƙƛǎ ǿƘƻƭŜ ŜƎƎǎ 

(both typically clownish turns).43 Quilp, however, is ultimately left to stand as the antithesis 

ƻŦ ǘƘŜ ǾŀƭǳŜǎ ƻŦ ǇƻǇǳƭŀǊ ŜƴǘŜǊǘŀƛƴƳŜƴǘΣ ǘƘŜ ΨǉǳŀƭƛǘƛŜǎ ƻŦ ǘƘŀǘ ŎǳƭǘǳǊŜ ǿƘƛŎƘ ƻǳƎƘǘ ƴƻǘ ǘƻ 

ǎǳǊǾƛǾŜΩΣ ƛƴ ŘƛŀƳŜǘǊƛŎ ƻǇǇƻǎƛǘƛƻƴ ǘƻ ǘƘŜ ŦƛƎǳǊŜ ƻŦ 5ƛŎƪ {ǿƛǾŜƭƭŜǊΦ44 

Thus Quilp is refigured as a clown in many ways, only to be then summarily dismissed 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 that should survive. 

A more sustained discussion of the ƴŜƎŀǘƛǾŜ Ŏƻƴƴƻǘŀǘƛƻƴǎ ƻŦ ŎƭƻǿƴƛƴƎ ƛǎ WƻǎŜǇƘ .ǳǘǿƛƴΩǎ 

Ψ¢ƘŜ tŀǊŀŘƻȄ ƻŦ ǘƘŜ /ƭƻǿƴ ƛƴ 5ƛŎƪŜƴǎΩ όмфтсύΣ ǿƘƛŎƘ ŎƻƴǎƛŘŜǊǎ ǘƘŜ ǎƳŀƭƭ ƘŀƴŘŦǳƭ ƻŦ 

ǇǊƻŦŜǎǎƛƻƴŀƭ Ŏƭƻǿƴǎ ǿƛǘƘƛƴ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΦ IŜ ŀǎǎŜǊǘǎ ǘƘŀǘ 5ƛŎƪŜƴǎ ƛǎ ΨǘƘŜ ŦƛǊǎǘ 9ƴƎƭƛǎƘ 

writer to absorb ǘƘŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ŎƭƻǿƴΩ and is one of the few scholars to ŀŘŘǊŜǎǎ 5ƛŎƪŜƴǎΩǎ 

editing of the Memoirs fully.45 He does give the work some credit, recognising its 

ŎƻƳǇǊŜƘŜƴǎƛǾŜ Ǿƛǎƛƻƴ ƻŦ wŜƎŜƴŎȅ 9ƴƎƭŀƴŘΣ ōǳǘ ƘŜ ŦŜŜƭǎ ǘƘŀǘ ƛǘ ΨōŜǘǊŀȅǎ ǾŜǊȅ ƭƛǘǘƭŜ ƻŦ ǘƘŜ 

ƳŀǎǘŜǊΩǎ ǎǘȅƭŜΣ ǇǊƻōŀōƭȅ ǾŜǊȅ ƭƛǘǘƭŜ ƻŦ ŎƭƻǿƴΩǎΩ (pp. 116-117). This highly debatable point will 

be taken up in some detail later in this thesis, because by reading the Memoirs in relation 

ǘƻ 5ƛŎƪŜƴǎΩǎ ƻǘƘŜǊ ǿƻǊƪǎ ƻŦ ǘƘŜ ǘƛƳŜ it is possible to observe a large number of similarities 

and echoes that clearly demonstrate thematic and stylistic continuity. 
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.ǳǘǿƛƴΩǎ ǘƘŜǎƛǎ ƛǎ ǇǊŜŘƛŎŀǘŜŘ ƻƴ ǘƘŜ ǇƻǇǳƭŀǊ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘŜ Ŏƭƻǿƴ ǘƘŀǘ DǊƛƳŀƭŘƛΩǎ ƻǿƴ 

life history seems to make a reality ς the dichotomy between the public performance that 

elicits our laughter and the private, hidden suffering that should elicit our sympathy. Rather 

ǘƘŀƴ ŎƻƴǎƛŘŜǊƛƴƎ 5ƛŎƪŜƴǎΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŎƻƴŦǳǎŜ ƻǊ ŜǾŜƴ ŎƻƭƭŀǇǎŜ ǘƘŜ ōƻǳƴŘŀǊȅ ōŜǘǿŜŜƴ ǘƘŜ 

staged and the natural, Butwin examines examples in which Dickens makes the differences 

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

ǊŜǘǳǊƴƛƴƎ ǘƻ ǘƘŜǎŜ ƛŘŜŀǎΣ ŘƛǎǇƭŀȅŜŘ ŀ ΨǇŜǊǎƛǎǘŜƴǘ ƛƴǘŜǊŜǎǘ ƻŦ ǿƘŀǘ ǘƘŜ Ŏƭƻǿƴ ƛǎ ŀƴŘ ǿƘŀǘ ƘŜ 

ǇǊŜǘŜƴŘǎ ǘƻ ōŜΩ (p. 118). 

Butwin examines DickenǎΩǎ ǇǊƻŦŜǎǎƛƻƴŀƭ ŎƭƻǿƴǎΣ ŜǎǇŜŎƛŀƭƭȅ ǘƘŜ ŘȅƛƴƎ Ŏƭƻǿƴ ƛƴ Ψ¢ƘŜ {ǘǊƻƭƭŜǊΩǎ 

¢ŀƭŜΩ ŀƴŘ {ƛƎƴƻǊ WǳǇŜ ƻŦ Hard Times and therefore situates the clown as a locus of failure. 

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

parallŜƭǎ IŜƴǊȅ aŀȅƘŜǿΩǎ ǿƻǊƪ London Labour and the London Poor (1851). Butwin also 

ǇƛƴǇƻƛƴǘǎ ŀ ŦŜŜƭƛƴƎ ƻŦ ǎƘŀƳŜ ǿƛǘƘƛƴ ǘƘŜǎŜ Ŏƭƻǿƴ ŦƛƎǳǊŜǎΣ ŎƻƴǘǊŀǊȅ ǘƻ {ŎƘƭƛŎƪŜΩǎ ǇƻǎƛǘƛǾŜ 

ǾƛŜǿΣ ǿƘƛŎƘ ƛŘŜƴǘƛŦƛŜǎ ŀ ǿŀǊƳǘƘ ƛƴ 5ƛŎƪŜƴǎΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ŎƛǊŎǳǎ ŀƴŘ ƛǘǎ ƛƴƘŀōƛǘŀƴǘs. 

LƴǎǘŜŀŘΣ .ǳǘǿƛƴ ŦŜŜƭǎ ǘƘŀǘ 5ƛŎƪŜƴǎ ǇǊŜǎŜƴǘǎ ǘƘŜ ŎƛǊŎǳǎ ŀǎ Ψŀ ƳƛȄŜŘ ōŀƎ ƻŦ ŀōǎǳǊŘƛǘȅ ǿǊŀǇǇŜŘ 

ƛƴ ǘƘŜ ƛƴŜǾƛǘŀōƭȅ ŦŀƭǎŜ ŘƛƎƴƛǘȅ ƻŦ ƳƻŘŜǊƴ ǇǳōƭƛŎƛǘȅΩΣ ŀǎ ŜȄŜƳǇƭƛŦƛŜŘ ōȅ ǘƘŜ ŜƴŘƛƴƎ ƻŦ ǘƘŜ 

novel (p. 128). It closes on a note of shame and humiliation that is explicitly associated with 

clowning, as Gradgrind and his son become defeated and ridiculous clowns in the centre of 

the ring ς ΨaǊΦ DǊŀŘƎǊƛƴŘ ǎŀǘ Řƻǿƴ ŦƻǊƭƻǊƴΣ ƻƴ ǘƘŜ /ƭƻǿƴϥǎ ǇŜǊŦƻǊƳƛƴƎ ŎƘŀƛǊ ƛƴ ǘƘŜ ƳƛŘŘƭŜ 

ƻŦ ǘƘŜ ǊƛƴƎΩ ŀƴŘ Ƙƛǎ ǎƻƴ ǿŀǎ ΨŘŜǘŜǎǘŀōƭȅΣ ǊƛŘƛŎǳƭƻǳsly shameful ώΧϐ ƛƴ Ƙƛǎ ŎƻƳƛŎ ƭƛǾŜǊȅΩΦ46 

Ultimately, Butwin posits a re-ǊŜŀŘƛƴƎ ƻŦ aǊΦ {ƭŜŀǊȅΩǎ ƻōǎŜǊǾŀǘƛƻƴ ǘƘŀǘ ΨtŜƻǇƭŜ ƳǳǘƘǘ ōŜ 

ŀƳǳǘƘŜŘ Χ ¸ƻǳ ƳǳǘƘǘ ƘŀǾŜ ǳǘƘΩ ǘƘŀǘ ŀƎŀƛƴ ŘƛŦŦŜǊǎ ŦǊƻƳ {ŎƘƭƛŎƪŜΩǎΦ47 Rather than reading 

this as a signal of the basic human need ŦƻǊ ŜƴǘŜǊǘŀƛƴƳŜƴǘΣ .ǳǘǿƛƴ ƛƴǘŜǊǇǊŜǘǎ ƛǘ ŀǎ ŀ ΨŦŀƛǊƭȅ 
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ŘŜǎǇŜǊŀǘŜ ǇƭŜŀΩ ōȅ ǘƘŜ ǇŜǊŦƻǊƳŜǊǎ ς despite their deficiencies they are a burden that the 

public must accept. To conclude his negative reading of the Dickensian clown, Butwin 

ŀǎǎŜǊǘǎ ǘƘŀǘ ǘƘŜ ŎƭƻǿƴΩǎ ŦŀƛƭǳǊŜ ƛǎ ǊŜŦƭŜŎǘŜŘ ƛƴ Ƙƛǎ ǊŀƎƎŜŘ ŎƻǎǘǳƳŜΣ ǿƘƛŎƘ ƛǎ Ψŀ ōŀŘƎŜ 

ŀƴƴƻǳƴŎƛƴƎ ƘƛƳ ǘƻ ōŜ ǘƘŜ ǇǊƛƴŎŜ ƻŦ ŦƭƻǇǎ ŀƴŘ ŦŀƛƭǳǊŜǎΩΦ48 

V. 5ƛŎƪŜƴǎΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ Ψǘhe theatrum mǳƴŘƛΩ 

!ƴƻǘƘŜǊ ƛƳǇƻǊǘŀƴǘ ŎƻƴŎŜǇǘ ǇƛǾƻǘŀƭ ǘƻ 5ƛŎƪŜƴǎΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ǘƘŜŀǘǊŜ ƛǎ ΨǘƘŜ 

theatrum mundiΩΣ ǿƘƛŎƘ Ƙŀǎ ōŜŜƴ ŜȄŀƳƛƴŜŘ ƛƴ ŀ ƴǳƳōŜǊ ƻŦ ǎǘǳŘƛŜǎΦ !Ȅǘƻƴ ƛŘŜƴǘƛŦƛŜǎ 

5ƛŎƪŜƴǎΩǎ ŜŀǊƭȅ Ŝǎǎŀȅ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ όмуот) as an important articulation of 

5ƛŎƪŜƴǎΩǎ ƻǿƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ theatrum mundi, which would have a profound impact 

on his work at the time. Appearing at the same time as The Pickwick Papers and Oliver 

Twist, !Ȅǘƻƴ ŦŜŜƭǎ ǘƘŀǘ ƛǘ ǊŜǇǊŜǎŜƴǘǎ Ψŀ ǎǳƳƳŀǊȅ ƻŦ ǘƘŜ ƛŘŜŀǎ ǘƘŀǘ ƻŎŎǳǇƛŜŘ ǘƘŜ ƴƻǾŜƭƛǎǘΩǎ 

ƳƛƴŘ ŘǳǊƛƴƎ ǘƘŜ ǇŜǊƛƻŘ ƻŦ ŎƻƳǇƻǎƛǘƛƻƴ ƻŦ ǘƘŜǎŜ ǾƻƭǳƳŜǎΩΦ49   

Lƴ ƛǘΣ 5ƛŎƪŜƴǎ Ǉƻǎƛǘǎ ǘƘŀǘ ΨA pantomime is to us, a mirror of life; nay more, [...] to audiences 

ƎŜƴŜǊŀƭƭȅΣ ŀƭǘƘƻǳƎƘ ǘƘŜȅ ŀǊŜ ƴƻǘ ŀǿŀǊŜ ƻŦ ƛǘΩ ŀƴŘ ŎƭŜǾŜǊƭȅ ƛƴǘŜǊǿŜŀǾŜǎ ǘƘŜ ǿƻǊƭŘ ƻŦ ǘƘŜ 

stage and that of reality without saying which is which.50 In this way, the essay moves us 

ǘƻǿŀǊŘǎ ΨǘƘŜ ŀǳǘƘƻǊΩǎ ǾƛŜǿ ƻŦ ǘƘŜ ŎƻƴƎǊǳŜƴŎŜ ōŜǘǿŜŜƴ ǘƘŜ ƎǊƻǘŜǎǉǳŜǊƛŜǎ ƻŦ ǘƘŜŀǘǊƛŎŀƭ 

ǇŀƴǘƻƳƛƳŜ ŀƴŘ ǘƘŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ǘȅǇŜǎ ŀƴŘ ŜǾŜƴǘǎ ƻŦ ƻǊŘƛƴŀǊȅ ƭƛŦŜΩΦ51 

/ǊƛǘƛŎǎ ǎŜŜƳ ŘƛǾƛŘŜŘ ŀǎ ǘƻ ǿƘŜǘƘŜǊ 5ƛŎƪŜƴǎΩǎ ƻǘƘŜǊ ǿƻǊƪǎ ŀŘŜǉǳŀǘŜƭȅ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘƛǎΦ 

While Eigner believes thŀǘ /ƭƻǿƴΩǎ excesses had to be curbed in any semblance of 

verisimilitude, Axton feels that Dickens believed that any attempt at mimesis must 

embrace the whole clown. So although Axton observes that Dickens sometimes makes his 
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characters too caricatured throǳƎƘ ǘƘŜ ΨƳŀƴƛŎ ǇŜǊǎƛǎǘŜƴŎŜ ƻŦ ŀ ŦŜǿ ŜŎŎŜƴǘǊƛŎ ǘǊŀƛǘǎΩΣ ƘŜ 

ŘƻŜǎ ƴƻǘ ǘƘƛƴƪ ǘƘŀǘ ǘƘƛǎ ǎǇƻƛƭǎ ǘƘŜ ƻǾŜǊŀƭƭ ŜŦŦŜŎǘ ōŜŎŀǳǎŜ ŜǾŜƴ ΨǘƘŜ ƎǊƻǎǎ ŀƴŘ ŀƴǘƛŎ 

exaggerations of pantomime clowns do not belie reality but represent its grotesque 

ŘƛƳŜƴǎƛƻƴǎ ŦŀƛǘƘŦǳƭƭȅΩ (p. 31; p. 41). 

9ƛƎƴŜǊ ƭƛƴƪǎ 5ƛŎƪŜƴǎΩǎ ƛŘŜŀ ƻŦ ǘƘŜ theatrum mundi to the wider social rituals of the 

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

ƘŀǾŜ ŀ ǇƭŀŎŜ ΨƻŦŦǎǘŀƎŜΩ Ŏƭƻǿƴǎ ŀƴŘ Ŧƻƻƭǎ ōŜŎƻƳŜ ΨǘƘŜ Ŏƻƴǎǘŀƴǘ ŀŎŎǊŜŘƛǘŜŘ representatives 

ƻŦ ǘƘŜ ŎŀǊƴƛǾŀƭ ǎǇƛǊƛǘ ƻǳǘ ƻŦ ŎŀǊƴƛǾŀƭ ǎŜŀǎƻƴΩ ŀƴŘ ǘƘǳǎ ŀ ǇŜǊƳŀƴŜƴǘ ǇǊŜǎŜƴŎŜ ƛƴ ƻǳǊ ƭƛǾŜǎ 

rather than merely a holiday release.52 Here it could be argued that Dickens follows 

{ƘŀƪŜǎǇŜŀǊŜΩǎ ƳƻŘŜƭ ƻŦ CŀƭǎǘŀŦŦƛŀƴ ŎƻƳŜŘȅΣ ǿƘƛŎƘ /Φ[Φ .ŀǊōŜǊ ǊŜƎŀǊds as a fusion of the 

ǘǿƻ Ƴŀƛƴ ΨǎŀǘǳǊƴŀƭƛŀƴ ǘǊŀŘƛǘƛƻƴǎΩΣ ǘƘŜ ŎƭƻǿƴƛƴƎ ŎǳǎǘƻƳŀǊȅ ƻƴ ǎǘŀƎŜ ŀƴŘ ǘƘŜ Ŧƻƭƭȅ ŎǳǎǘƻƳŀǊȅ 

on holiday occasions.53 

!ȄǘƻƴΩǎ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ǘƘŜ theatrum mundi in Dickens looks to the present rather than the 

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

Ƙƛǎ ƳŜǘƘƻŘ ƻŦ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴΣ ōǳǘ ŀƭǎƻ Ψŀ ƳŜŀƴǎ ƻŦ ŘŜǇƛŎǘƛƴƎ ŀƴ ŜƳŜǊƎŜƴǘ ōƻǳǊƎŜƻƛǎ 

9ƴƎƭŀƴŘΩ ŀƴŘ ǎŀǘƛǊƛǎŜ ǘƘŜ ƳƻǊŜǎ ŀƴŘ ƘƛǎǘǊƛƻƴƛŎ ŀƴǘƛŎǎ ƻŦ ǘƘŜ ƳƛŘŘƭŜ ŎƭŀǎǎŜǎΦ54 This begins as 

early as Sketches by Boz (1833-36) and shapes other works such as The Pickwick Papers 

όǿƘƛŎƘ !Ȅǘƻƴ ŘŜǎŎǊƛōŜǎ ŀǎ ΨǘƘŜ Ǿƛǎƛƻƴ ƻŦ ŀ ƎǊŀƴŘ theatrum mundi in which the actor-in-mufti 

ƛǎ ǘƘŜ ŎŜƴǘǊŀƭ ŀǊŎƘŜǘȅǇŜΩύ ŀƴŘ ǘƻ ǎƻƳŜ ŜȄǘŜƴǘΣ Oliver Twist (p. 82). 

In Dickens, Novel-Reading and the Victorian Public (1998), Deborah Vlock also examines the 

theatrum mundi in Dickens. Part of her study demonstrates the interchangeability between 

the novel and the stage, but she also shows how these shared signs broke from the 
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confines of playhouse and page and were present and readable in the streets outside as 

ǿŜƭƭΦ {ƘŜ ŎƻƳƳŜƴǘǎ ǘƘŀǘ Ψ±ƛŎǘƻǊƛŀƴǎ ǊŜŀŘ ƛƴ ǘƘŜƛǊ ǿƻǊƭŘ ǘƘŜ ǎŀƳŜ ǎƛƎƴǎ ǘƘŜȅ ǊŜŀŘ ŀǘ ǘƘŜ 

ǘƘŜŀǘǊŜΩ ǿƘƛŎƘ ƳŜŀƴǘ ǘƘŀǘ ǘƘŜ ΨǘƘŜŀǘǊƛŎŀƭ ǎǘǊǳŎǘǳǊŜǎΣ ƎŜǎǘǳǊŜǎΣ ŀƴŘ ǇƻǎǘǳǊŜǎΩ ǿŜǊŜ ǊŜƎŀǊŘŜŘ 

ŀǎ ΨǎƻŎƛŀƭƭȅ ŀǳǘƘŜƴǘƛŎΩΦ55 Thus actual reality was constantly viewed, interpreted and 

articulated through the same paradigms that operated in the theatre. Vlock gives the 

ŜȄŀƳǇƭŜ ƻŦ aŀȅƘŜǿΩǎ London Labour and the London Poor, which is ostensibly an earnest 

sociological sǘǳŘȅ ƻŦ [ƻƴŘƻƴΩǎ ƭƻǿŜǊ ŎƭŀǎǎŜǎΣ ōǳǘ ƻƴŜ ǿƘƛŎƘ ƛǎ ŀŎǘǳŀƭƭȅ ŎƛǊŎǳƭŀǘŜŘ ǘƘǊƻǳƎƘ ŀ 

ƎŜƴŜǊƻǳǎ ǳǎŜ ƻŦ ΨŘǊŀƳŀǘƛŎ ŀƴŘ ƭƛǘŜǊŀǊȅ ǎǘŜǊŜƻǘȅǇŜǎΩ ŀƴŘ ŀ ΨǊŜƭƛŀƴŎŜ ƻƴ ǘƘŜŀǘǊƛŎŀƭ 

ŎƻƴǾŜƴǘƛƻƴǎΩ (p. 118). According to Vlock, this is not merely attributable to standard 

Victorian discursive practice and serves particular ends; the use of theatrical tropes 

ŘƻƳŜǎǘƛŎŀǘŜǎΣ ǎŀƴƛǘƛǎŜǎ ŀƴŘ ŘŜŦǳǎŜǎ ǘƘŜ ǘƘǊŜŀǘ ƻŦ ǘƘŜ ƭƻǿŜǊ ŎƭŀǎǎŜǎ ŦƻǊ aŀȅƘŜǿΩǎ ƳƛŘŘƭŜ-

class readership. 

Vlock ŀƭǎƻ ŘƛǎŎǳǎǎŜǎ 5ƛŎƪŜƴǎΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŎƻƴŦƭŀǘŜ ǘƘŜ ǊŜŀƭ ŀƴŘ ǘƘŜ ǘƘeatrical, explaining 

Ƙƻǿ ƘŜ ΨŦǊŜǉǳŜƴǘƭȅ ƳƛȄŜŘ Ƙƛǎ ǇŜǊǎƻƴŀƭΣ ǎƻŎƛŀƭΣ ŀƴŘ ǘƘŜŀǘǊƛŎŀƭ ƻōǎŜǊǾŀǘƛƻƴǎ ƛƴ ǘƘƛǎ ǿŀȅΣ 

ǇǊƻŘǳŎƛƴƎ ŀ ŎǊŜŀǘƛǾŜ ƎŜƴǊŜ ǿƘƛŎƘ ǊŀǊŜƭȅ ŎƻƴŦƛƴŜǎ ƛǘǎŜƭŦ ǘƻ ŜƛǘƘŜǊ ǘƘŜ ŦƛŎǘƛǾŜ ƻǊ ǘƘŜ ΨǊŜŀƭΩΩ (p. 

140). This construction of the theatrum mundi by Dickens can be traced in his fiction as well 

ŀǎ ƛƴ ǿƻǊƪǎ ƭƛƪŜ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ ŀƴŘ Sketches, but like most of the other critics 

discussed here, Vlock ŘƻŜǎ ƴƻǘ ŎƻƴǎƛŘŜǊ ƛǘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 5ƛŎƪŜƴǎΩǎ ŦƻǊŀȅ ƛƴǘƻ ōƛƻƎǊŀǇƘȅ ǿƛǘƘ 

the Memoirs, written at the ǎŀƳŜ ǘƛƳŜ ŀǎ ǎƻƳŜ ƻŦ ǘƘƛǎ ƳŀǘŜǊƛŀƭΦ 5ŜǎǇƛǘŜ 5ƛŎƪŜƴǎΩǎ ŎƭŀƛƳǎ ƛƴ 

his introduction to the Memoirs ǘƘŀǘ ΨǘƘŜǊŜ Ƙŀǎ ōŜŜƴ ƴƻ book-making ƛƴ ǘƘƛǎ ŎŀǎŜΩ, the 

Memoirs ŘƛǎǇƭŀȅǎ ŀ ƭŀǊƎŜ ŘŜƎǊŜŜ ƻŦ ƳŜŘƛŀǘƛƻƴ ōŜǘǿŜŜƴ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜ ŀƴŘ 5ƛŎƪŜƴǎΩǎ 

presentation of it.56 DƛŎƪŜƴǎ ƻƴŎŜ ŎƻƳƳŜƴǘŜŘ ǘƻ WƻƘƴ CƻǊǎǘŜǊ ǘƘŀǘ ƛǘ ΨŘƻŜǎ ƴƻǘ ǎŜŜƳ ǘƻ ōŜ 

to be enough to say of any description that it is the exact truth. The exact truth must be 
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ǘƘŜǊŜΤ ōǳǘ ǘƘŜ ƳŜǊƛǘ ƻǊ ŀǊǘ ƻŦ ǘƘŜ ƴŀǊǊŀǘƻǊΣ ƛǎ ƛƴ ǘƘŜ ƳŀƴƴŜǊ ƻŦ ǎǘŀǘƛƴƎ ǘƘŜ ǘǊǳǘƘΩ ŀƴŘ ŀǎ ŀ 

text ǿƘƛŎƘ ŎƭŀƛƳǎ ǘƻ ƻŦŦŜǊ ǘƘŜ ΨŜȄŀŎǘ ǘǊǳǘƘΩ ǿƘƛƭŜ Ŏƻƴǎǘŀƴǘƭȅ ŘǊŀǿƛƴƎ ŀǘǘŜƴǘƛƻƴ ǘƻ ΨǘƘŜ 

ƳŀƴƴŜǊ ƻŦ ǎǘŀǘƛƴƎ ǘƘŜ ǘǊǳǘƘΩΣ ǘƘŜ Memoirs offers some interesting perspectives on the issue 

of the theatrum mundi.57 

Although he does not use the term explicitly, Schlicke alǎƻ ŎƻƴǎƛŘŜǊǎ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪ ƛƴ 

terms of the theatrum mundi, particularly Nicholas Nickleby. For example, he claims that 

ΨǘƘŜ ŎƻƴǾŜƴǘƛƻƴǎ ƻŦ ǘƘŜ ǘƘŜŀǘǊŜ ǇŜǊƳŜŀǘŜ ώNicklebyΩǎϐ ŦƻǊƳ ŀƴŘ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴΩ ŀƴŘ 

ŦǳǊǘƘŜǊ ǘƘŀǘ ΨǇŜǊŦƻǊƳŀƴŎŜ ƛǎ ŀ ǇǊƛƴŎƛǇŀƭ ƳŀƴƛŦŜǎǘŀǘion of ŎƘŀǊŀŎǘŜǊΩΣ ŦƻǊ ŜȄŀƳǇƭŜ ƛƴ 

characters like Ralph Nickleby, Wackford Squeers and Mr. Lillyvick, as well as the members 

ƻŦ /ǊǳƳƳƭŜǎΩǎ ǘǊƻǳǇŜΦ To Schlicke, the lines between theatricality and reality are 

necessarily blurred, because for many of the chaǊŀŎǘŜǊǎ ΨŀŎǘƛƴƎ ŎƻƴǎǘƛǘǳǘŜǎ ǊŜŀƭƛǘȅΣ ŀƴŘ ǘƘŜ 

ƳƻŘŜǎ ƻŦ ǘƘŜ ǘƘŜŀǘǊŜ ǳƴŘŜǊǇƛƴ ǘƘŜƛǊ ǾƛǘŀƭƛǘȅΩΦ58 

[ƛƪŜ .ǳǘǿƛƴΩǎ ǿƻǊƪΣ {ŎƘƭƛŎƪŜΩǎ ƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ 5ƛŎƪŜƴǎΩǎ ǇƻǊǘǊŀȅŀƭ ƻŦ 

professional actors - those people in the theatrum mundi who everyone knows are acting 

and ŀǊŜ ŜȄǇŜŎǘŜŘ ǘƻ Řƻ ǎƻΦ IŜ ŘƛǎŎǳǎǎŜǎ ǘƘŜ ΨƘƛǎǘǊƛƻƴƛŎ ǇƻǎǘǳǊƛƴƎΩ ŀƴŘ ΨǎǘŀƎŜ ǇŀǘǘŜǊΩ ǘƘŀǘ 

Jingle uses outside the circumscribed playing space within the world of the novel, but his 

main focuǎ ƻŦ ŀǘǘŜƴǘƛƻƴ ƛǎ ǘƘŜ /ǊǳƳƳƭŜǎΩs troupe (p. 44).  He feels that Dickens pokes a 

certain amount of gentle fun at the actors by ǎŀǘƛǊƛǎƛƴƎ ΨǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŦƻƛōƭŜǎ ƻŦ ǘƘŜŀǘǊƛŎŀƭ 

ǘȅǇŜǎΩ ŀƴŘ ǇƻǊǘǊŀȅƛƴƎ ΨǘƘŜ ŜȄŎŜǎǎŜǎ ƻŦ ǘǿƻ ƳŀƧƻǊ ŎƻƴǘŜƳǇƻǊŀǊȅ ǘƘŜƻǊƛŜǎ ƻŦ ŀŎǘƛƴƎΩ. He also 

notes ǘƘŀǘ bƛŎƘƻƭŀǎΩǎ ŎƻƴŘŜǎŎŜƴǎƛƻƴ ǘƻǿŀǊŘǎ ǘƘe actors, his reticence about relating his 

ǘƘŜŀǘǊƛŎŀƭ ŀŘǾŜƴǘǳǊŜǎ ǘƻ ƻǘƘŜǊǎ ŀƴŘ ǘƘŜ /ǊǳƳƳƭŜǎΩǎ ŜǾŜƴǘǳŀƭ ŜƧŜŎǘƛƻƴ ǘƻ !ƳŜǊƛŎŀ ƳŀƪŜ 

manifest the same class prejudices against the theatrical profession that Vlock 
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ŘŜƳƻƴǎǘǊŀǘŜǎΦ !ǎ {ŎƘƭƛŎƪŜ Ǉǳǘǎ ƛǘΣ Ψƛǘ ƛǎ ŀ Řƛǎǘurbing limitation of this novel that a lack of 

ǇƻƭƛǘŜ ŀƛǊǎ ǎƘƻǳƭŘ ōŜ ƘŜƭŘ ŀƎŀƛƴǎǘ ǘƘŜ ƳŀƴŀƎŜǊΩ (p. 83). 

Nonetheless, Schlicke also accepts that Dickens invests these popular entertainers with the 

ǾŀƭǳŜǎ ƘŜ ǊŜƎŀǊŘǎ ŀǎ Ƴƻǎǘ ǎƻŎƛŀƭƭȅ ŘŜǎƛǊŀōƭŜΣ ǘƘŜ ΨǾŀƭǳŜǎ ƻŦ ŦŀƳƛƭȅ ƭƻȅŀƭǘȅ ŀƴŘ ǊŜǎǇŜŎǘΩΣ 

which they in fact share with Nicholas as the hero of the novel (p. 80). However, this 

tension produced by the discrepancy between the social value of the performers 

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

Another manifestation of the theatrum mundi ƛƴ 5ƛŎƪŜƴǎ ƛǎ aǊǎΦ ¢ƻŘƎŜǊǎΩǎ ƭƻŘƎƛƴƎ ƘƻǳǎŜ ƛƴ 

Martin Chuzzlewit (1843-ппύΦ ¢ƻŘƎŜǊǎΩǎ ƛǎ ŜȄǇƭƻǊŜŘ ƛƴ YƛƴŎŀƛŘΩǎ ǎǘǳŘȅΣ ǿƘŜǊŜ ƘŜ ŘŜǎŎǊƛōŜǎ ƛǘ 

as ΨǘƘŜ ŎŜƴǘǊŜ ƻŦ ǘƘŜ ŎƻƳƛŎ ǇǊƛƴŎƛǇƭŜ ƻŦ ŀŎŎƻƳƳƻŘŀǘƛƻƴΩ ŀƴŘ Ψthe most important agent in 

ǎǘƛǊǊƛƴƎ ƻǳǊ ƳƻǊŜ ǇƻǎƛǘƛǾŜ ƭŀǳƎƘǘŜǊΩΦ59 Mrs. Todgers and her young men provide a number 

ƻŦ ŘƛŦŦŜǊŜƴǘ ǘȅǇŜǎ ƻŦ ΨǘǳǊƴΩ ŀƴŘ ŘŜƳƻƴǎǘǊŀǘŜ ΨŎƻƳƛŎ Ǝƭǳǘǘƻƴȅ ǊŜƳƛƴƛǎŎŜƴǘ ƻŦ [Χ] tƛŎƪǿƛŎƪΩ (p. 

150). Central to this comedic theatrum mundi is the figure of Young Bailey, who Kincaid 

regards as a development of two other Dickensian clowns ς Sam Weller, with whom he 

ǎƘŀǊŜǎ ǘƘŜ ƎƛŦǘ ƻŦ ǇŀǊƻŘȅ ōǳǘ ΨǿƛǘƘƻǳǘ {ŀƳΩǎ ŎȅƴƛŎƛǎƳΩΣ ŀƴŘ ǘƘŜ !ǊǘŦǳƭ 5ƻŘƎŜǊΣ ƻŦ ǿƘƛŎƘ ƘŜ ƛǎ 

ŀ ΨŦǊŜŜǊΣ ƭƛƎƘǘŜǊ ǾŜǊǎƛƻƴΩ ǿƛǘƘ ǘƘŜ ǎŀƳŜ ΨŜƴŘƭŜǎǎƭȅ ƘŀǇǇȅ ƛǊƻƴȅΩ (p. 160). Young Bailey is not 

ƳŜƴǘƛƻƴŜŘ ƛƴ ŀƴȅ ƻŦ ǘƘŜ ƻǘƘŜǊ ǎǘǳŘƛŜǎ ƻŦ ǘƘŜŀǘǊƛŎŀƭƛǘȅΣ ȅŜǘ ƛǎ ŀǊƎǳŀōƭȅ ƻƴŜ ƻŦ 5ƛŎƪŜƴǎΩǎ 

fullest incarnations of the pantomime clown. 

                                                           
59

 Kincaid, p. 149. 



41 

 

VI. Entertainment as a social necessity 

tŀǳƭ {ŎƘƭƛŎƪŜΩǎ ǎǘǳŘȅ also ǇǊƻǾƛŘŜǎ ŀ ǇƻƭƛǘƛŎŀƭ ǊŜŀŘƛƴƎ ƻŦ 5ƛŎƪŜƴǎΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ 

ǘƘŜŀǘǊŜ ŀƴŘ ǎƛǘǳŀǘŜǎ 5ƛŎƪŜƴǎΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ǘƘŜŀǘǊŜ ǿƛǘƘƛƴ ǘƘŜ ōǊƻŀŘŜǊ ǎŎƻǇŜ ƻŦ ±ƛŎǘƻǊƛŀƴ 

ǇƻǇǳƭŀǊ ŜƴǘŜǊǘŀƛƴƳŜƴǘΦ {ŎƘƭƛŎƪŜ ŜȄǇƭŀƛƴǎ ǘƘŀǘ 5ƛŎƪŜƴǎ Ψresponded with unashamed 

pleasure to the circus and the pantomime, to sensational melodrama and the Punch and 

WǳŘȅ ǎƘƻǿΩ as well as other non-theatrical forms such as the travelling fair or waxwork 

show.60 

IŜ ŜȄŀƳƛƴŜǎ 5ƛŎƪŜƴǎΩǎ ƭƛŦŜ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘǿƻ ǇƛǾƻǘŀƭ ƳƻƳŜƴǘǎ ƛƴ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǇƻǇǳƭŀǊ 

eƴǘŜǊǘŀƛƴƳŜƴǘ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ŦƛǊǎǘƭȅ ƛƴ Ƙƛǎ ΨŦƻǊƳŀǘƛǾŜ ŜŀǊƭȅ ȅŜŀǊǎ ώΧϐ 9ƴƎƭƛǎƘ ǇƻǇǳƭŀǊ 

ŜƴǘŜǊǘŀƛƴƳŜƴǘ ǿŀǎ ƛƴ ŀ ǇǊƻŎŜǎǎ ƻŦ ǊŀŘƛŎŀƭ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴΩ ŀƴŘ ǘƘŜƴ ǎŜŎƻƴŘƭȅΣ ŀǎ ƘŜ ōŜƎŀƴ 

his life as a writer, ΨǘƘŜ ƴŀŘƛǊ ƻŦ 9ƴƎƭƛǎƘ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜ ǿŀǎ ǊŜŀŎƘŜŘΩ (p. 5). Schlicke sees 

ƳǳŎƘ ƻŦ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪ ŀǎ ŀ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜǎŜ ǘǿƻ ƳƻƳŜƴǘǎ ŀƴŘ ŜȄǇƭŀƛƴǎ Ƙƻǿ ƘŜ 

ǊŜǎǇƻƴŘŜŘ ǘƻ ǘƘƛǎ ΨŎǳƭǘǳǊŀƭ ŎǊƛǎƛǎΩ, ōȅ ǘŀƪƛƴƎ ΨǘƘŜ Ƴƻǎǘ ŘƛǊŜŎǘ ǎǘŜǇ ƻŦ ǿƘƛŎƘ ƘŜ ǿŀǎ ŎŀǇŀōƭŜΩΣ 

ǿƘƛŎƘ ǿŀǎ ǘƻ ǇǊƻǾƛŘŜ ǇŜƻǇƭŜΩǎ ƴŜŜŘ ŦƻǊ ΨƛƳŀƎƛƴŀǘƛǾŜ ŜƴǘŜǊǘŀƛƴƳŜƴǘΩ (p. 247). He stresses 

the importance of popular cultural forms to Dickens, claiming that his ΨŎƻƴǾƛŎǘƛƻƴǎ ŀōƻǳǘ 

ǇƻǇǳƭŀǊ ŜƴǘŜǊǘŀƛƴƳŜƴǘ ŀǊŜ ŀ ŦǳƴŎǘƛƻƴ ƻŦ Ƙƛǎ ǎƻŎƛŀƭ ŎƻƴǎŎƛŜƴŎŜΩ ŀƴŘ ǘƘŀǘ Ƙƛǎ ǿƻǊƪǎ ǇǊŜǎŜƴǘ 

ΨǎǘŀƭǿŀǊǘ ŘŜŦŜƴŎŜ ŀƴŘ ǎǘƛƴƎƛƴƎ ǎŀǘƛǊŜΩ ŀƎŀƛƴǎǘ ǘƘŜ ΨǇǊŜǎǎǳǊŜǎ ŀƎŀƛƴǎǘ ƭŜƛǎǳǊŜΩ (p. 12). 

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

ΨōŀǎƛŎŀƭƭȅ ŎƻƴǎŜǊǾŀǘƛǾŜΩΣ ǿŀǎ ŀŎǘǳŀƭƭȅ ǉǳƛǘŜ ǊŀŘƛŎŀƭ.61 SƘŜ ŦŜŜƭǎ ǘƘŀǘ ƘŜ ΨǎǳōǾŜǊǘǎ ǘƘŜ ŎǳƭǘǳǊŀƭ 

status quoΩ ōȅ Ψcatering for a commonly disenfranchised section of the cultural market 

ǇƭŀŎŜ ŀƴŘ ŦƻǊŎƛƴƎ ƛǘǎ ŜȄƛǎǘŜƴŎŜ ƻƴ ǘƘŜ ŀǘǘŜƴǘƛƻƴ ƻŦ ǘƘŜ ƛƴǘŜƭƭƛƎŜƴǘǎƛŀΩΦ62 John suggests that 

ΨƻƴŜ ƳƛƎƘǘ Ǝƻ ǎƻ ŦŀǊ ǘƻ ǎŀȅ ǘƘŀǘ ŀ ōŜƭƛŜŦ ƛƴ ΨǇƻǇǳƭŀǊΩ ŎǳƭǘǳǊŜ ǿŀǎ 5ƛŎƪŜƴǎΩǎ Ƴƻǎǘ ŦƛǊƳƭȅ ƘŜƭŘ 

ǇƻƭƛǘƛŎŀƭ ǾƛŜǿΩΣ ŀnd along with {ŎƘƭƛŎƪŜ ǊŜƎŀǊŘǎ 5ƛŎƪŜƴǎΩǎ ǘǿƻ-ǇŀǊǘ Ŝǎǎŀȅ Ψ¢ƘŜ !ƳǳǎŜƳŜƴǘǎ 
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ƻŦ ǘƘŜ tŜƻǇƭŜΩ όмурлύ ŀǎ 5ƛŎƪŜƴǎΩǎ ƳŀƴƛŦŜǎǘƻ ŦƻǊ ǘƘŜ ǎƻŎƛŀƭ ǇƻǿŜǊ ƻŦ ǇƻǇǳƭŀǊ ŜƴǘŜǊǘŀƛƴƳŜƴǘ 

(p. 3).  She calls it a ΨƭǳŎƛŘ ŀǊǘƛŎǳƭŀǘƛƻƴ ƻŦ Ƙƛǎ Ǿƛǎƛƻƴ ƻŦ άŘǊŀƳŀǘƛŎ ŜƴǘŜǊǘŀƛƴƳŜƴǘέ as the most 

effective instrument of cultural cohesion and somehow the natural imaginative outlet for 

ǘƘŜ άŎƻƳƳƻƴ ǇŜƻǇƭŜέΩ (p. 4). 

In similar terms, Schlicke argues that for 5ƛŎƪŜƴǎΣ ΨŜƴǘŜǊǘŀƛƴƳŜƴǘ ƛǎ [Χ] ŀ ǎƻŎƛŀƭƛǎƛƴƎ ŦƻǊŎŜΩ 

and Ψŀ ƭƻŎǳǎ ŦƻǊ ǘƘŜ ǎǇƻƴǘŀƴŜƛǘȅΣ ǎŜƭŦlessness and fellow-feeling which lay at the heart of his 

ƳƻǊŀƭ ŎƻƴǾƛŎǘƛƻƴǎΩΦ63 According to both of these scholars, Dickens felt that such values and 

feelings were the enduring pillars of a decent society, that were especially important at 

such a time of great social change when the cohesion of a number of social groups was 

under threat. In his discussion of Hard Times, Schlicke claims that entertainers appear as 

ΨǘƘŜ ŎŜƴǘǊŀƭ ǊŜǇƻǎƛǘƻǊȅ ƻŦ ƘǳƳŀƴ ǾŀƭǳŜΩ ŀƴŘ ŀ ōǳƭǿŀǊƪ ŀƎŀƛƴǎǘ ǘƘŜ ΨōŀƭŜŦǳƭ ŀǘǘƛǘǳŘŜǎ ƻŦ 

utilitaǊƛŀƴƛǎƳΩ ǿƘƛŎƘ ŀǊŜ ǘƘŜ two opposing attitudes to life juxtaposed in the opening 

sections of Hard Times and which shape the rest of the novel (p. 143; p. 144; p. 172). As 

Bounderby and Gradgrind represent fact, so the circus ƛǎ Ψ5ƛŎƪŜƴǎΩǎ ƻōƧŜŎǘƛǾŜ ŎƻǊǊŜƭŀǘive for 

ŦŀƴŎȅΩ (p. 178). 

VII. Pantomime and the grotesque 

{ŜǾŜǊŀƭ ǎǘǳŘƛŜǎ ǊŜƭŀǘŜ 5ƛŎƪŜƴǎΩǎ ǘƘŜŀǘǊƛŎŀƭ ǎŜƴǎƛōƛƭƛǘȅ ǘƻ Ƙƛǎ ǇǊŜƻŎŎǳǇŀǘƛƻƴ ǿƛǘƘ ǘƘŜ 

ƎǊƻǘŜǎǉǳŜΦ !Ȅǘƻƴ ǊŜƎŀǊŘǎ ǘƘŜ ƎǊƻǘŜǎǉǳŜ ŀǎ ǘƘŜ ƪŜȅƴƻǘŜ ƻŦ ǇŀƴǘƻƳƛƳŜΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ΨLŦ ǘƘƛǎ 

welter of forms may be said to have had any governing spirit [...] it was that of 

ƎǊƻǘŜǎǉǳŜǊƛŜΩΦ64 Kincaid supports this claim, as he recognises that the savagery of much of 

5ƛŎƪŜƴǎΩǎ ƘǳƳƻǳǊΣ ǿƘƛŎƘ ƛǎ ŀƭǎƻ Ƙƛǎ Ƴƻǎǘ ǇŀƴǘƻƳƛƳƛŎΣ Ψƛǎ ƻŦǘŜƴ ŘŀǊƪ ǘƻ ǘƘŜ Ǉƻƛƴǘ ƻŦ 

ƎǊƻǘŜǎǉǳŜǊƛŜΩ.65 
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To Axton, this grotesquerie is chiefly manifested in the blurring of boundaries between the 

ŀƴƛƳŀǘŜ ŀƴŘ ƛƴŀƴƛƳŀǘŜΣ ŦƻǊ ŜȄŀƳǇƭŜ ǿƘŜƴ ΨǇŀƴǘƻƳƛƳŜ Ŏƭƻǿƴǎ ōŜŎŀƳŜ ŀƴƛƳŀƭǎΣ 

vegetables, and objects, and [...] machinery, inanimate things, and vegetable life turned 

into ǇŜƻǇƭŜ ƻǊ ǘƻƻƪ ƻƴ ǎƻƳŜ ŜȄǘǊŀƻǊŘƛƴŀǊȅ ŀŎǘƛǾƛǘȅ ƻŦ ǘƘŜƛǊ ƻǿƴΩΦ66 He identifies this 

ΨǘŜƴŘŜƴŎȅ ǘƻ ŜǎǘǊŀƴƎŜ ǊŜŀƭƛǘȅ ǿƛǘƘƻǳǘ ŘƛǎǇŜƴǎƛƴƎ ǿƛǘƘ ƛǘΩ ŀǎ ŀ ŎƻƳƳƻƴ ǘǊƻǇŜ ƻŦ ǇƻǇǳƭŀǊ 

nineteenth-century theatre generally and notes that it was also a key device used by 

Dickens (p. 28)Φ !ǎ !Ȅǘƻƴ ŎƻƳƳŜƴǘǎΣ Ψƛƴ ǘƘŜ ƘŀƴŘǎ ƻŦ ŀ ƎǊŜŀǘ ŀǊǘƛǎǘ ƭƛƪŜ 5ƛŎƪŜƴǎΣ ǿƘƻǎŜ 

ΨƘƛƎƘƭȅ ŎƻƭƻǳǊŜŘΩ ƛƳŀƎƛƴŀǘƛǾŜ Ǿƛǎƛƻƴ ǿŀǎ ǎƘƻǘ ǘƘǊƻǳƎƘ ǿƛǘƘ ǘƘŜŀǘǊƛŎŀƭ ǇŜǊǎǇŜŎǘƛǾŜǎΣ ŀ 

grotesque style like that found in the theater was readily adaptable to the modes of prose 

ŦƛŎǘƛƻƴΩ (pp. 32-33)Φ !ŎŎƻǊŘƛƴƎƭȅΣ 5ƛŎƪŜƴǎ ΨōƻǊǊƻǿŜŘ ŦǊƻƳ ǘƘŜ ǇƭŀȅƘƻǳǎŜ Ƴŀƴȅ ƻŦ ǘƘŜ 

ƎǊƻǘŜǎǉǳŜ ǘŜŎƘƴƛǉǳŜǎ ƻŦ ōǳǊƭŜǎǉǳŜΣ ǇŀƴǘƻƳƛƳŜΣ ŀƴŘ ŦŀǊŎŜ ǘƻ ōƻŘȅ ŦƻǊǘƘ Ƙƛǎ ǾƛǎƛƻƴΩ (p. 110). 

Taking Sketches by Boz as a reference point, Axton locates the grotesque in the places 

ǿƘŜǊŜ ΨƛƴŎƻƳǇŀǘƛōƭŜ ǊŜŀƭƳǎ ƳƛƴƎƭŜΩΣ ŎƛǘƛƴƎ ŜȄŀƳǇƭŜǎ ŦǊƻƳ ǘƘŜ ǇƭŀȅƘƻǳǎŜ ǎƪŜǘŎƘŜǎ όΨǇƛǘ ŀƴŘ 

ōƻŀǊŘǎΣ ōŀŎƪǎǘŀƎŜ ŀƴŘ ǎǘŀƎŜ ŘƻƻǊΣ ǇƭŀǘŜ ōŀǎƪŜǘǎ ŀƴŘ ǿƛǘŎƘŜǎΩ ŎŀǳƭŘǊƻƴǎΩύ ŀǎ ǿŜƭƭ ŀǎ ŦǊƻƳ 

ǘƘŜ ǿƛŘŜǊ ǎƻŎƛŀƭ ǎƪŜǘŎƘŜǎ όΨǇƛƴǘ Ǉƻǘǎ ŀƴŘ ǿŜƛǊŘ ǎƛǎǘŜǊǎΣ ǇǊƛǎƻƴs and easy chairs, the 

ƘƛǎǘǊƛƻƴƛŎ ǎǳōǘŜǊŦǳƎŜǎ ƻŦ ƎŜƴǘŜŜƭ ǊŜǎǇŜŎǘŀōƛƭƛǘȅΩύ (p. 44). One could add the memoirs of a 

pantomime clown, which dramatised the perpetual tension between those realms, to these 

examples. 

Axton observes that in Oliver Twist ǘƘŜ Ψŀƴǘƛc, gestic style of the popular theater reappears 

ƛƴ .ǳƳōƭŜΣ CŀƎƛƴΣ bƻŀƘ /ƭŀȅǇƻƭŜ ŀƴŘ aǊ DǊƛƳǿƛƎΩ ǿƘƛŎƘ ƛǎ ƧǳȄǘŀǇƻǎŜŘ ǿƛǘƘ ΨǘƘŜ ǘŜǊǊƛōƭŜ 

ǊŜŀƭƛǘƛŜǎ ƻŦ ǿƻǊƪƘƻǳǎŜ ŀƴŘ ǳƴŘŜǊǿƻǊƭŘΩ ǘƻ ŎǊŜŀǘŜ ŀ ΨƎǊƻǘŜǎǉǳŜ ƛƴŎƻƴƎǊǳƛǘȅΩ (pp. 108-109). 

This thesis will explore further examples of grotesque incongruity, in particular relation to 

ǘƘŜ ŎƭƻǿƴƛǎƘ ŎƘŀǊŀŎǘŜǊǎ ƻŦ 5ƛŎƪŜƴǎΩǎ ƴŀǊǊŀǘƛǾŜǎΦ 
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[ƛƪŜ {ŎƘƭƛŎƪŜΣ !Ȅǘƻƴ ŀƭǎƻ ŀǘǘǊƛōǳǘŜǎ Ψŀ ǎŜǊƛƻǳǎ ǎƻŎƛŀƭ ǇǳǊǇƻǎŜΩ ǘƻ 5ƛŎƪŜƴǎΩǎ ƳŜǘƘƻŘǎΤ ǘƘǊƻǳƎƘ 

ǘƘŜ ǊŜǇŜŀǘŜŘ ƛƴǾƻŎŀǘƛƻƴ ƻŦ ǘƘƛǎ ΨƎrotesque incongǊǳƛǘȅΩΣ 5ƛŎƪŜƴǎ wanted to elicit a shift in 

how his readers saw their world (p. 139)Φ aƻǊŜƻǾŜǊΣ !Ȅǘƻƴ ŘŜƳƻƴǎǘǊŀǘŜǎ Ƙƻǿ 5ƛŎƪŜƴǎΩǎ 

ǎǘȅƭŜ ǿŀǎ ŀ ŘƛǊŜŎǘ ŎƻǊǊŜƭŀǘƛǾŜ ƻŦ ǘƘŜ ŜŦŦŜŎǘǎ ƻŦ ǇŀƴǘƻƳƛƳŜΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ǘƘŜ ΨŀƴǘƛŎΣ ƎŜǎǘƛŎ 

modes of harlequinade, burlesque, ŀƴŘ ŦŀǊŎŜ ǊŜŎǳǊ ƛƴ ǘƘŜ ƴƻǾŜƭƛǎǘΩǎ ǳǎŜ ƻŦ ǘȅǇƛŎŀƭƛǘȅΣ 

ƭŜƛǘƳƻǘƛŦΣ ōǳǊƭŜǎǉǳŜǊƛŜΣ ǇŀǊƻŘȅΣ ŀƴŘ ƛƴŎƛŘŜƴǘŀƭ ōǳǎƛƴŜǎǎΩ (p. 161). These modes are 

embodied in a shift from the visual of the theatre to the verbal of the novel. TƘŜ ΨōǳǊƭŜǎǉǳŜ 

ǾƻƛŎŜΩ ǊŜǇǊŜǎŜƴǘǎ ΨǘƘŜ ǘŜchnique of pantomime, burlesque, and farce carried over from 

Ǿƛǎǳŀƭ ǘŜǊƳǎ ƛƴǘƻ ǘƘŜ ƎǊŀƳƳŀǊ ƻŦ ŎƻƳǇŀǊƛǎƻƴǎΩ ŀƴŘ ΨǘƘŜ Ǿƛǎǳŀƭ ŘƛǎŎƻƴǘƛƴǳƛǘȅ ƻŦ DǊƛƳŀƭŘƛΩǎ 

ƘǳǎǎŀǊΩ όǿƘƻ ǿƻǊŜ ŀ ŎƻǎǘǳƳŜ ǇŀǘŎƘŜŘ ǳǇ ŦǊƻƳ ŀ ǾŀǊƛŜǘȅ ƻŦ ƘƻǳǎŜƘƻƭŘ ƛǘŜƳǎύ ƘŀŘ ƛǘǎ 

ŎƻǊǊŜƭŀǘƛǾŜ ƛƴ ǘƘŜ ΨǎǘǳŘƛŜŘ ƛǊǊŜǾŜǊŜƴŎŜ ƻǊ ŘƛǎǇǊƻǇƻǊǘƛƻƴ ōŜǘǿŜŜƴ ǎǳōǎǘŀƴŎŜ ŀƴŘ ǎǳǊŦŀŎŜΩ in 

5ƛŎƪŜƴǎΩǎ ǇǊƻǎŜ (p. 193; p. 194). Axton returns to this analogy later on, when describing the 

ΨŦŀƴŎƛŦǳƭ ǾŜǊōŀƭ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴΩ ƻŦ Reverend Chadband in Bleak House (1852-53), whereby 

his perceived oiliness links him to a vessel, a bear and a train. To Axton, this section is 

ƭƛƴƪŜŘ ǘƻ DǊƛƳŀƭŘƛΩǎ ƘǳǎǎŀǊ ƛƴ ΨǘƘŜƛǊ ŎƻƳƳƻƴ ǳǎŜ ƻŦ ƛƴŎƻƴƎǊǳƻǳǎ Ǿƛǎǳŀƭ όŦƻǊ 5ƛŎƪŜƴǎ ǊŜŀŘ 

ƭƛƴƎǳƛǎǘƛŎύ ƳŀǘŜǊƛŀƭǎ ƛƴ ǊŀƳƛŦƛŜŘ ŦƻǊƳΩ (p. 205). 

!Ȅǘƻƴ ƭƻŎŀǘŜǎ 5ƛŎƪŜƴǎΩǎ ŜƳǇƭƻȅƳent of these modes in grotesque scenes (where like 

pantomime, sceneǎ ŀǊŜ Ψpermeated by an organic dynamism and associated human life and 

ƳƻǘƛǾŜΩύ ŀƴŘ ƛƴ ōǳǊƭŜǎǉǳŜ ǇŜƻǇƭŜ όǿƘŜǊŜōȅ ǘƘŜ 5ƛŎƪŜƴǎƛŀƴ ŎƘŀǊŀŎǘŜǊ ƛǎ Ψŀ ƳŜǊŜ ƳŜŎƘŀƴƛŎŀƭ 

contrivance, a puppet that ingeniously simulates life, and yet [...] a vivid impression of 

ǾƛǘŀƭƛǘȅΩ) (p. 179; p. 190). He 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 

in the melodrama ς Ψǘƻ ŜǎǘŀōƭƛǎƘ ŀƴŘ ǊŜƛƴŦƻǊŎŜ ƳƻƻŘΣ ƴƻǘ ƻƴƭȅ ƛƴ ƛƴŘƛǾƛŘǳŀƭ ǎŎŜƴŜǎΣ ōǳǘ 

ŀŎǊƻǎǎ ǘƘŜ ǿƘƻƭŜ ŜȄǘŜƴǘ ƻŦ ǘƘŜ ƴŀǊǊŀǘƛǾŜΩ (pp. 220-221). 
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!ŎŎƻǊŘƛƴƎ ǘƻ !ȄǘƻƴΣ 5ƛŎƪŜƴǎΩǎ ƳŜŘƛǳƳ ƛǎ ǇǊŜŘƻƳƛƴŀƴǘƭȅ ƭƛƴƎǳƛǎǘƛŎ ǇƭŀȅΣ Ƨǳǎǘ ŀǎ DǊƛƳŀƭŘƛΩǎ 

was predominantly visual play. However, he recognises that Dickens was also 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 accompanied his text.  

²ƛǘƘ ǘƘƛǎ ŀǎǇŜŎǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪ ƛƴ ƳƛƴŘΣ ōƻǘƘ Vlock ŀƴŘ 9ƛƎƴŜǊ ŎƻƴǎƛŘŜǊ aŀǊǘƛƴ aŜƛǎŜƭΩǎ 

work Realizations (1983), which discusses the porous nature of the boundaries between 

various forms of artistic impression during the Victorian period. To Meisel, the visual jokes 

ƻŦ ǘƘŜ ƘŀǊƭŜǉǳƛƴŀŘŜ Ψƭƛƴƪ ǘƘŜ ǇƻǿŜǊŦǳƭ ƎǊŀǇƘƛŎ ǘǊŀŘƛǘƛƻƴ ǘƘŀǘ ǇŀǎǎŜŘ ƛƴǘƻ ƴƛƴŜǘŜŜƴǘƘ-

century visual art [...] ǿƛǘƘ ǘƘŜ ŎǳǊƛƻǳǎ ƛƳŀƎƛƴŀǘƛƻƴ ƻŦ 5ƛŎƪŜƴǎΩς an area of discourse that 

would certainly reward closer scrutiny.67 

VIII. Dickens the director 

wƻōŜǊǘ DŀǊƛǎΩǎ ǎǘǳŘȅ The Dickens Theatre (1965) approaches the theatrum mundi from a 

ŘƛŦŦŜǊŜƴǘ ŀƴƎƭŜΣ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ŜŦŦŜŎǘ ƻŦ ǘƘŜ ǘƘŜŀǘǊŜ ƻƴ 5ƛŎƪŜƴǎΩǎ ǎǘȅƭŜ ŀƴŘ ŦƻǊƳΦ DŀǊƛǎ 

meditates on the role of the author as the director who makes his own presence felt within 

ǘƘŜ ǘŜȄǘΦ !ŎŎƻǊŘƛƴƎ ǘƻ DŀǊƛǎΣ 5ƛŎƪŜƴǎ ŘƛǊŜŎǘǎ ǘƘŜ ǘƘŜŀǘǊŜ ƻŦ Ƙƛǎ ƴƻǾŜƭǎ ƛƴ ŀ ǎǘȅƭŜ ǿƘƛŎƘ Ψƛǎ 

ƴŜƛǘƘŜǊ ŎƻƴǾŜƴǘƛƻƴŀƭ ƴƻǊ ŦǳƴŎǘƛƻƴŀƭΣ ōǳǘ ŀƴ ƻōƧŜŎǘ ƻŦ ŀǘǘŜƴǘƛƻƴ ŀƴŘ ǇƭŜŀǎǳǊŜ ƛƴ ƛǘǎŜƭŦΩΦ68 This 

is echoed by Gillian Beer, who states that 5ƛŎƪŜƴǎΩǎ ΨǎǘȅƭŜ ƛǎ ǎǇŜŎǘŀŎƭŜΩΦ69 

¢Ƙƛǎ ƻŦŦŜǊǎ 5ƛŎƪŜƴǎΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ǘƘŜ ƴƻǾŜƭ ŀǎ ŀƴ ŀƭǘŜǊƴŀǘƛǾŜ ǘƻ ǘƘŜ ǎǳōƧŜŎǘ-centred realist 

novel, in which the writers work towards an illusion of reality and a seemingly organic 

relationship of elements, with their own pǊŜǎŜƴŎŜ ŜƭƛŘŜŘΦ DŀǊƛǎ ŎƛǘŜǎ ¢Φ{Φ 9ƭƛƻǘΩǎ ƛŘŜŀǎ 

around the objective correlative and the way that meaning should arise out of the objects 
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ǘƘŜƳǎŜƭǾŜǎΣ Ψŀǎ ƛƳƳŜŘƛŀǘŜƭȅ ŀǎ ǘƘŜ ƻŘƻǳǊ ƻŦ ǘƘŜ ǊƻǎŜΩΣ ǿƛǘƘ ƴƻ ƛƴǘŜǊǾŜƴǘƛƻƴ ƻǊ ƳŜŘƛŀǘƛƻƴ ōȅ 

the author.70 

He argues that the subject-centred approach inherently contains an aesthetic value 

ƧǳŘƎŜƳŜƴǘΣ ǿƘŜǊŜōȅ ΨǎǳŎŎŜǎǎŦǳƭΩ ŀǊǘ ƛǎ ǘƘŀǘ ǿƘƛŎƘ ōŜŎƻƳŜǎ ŀ ΨǎŜƭŦ-ŘŜǾŜƭƻǇƛƴƎ ƻǊƎŀƴƛǎƳΩ 

ŀƴŘ Ψŀƴȅ ŜȄǇƭƛŎƛǘ ŀǳǘƘƻǊƛŀƭ ŎƻƳƳŜƴǘŀǊȅΣ ŀƴŀƭȅǎƛǎΣ ƻǊ ƎŜƴŜǊŀƭƛȊŀǘƛƻƴΩ ƛǎ ǎŜŜƴ ŀǎ Ψŀ ǎǳǊŜ ǎƛƎƴŀƭ 

that ǘƘŜ ǿƻǊƪ ƻŦ ŀǊǘ Ƙŀǎ ŦŀƛƭŜŘΩ (p. 32; p. 35)Φ {ǳŎƘ ŀƴ ŀǇǇǊƻŀŎƘΣ DŀǊƛǎ ŀǊƎǳŜǎΣ Ψƛǎ ǳǘǘŜǊƭȅ 

ǳƴŦŀƳƛƭƛŀǊ ǘƻ 5ƛŎƪŜƴǎ ŀƴŘ ǳǘǘŜǊƭȅ ŀƴǘƛǘƘŜǘƛŎŀƭ ǘƻ Ƙƛǎ ŜǎǎŜƴǘƛŀƭ ƴŀǘǳǊŜ ŀƴŘ ƎŜƴƛǳǎΩ (p. 5). 

Instead Dickens, in passages like the opening of Little Dorrit (1855-57), places himself 

Ŏƻƴǎǘŀƴǘƭȅ ōŜŦƻǊŜ ǳǎ ŀǎ Ψŀ ǇŜǊŦƻǊƳŜǊΣ ŀǎ ŀ ƳŀƪŜǊ ŀƴŘ ŘƻŜǊΩ ŀƴŘ ŘŜƭƛōŜǊŀǘŜƭȅ ǘǊƛŜǎ ǘƻ ǎƘŀǇŜ 

ǘƘŜ ǊŜŀŘŜǊΩǎ ǊŜǎǇonse to characters and events (p. 9). In a novel like Bleak House, for 

example, the balance of interpretive power lies with the author; we are not Ψprimarily 

observing a scene and learning from what we see; we are following the skill and the 

ŎƻƴŎŜǊƴǎ ŀƴŘ ǘƘŜ ǿƛƭƭ ƻŦ ǘƘŜ ŀǊǘƛǎǘ ƘƛƳǎŜƭŦΩ (p. 106)Φ DŀǊƛǎ ŘŜǎŎǊƛōŜǎ 5ƛŎƪŜƴǎΩǎ ŀǊǘ ŀǎ 

ΨǘƘŜŀǘǊƛŎŀƭΩΣ ǿƘƛŎƘ ƭŜŀŘǎ ǳǎ ǘƻ Ψŀ Ŏƻƴǘƛƴǳŀƭ ŀǿŀǊŜƴŜǎǎ ƻŦ ǘƘŜ ŀǊǘƛŦƛŎŜǊ ǊŜǎǇƻƴǎƛōƭŜΩ ǿƛǘƘƻǳǘ 

ǇǊŜǾŜƴǘƛƴƎ Ƙƛǎ ŎƘŀǊŀŎǘŜǊǎ ŀƴŘ ƻōƧŜŎǘǎ ŎƻƳƛƴƎ ƛƴǘƻ ŜȄƛǎǘŜƴŎŜΣ ΨǘƘƻǳƎƘ ƴƻǘ ƛƴ ǘƘŜ ƳƻŘŜ ƻŦ 

ƛƭƭǳǎƛƻƴ ǘƻ ǿƘƛŎƘ ǿŜ ŀǊŜ ŀŎŎǳǎǘƻƳŜŘΩ (p. 24). 

!ŎŎƻǊŘƛƴƎ ǘƻ DŀǊƛǎΣ ƻǳǊ ǇǊƛƳŀǊȅ ŦƻŎǳǎ ƛƴ ǘƘŜ 5ƛŎƪŜƴǎ ǘƘŜŀǘǊŜΣ ŀǎ ƛƴ ŀƴȅ ǘƘŜŀǘǊŜΣ ƛǎ ΨǘƘŜ ŀǊtist 

himself, on the stage of his own theatre, perfƻǊƳƛƴƎ Ƙƛǎ ōǊƛƭƭƛŀƴǘ ǊƻǳǘƛƴŜǎΩ ŀƴŘΣ in this way, 

5ƛŎƪŜƴǎΩǎ ŎƘŀǊŀŎǘŜǊǎ Ŏŀƴ ōŜ ǊŜŀŘ ŀǎ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ǘƻ ŘŜƳƻƴǎǘǊŀǘŜ ΨƘƛǎ ōǊƛƭƭƛŀƴǘ ƎƛŦǘ ŦƻǊ 

mimicryΩ (p. 54). Indeed, they can be regarded as actors themselves, performing their own 

personalities or the emotions characteristic of ǘƘŜƛǊ ΨrolesΩΦ /ƻƴǎŜǉǳŜƴǘƭȅΣ 5ƛŎƪŜƴǎΩǎ ŀōƛƭƛǘȅ 

to render the inner life of his characters has been put under scrutiny by both Garis and a 

number of other critics.  
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Garis also makes a clear distinction between the conscious and the self-conscious 

performers and asserts that there are very few amiable self-conscious performers in 

literature ς ƘŜ ƻƴƭȅ ƻŦŦŜǊǎ {ƪƛƳǇƻƭŜ ŀƴŘ .ƻȅǘƘƻǊƴ ŦǊƻƳ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ 

majority of his performers are entirely unaware of an audience ς be it other characters in 

the novel or the reader of that novel. 

DŀǊƛǎ ŀƭǎƻ ŀŎƪƴƻǿƭŜŘƎŜǎ 5ƛŎƪŜƴǎΩǎ ǳǎŜ ƻŦ ŜȄƛǎǘƛƴƎ ŀƴŘ ǿŜƭƭ-known theatrical tropes and 

formulas ŀƴŘ ŦŜŜƭǎ ǘƘŀǘ ΨǘƘŜ ǎǳŎŎŜǎǎ ƻŦ Ƙƛǎ ǿƘƻƭŜ ǘƘŜŀǘǊƛŎŀl enterprise [...] depended on his 

ŀǳŘƛŜƴŎŜΩǎ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ Ƙƛǎ ƳŜǘƘƻŘǎΩ (p. 71). Garis suggests the concept of the reader of 

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

director and constructedness of the fictions 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 reader accepts all of this because 

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

ΨƭƛŎŜƴǎŜŘ ŜȄŎŜǇǘƛƻƴǎ ǘƻ ǘƘŜ ǊǳƭŜǎ ƻŦ ǿǊƛǘƛƴƎΩ. Consequently ǘƘŜ ǊŜŀŘŜǊ ƛǎ ΨǇǊŜǇŀǊŜŘ ǘƻ ŜƴǘŜǊ 

ŀ ΨǘƘŜŀǘǊŜΩ ŀƴŘ ǘƻ Ŏƻ-operate wiǘƘ ǘƘŜ ΨǘƘŜŀǘǊƛŎŀƭ ƳƻŘŜΩ (p. 40). 

This acceptance means that other, non-novelistic effects can be developed by the director. 

FƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ƳŀƧƻǊƛǘȅ ƻŦ 5ƛŎƪŜƴǎΩǎ Ƴŀƛƴ ǇŜǊŦƻǊƳŜǊǎ όǘƘŀǘ ƛǎΣ ǘƘƻǎŜ ŦƛƎǳǊŜǎ ǘƘŀǘ ƘƻƭŘ ǘƘŜ 

stage the longest) have little or no impact on the main plot. When describing the early 

novels, Garis notes ǘƘŀǘ ǘƘŜ ΨŀŎǘƛƻƴ [Χ] is performed by the least interesting members of 

5ƛŎƪŜƴǎΩǎ ǘƘŜŀǘǊƛŎŀƭ ŎƻƳǇŀƴȅΩ (p. 87)Φ ¢Ƙƛǎ ƛǎ ōŜŎŀǳǎŜ ǘƘŜ ƴƻǾŜƭƛǎǘΩǎ ŎƻƴǾŜƴǘƛƻƴŀƭ ŀƛƳ ƻŦ 

developing a narrative is secondary in these novels, with Dickens more interested in 

creating theatrical set-ǇƛŜŎŜǎ ƻǊ ΨƴŜǿ ŀƴŘ ŘƛŦŦŜǊŜƴǘ ƻŎŎŀǎƛƻƴǎ ŦƻǊ ǘƘǊƛƭƭƛƴƎ ƻǊ ŀŦŦŜŎǘƛƴƎ 

ǇŜǊŦƻǊƳŀƴŎŜǎΩ (p. 92). 
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.ǳǘ ǿƘƛƭŜ ǘƘƛǎ ΨǘƘŜŀǘǊƛŎŀƭ ŀǊǘΩ Ƙŀǎ ŀ ǇƻǎƛǘƛǾŜ ǘƻƴŜ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ŜŀǊƭȅ ƴƻǾŜƭǎΣ DŀǊƛǎ 

ƻōǎŜǊǾŜǎ ǘƘŀǘ ƛǘ ŀƭǘŜǊǎ ŘǳǊƛƴƎ 5ƛŎƪŜƴǎΩǎ ƭŀǘŜǊ ǿƻǊƪΦ 5ƛŎƪŜƴǎΩǎ ƳƻŘel of the theatrum mundi 

became outmoded in the face of the developing social strictures of Victorianism and a 

ǿƛŘŜƴƛƴƎ ŘƛǎŎǊŜǇŀƴŎȅ ƎǊŜǿ ōŜǘǿŜŜƴ Ƙƛǎ ΨƛƳŀƎŜǎ ƻŦ ǘǊǳŜ ǾƛǘŀƭƛǘȅΩ ŀƴŘ Ƙƛǎ ŎƻƴǘŀŎǘ ǿƛǘƘ ǘƘŜ 

ǊŜŀƭ ΨƭƛǾƛƴƎΩ ǿƻǊƭŘΦ DŀǊƛǎ ǳǎŜǎ ǘƘƛǎ ǎŜƴǎŜ ƻŦ 5ƛŎƪŜƴǎΩǎ growing disillusionment to explain his 

ǎƘƛŦǘ ŦǊƻƳ ΨƭƛƎƘǘΩ ǘƻ ΨŘŀǊƪΩ ƴƻǾŜƭǎΣ ŀǎ ƘŜ ǎƛǘǳŀǘŜǎ Bleak House ŀǎ ǘƘŜ ǎǘŀǊǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ΨƎǊŜŀǘ 

campaign of indignant criticism of the world for failing to embody his own images of living 

ŀƴŘ ƭƻǾƛƴƎΩ (p. 95). DickensΩǎ ǇŜǊŦƻǊƳŜǊǎ ǿŜǊŜ ƴƻǿ ƴƻ ƭƻƴƎŜǊ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ŦƻǊ virtuoso wit 

and improvisation and instead became dull, lifeless figures or inhuman automata. They 

now performed a function within what Dickens regarded as an all-encompassing social 

conspiracy that has thŜ ǇǊƛƳŀǊȅ ŀƛƳ ǘƻ ΨǘƘǿŀǊǘ ŀƴŘ ǎǘƛŦƭŜ ƘǳƳŀƴ ŦǊŜŜŘƻƳ ŀƴŘ ǘƘŜ ŦǊŜŜ 

ŎƻƴǘŀŎǘ ōŜǘǿŜŜƴ ŦǊŜŜ ǎǇƛǊƛǘǎΩ (p. 97). The previously teasing satire on middle-class manners 

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

and in GarisΩǎ ƻǇƛƴƛƻƴ ƛǘ ŘŜƴƛŜǎ ǳǎ ΨǘƘŜ ŎƻǇƛƻǳǎƴŜǎǎ ƻŦ 5ƛŎƪŜƴǎ ƛƴǾŜƴǘƛƻƴΩ (p. 134). 

IX. The reader as audience member 

Mŀƴȅ ŎǊƛǘƛŎǎ ƘŀǾŜ ŜȄŀƳƛƴŜŘ 5ƛŎƪŜƴǎΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ǘƘŜŀǘǊŜ ŦǊƻƳ Ƙƛǎ ǇŜǊǎǇŜŎǘƛǾŜ ŀǎ 

the author/director of his work. However, Deborah Vlock and Juliet John also propose a 

more reader-centred approach to understand how his novels were received by audiences 

within the wider arena of popular entertainment.  

Contrary to theories such as those of Foucault and D.A. Miller, that construct the Victorian 

reader as the internalised isolated figure who read silently and in private, Vlock instead 

ŘŜǎŎǊƛōŜǎ ǘƘŜ ŀŎǘ ƻŦ ǊŜŀŘƛƴƎ ƴƻǾŜƭǎ ŀǎ ƻŎŎǳǊǊƛƴƎ ƛƴ ΨǇǳōƭƛŎ ǎǇŀŎŜǎΩΣ ōŀǎŜŘ on Ψŀ ǇƻǇǳƭŀǊ 

agreement, a framework of consensual cultural ideas and the signs assumed to represent 
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ǘƘƻǎŜ ƛŘŜŀǎΩΦ71  Juliet John shares this view, believing that Dickens in fact consciously 

opposed the subject-ŎŜƴǘǊŜŘ ŀǇǇǊƻŀŎƘ ƻŦ ǘƘŜ ǊŜŀƭƛǎǘ ƴƻǾŜƭ ŀƴŘ ǳǎŜŘ Ƙƛǎ ƻǿƴ ΨǘƘŜŀǘǊƛŎŀƭ 

ƴƻǾŜƭǎΩ Ψǘƻ ŎƻǳƴǘŜǊ ǘƘƛǎ ǘŜƴŘŜƴŎȅΩΦ72 {ƘŜ Ŏŀƭƭǎ ǘƘŜ ǘƘŜŀǘǊŜ ŀ ΨŎǊǳŎƛŀl site of communal 

ƛƳŀƎƛƴŀǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜΩΣ and Vlock presents the theatre as one such source of these 

cultural ideas and signs.73 Vlock ŘŜǾŜƭƻǇǎ ǘƘŜ ǘŜǊƳ ΨƛƳŀƎƛƴŀǊȅ ǘŜȄǘΩ ǘƻ ŘŜǎŎǊƛōŜ Ψŀ ǊŜŀŘƛƴƎ 

ǎǇŀŎŜΩ ƻǳǘǎƛŘŜ ǘƘŜ ŎƻƴŦƛƴŜǎ ƻŦ ǘƘŜ ƴƻǾŜƭΣ ŀƴŘ ǿƛǘƘƛƴ ǘƘŜ ǎŎƻǇŜ ƻŦ ǘƘŜ ΨǎƻŎƛƻŘǊŀƳŀǘƛŎ 

ǇƻǎǎƛōƛƭƛǘƛŜǎΩ ƻŦŦŜǊŜŘ ōȅ ǘƘŜ ΨƛŘƛƻƳǎ ŀƴŘ ƎŜǎǘǳǊŜǎ ŀƴŘ ŀ ǿƘƻƭŜ ǊŀƴƎŜ ƻŦ ǎƛƎƴƛŦƛŜǊǎΩ ǇǊƻǾƛŘŜŘ 

by popular entertainment.74 Accordingly, we are able to read the Victorian novel in three 

ŘƛƳŜƴǎƛƻƴǎΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀ ǎƛƴƎƭŜ ƻƴŜΣ ΨǾƛǎǳŀƭƭȅ ŀƴŘ ǾƻŎŀƭƭȅ ŀǎ ǿŜƭƭ ŀǎ ƴŀǊǊŀǘƛǾŜƭȅΩ (p. 9). 

Moving from Victorian literature in general to Dickens in particular, Vlock claims that 

5ƛŎƪŜƴǎΩǎ ƻǿƴ ƛƳŀƎƛƴŀǊȅ ǘŜȄǘΣ ǿƘƛŎƘ ƛƴŦƭǳŜƴŎŜŘ Ƙƛǎ ǿǊƛǘƛƴƎ ŀǎ ǿŜƭƭ ŀǎ Ƙƛǎ ǊŜŀŘƛƴƎΣ ǿŀǎ ŀ 

strongly theatrical one, as one would expect 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 collapse. According to Vlock, 

Dickens ΨǊŜƎǳƭŀǊƭȅ ōƻǊǊƻǿŜŘ ŎƘŀracters, dramatic idioms, even stories from the 

ƳŜƭƻŘǊŀƳŀΣ ŀƴŘ ǘƘŜ ǇƻǇǳƭŀǊ ǘƘŜŀǘǊŜ ōƻǊǊƻǿŜŘ Ŝǉǳŀƭƭȅ ŦǊƻƳ ƘƛƳΩΣ ŀƴŘ ǘƘǳǎ ΨΨŘǊŀƳŀΩ ǿŀǎ 

not supplanted by the novel in the nineteenth century but merged with it, enabling the 

ƴƻǾŜƭ ǘƻ ŜȄƛǎǘΩ (p. 3). Indeed, she Ŏŀƭƭǎ ƴƻǾŜƭƛǎǘƛŎ ŦƛŎǘƛƻƴ ΨǘƘŜŀǘǊŜ ǿƛǘƘ ŎƻƳǇƭƛŎŀǘƛƻƴǎ ς with 

the richness and slipperiness, and ώΧϐ ǘƘŜ ǎƘŜŜǊ ōŜŀǳǘȅΣ ƻŦ ƳŜǘŀǇƘƻǊƛŎ ƭŀƴƎǳŀƎŜΩ (p. 28). 

Vlock further explains that the temporal conditions of serial publication and lack of 

adequate copyright pǊƻǘŜŎǘƛƻƴ ƳŜŀƴǘ ǘƘŀǘ ΨƴƻǾŜƭƛǎǘǎΣ ƭƛƪŜ 5ƛŎƪŜƴǎΣ ǿƘƻǎŜ ǎŜǊƛŀƭ ŦƛŎǘƛƻƴ ǿŀǎ 

ǊŜƎǳƭŀǊƭȅ ǇƭŀƎƛŀǊƛǎŜŘΣ ǿŜǊŜ ŦƻǊŎŜŘ ǘƻ ŘŀƴŎŜ ǿƛǘƘ ƘŀŎƪ ǇƭŀȅǿǊƛƎƘǘǎ ŀǎ ǘƘŜȅ ǿǊƻǘŜΩ (p. 4). 
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¢ƘŜǊŜŦƻǊŜ ǘƘŜ ǘǿƻ ƎŜƴǊŜǎ ǎƘƻǳƭŘ ōŜ ǎŜŜƴ ŀǎ ΨƛƴǘƛƳŀǘŜƭȅ ŎƻƴǾŜǊǎŀƴǘ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊΩ ǊŀǘƘŜǊ 

than ƘŀǾƛƴƎ ŀ ŎƘǊƻƴƻƭƻƎƛŎŀƭ ǊŜƭŀǘƛƻƴǎƘƛǇΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ƎƛǾŜƴ ǘƘŀǘ ΨƳŀƴȅ ƻŦ Ƙƛǎ ǊŜŀŘŜǊǎ 

ǊŜŎŜƛǾŜŘ ώǘƘŜǎŜϐ ƳǳƭǘƛǇƭŜ ǾŜǊǎƛƻƴǎ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅΩ (p. 10). She explores the possibilities of 

this idea in relation to Nicholas Nickleby and just a handful of its many melodramatic 

ŀŘŀǇǘŀǘƛƻƴǎ ǎǳŎƘ ŀǎ 9ŘǿŀǊŘ {ǘƛǊƭƛƴƎΩǎ муоу ōǳǊƭŜǘǘŀ ŀƴŘ aƻƴŎǊƛŜŦŦΩǎ ǊƛǾŀƭ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘŜ 

ǎŀƳŜ ȅŜŀǊΦ IƻǿŜǾŜǊΣ ǎƘŜ ŎƻƴŦƛƴŜǎ ǘƘƛǎ ŘƛǎŎǳǎǎƛƻƴ ǘƻ 5ƛŎƪŜƴǎΩǎ ǳǎŜ ƻŦ ƳŜƭƻŘǊŀƳŀǘƛŎ 

elements and while she does recognise that theatrical influences on the novel were not all 

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

!ǎ {ŎƘƭƛŎƪŜΩǎ ǿƻǊƪ Ƙŀǎ ŘŜƳƻƴǎǘǊŀǘŜŘ, ǘƘŜ ŜƴǘŜǊǘŀƛƴƳŜƴǘǎ ƻŦ 5ƛŎƪŜƴǎΩǎ ŎƘƛƭŘƘƻƻŘ - including 

pantomime - were a seminal influence on his later imaginative expressions. Similarly Eigner 

has shown how Dickens also borrowed characters, dramatic idioms, and even stories from 

pantomime. Vlock also identifies certain elements that Dickens borrowed from melodrama 

- the idealistic hero, the physically threatened heroine and wicked ǇŀǘǊƛŀǊŎƘΣ Ψŀƭƭ ǇŀǊǘ ŀƴŘ 

parcel of tƘŜ ǎǘŀƴŘŀǊŘ ƳŜƭƻŘǊŀƳŀǘƛŎ ǇƭƻǘΩ - yet these were also key elements of pantomime 

as well (p. 28)Φ 5ƛŎƪŜƴǎΩǎ ƛƳŀƎƛƴŀǊȅ ǘŜȄǘ ƛǎ ǘƘǳǎ ƳǳŎƘ ƳƻǊŜ ŘŜǘŀƛƭŜŘ ŀƴŘ Ŏŀƴ ōŜ ŜȄǘŜƴŘŜŘ ǘƻ 

cover a number of earlier experiences and readings. By referencing past theatrical 

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

debates about theatre. 

X. The physical versus the vocal 

Another area of discussion in several studies is the different forms of expression available 

to the theatrical performer, and the interrelationship between them. Vlock discusses the 

ǘȅǇŜǎ ƻŦ ǎƛƎƴ ǘƘŀǘ ǿŜǊŜ ǇŀǊǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ΨƛƳŀƎƛƴŀǊȅ ǘŜȄǘΩΣ ǇǊŜŘƻƳƛƴŀƴǘƭȅ ǘƘŜ ΨǾŜǊȅ ŜȄǇƭƛŎƛǘ 

non-ƴŀǊǊŀǘƛǾŜ ǎƛƎƴǎΩ ƻŦ ǾƻƛŎŜ ŀƴŘ ƎŜǎǘǳǊŜΦ75 In particular, she concentrates on the stage 

voice, especially patter, in order to demonstrate the interplay between theatre and 
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novelistic prose. The pervasiveness of the pattered voice indicates that, according to Vlock, 

ΨǘƘŜ ǇŜǊƛƻŘΩǎ ŎƻƭƭŜŎǘƛǾŜ ƛƳŀƎƛƴŀǘƛƻƴ ǿŀǎ ŜǎǎŜƴǘƛŀƭƭȅ ǘƘŜŀǘǊƛŎŀƭΩ ŀƴŘ ǘƘŀǘ ΨǇŜƻǇƭŜ ƻōǎŜǊǾŜŘ 

ǘƘŜƛǊ ǿƻǊƭŘ ǘƘǊƻǳƎƘ ŀ ǘƘŜŀǘǊƛŎŀƭ ŦǊŀƳŜΩ (p. 39). She then demonstrates some uses of patter, 

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

influence of the comic actor CharlŜǎ aŀǘƘŜǿǎ ƻƴ 5ƛŎƪŜƴǎΩǎ ŎƘŀǊŀŎǘŜǊisation. 

Vlock chooses to focus on voice rather than gesture because the vocal became increasingly 

privileged over the physical from the early nineteenth century onwards. Gesture and 

physicality had been the predominant marƪŜǊǎ ƻŦ ǘƘŜ ǇǊŜǾƛƻǳǎ ŎŜƴǘǳǊȅΣ ŀǎ ΨǇŀǘǘŜǊƴǎ ƻŦ 

physical gesture and feature were deeply integrated into popular conceptions of social 

ǇƭŀŎŜ ƛƴ ǘƘŜ ŜƛƎƘǘŜŜƴǘƘ ŎŜƴǘǳǊȅΩ (p. 80). However, as wealth (and the concomitant external 

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

and accent became a more accurate index of social status. Aǎ ŀ ǊŜǎǳƭǘ Ψǘhe Victorian social, 

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

the signƛŦƛŜǊǎ ƻŦ ǎƻŎƛŀƭ ǇƭŀŎŜ ƛƴ ǎǇŜŜŎƘΩ (p. 81). 

Vlock does not entirely discount the importance of the physical side of theatre in the 

nineteenth century and acknowledges ǘƘŀǘ Ψ±ƛŎǘƻǊƛŀƴ ŘǊŀƳŀǘǳǊƎȅ [as well as fiction] played 

on collective social assumptions abƻǳǘ ōƻŘƛƭȅ ǎƛƎƴǎΩ (p. 82). However, she also recognises 

that ǘƘŜ ǾƻƛŎŜ ΨƛƴŎǊŜŀǎƛƴƎƭȅ ŜȄŎŜŜŘŜŘ ǘƘŜ ǇƘȅǎƛŎŀƭ ƎŜǎǘǳǊŜ ƛƴ ǎŜƳƛƻǘƛŎ ǾŀƭǳŜΩ during the 

period and allocates her critical attention accordingly (p. 83). Indeed, she feels that she is 

against the critical tide in this respect, claiming that while most studies of nineteenth-

ŎŜƴǘǳǊȅ ǘƘŜŀǘǊŜ ΨǎǘǊŜǎǎ ǘƘŜ ǎŜƳƛƻǘƛŎ ŘƻƳƛƴŀƴŎŜ ƻŦ ǘƘŜ ōƻŘȅ ƛƴ ǇŜǊŦƻǊƳŀƴŎŜΩΣ ǘƘŜ ǊŜŀƭƛǘȅ ƻŦ 

Victorian theatre-ƎƻƛƴƎ ƛƴŘƛŎŀǘŜǎ ǘƘŀǘ ΨŘǊŀƳŀǘƛŎ ŜȄǇŜǊƛŜƴŎŜ ǿŀǎ ǘƘƻǳƎƘǘ ǘƻ ōŜ ǎŜŀǘŜŘ 

primarily in the voice, which was perceived as more important than other theatrical 

ǎƛƎƴƛŦƛŜǊǎΣ ƭƛƪŜ ǇƘȅǎƛŎŀƭ ƎŜǎǘǳǊŜ ŀƴŘ ŎƻǎǘǳƳŜΩ (pp. 131-132). 
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5ŜǎǇƛǘŜ ±ƭƻŎƪΩǎ ŜƳǇƘŀǎƛǎΣ Ƙowever, the spectator was sometimes forced to read physical 

gestures or costumes. GrimaldƛΩǎ /ƭƻǿƴ role was an almost entirely silent figure and his 

routines relied heavily on dumb show as Findlater recognises: Ψ{ŎǊƛǇǘŜŘ ŘƛŀƭƻƎǳŜ ŘƛŘ ƴƻǘ 

play an important part in the clowning of such a confirmed ad-libber, who relied to a great 

extent on business and allowed his own personality to be the cause of laughter ς in 

silenceΩΦ76 

Other critics have explained how this was more than just a matter of personal style. Axton 

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

action rather than dialogue due to the strictures of the Licensing Act of 1737, which 

forbade the use of dialogue in the non-licensed theatres where pantomimes were 

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

gesture, dress and physical props had to carry the burden of conveying motive and 

meaning: Ψ!ƴ ŜȄǘǊŀǾŀƎŀƴǘ ŜȄǇƭƻƛǘŀǘƛƻƴ ƻŦ ǎǳǊŦŀŎŜǎ ǿŀǎ ǘƘŜ ƻǊŘŜǊ ƻŦ ǘƘŜ Řŀȅ ƛƴ ǘƘŜ ǘƘŜŀǘŜǊ 

Dickens knew, if only as a means of overcoming the difficulties posed by huge, disorderly 

ǇƭŀȅƘƻǳǎŜǎΩΦ77 Axton thus ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŜ ŜȄŎŜǎǎƛǾŜ ΨŎŀǊƛŎŀǘǳǊŀƭΣ ƎŜǎǘƛŎ ƳƻŘŜǎΩ ŜƳǇƭƻȅŜŘ 

by pantomime characters (p. 29). 

Schlicke also assigns great importance to the non-verbal aspects of theatrical performance, 

ŎƭŀƛƳƛƴƎ ǘƘŀǘ Ψacting practice of the agŜ ǿŀǎ ōŀǎŜŘ ƻƴ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ŀŎŎŜǇǘŀƴŎŜ ƻŦ ƎŜǎǘǳǊŜ 

ŀǎ ŀ ǘǊǳŜ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ƛƴƴŜǊ ŘƛǎǇƻǎƛǘƛƻƴΩ ŀƴŘ ǘƘŀǘ ΨŀŎǘƛƴƎ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ƴŀǘǳǊŀƭ ōŜŎŀǳǎŜ ƛǘ 

was an imitation of agreed exterior signs of feelingsΩ.78 Similarly, Juliet John discusses the 

primacy of gesture and physiognomy over voice in melodrama, whereby they Ψcombine to 

form an accessible, bodily semiotics, more valuable in melodramatic aesthetics than the 
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ǎǇƻƪŜƴ ǿƻǊŘΩΦ79 To John, these non-verbal signs demonstrated an externalisation absent in 

ǘƘŜ ΨǇǊƛǾŀǘŜΩ ƛƴŘƛǾƛŘǳŀƭ ƻŦ ǘƘŜ ǊŜŀƭƛǎǘ ƴƻǾŜƭΣ ŀƴŘ ǘƘŜ ǾƛƭƭŀƛƴΩǎ ǇǊƛƴŎƛǇŀƭ ŎǊƛƳŜ was his 

resistance to this externalisation and his deliberate manipulation of bodily semiotics 

through social role-playing to deceive other members of society. 

Stage-actors are also involved in this deliberate manipulation, but Dickens perceives their 

motives as different. As identified earlier, his novels examine different types of actors 

outside the playhouse and suggest a wider spectrum of performing spaces. Some (for 

example, Jingle and Tigg) clearly continue to play a role and they are suitably condemned, 

but others (for example, the Crummles) can also demonstrate genuine feelings. It is also 

ǇƻǎǎƛōƭŜ ǘƻ ŀŘŘ 5ƛŎƪŜƴǎΩǎ ŘŜǇƛŎǘƛƻƴ ƻŦ DǊƛƳŀƭŘƛ ǘƻ ǘƘŜǎŜ ŘƛǎŎǳǎǎƛƻƴǎ ƻŦ ǘƘŜ ŘƛŎƘƻǘƻƳȅ 

between appearance and reality.  

As John explaiƴǎΣ Ψ¢heatrical art provides Dickens with a tool for interrogating and, to an 

ŜȄǘŜƴǘΣ ŘŜŎƻƴǎǘǊǳŎǘƛƴƎ ǘƘŜ ƛƴƴŜǊ ƭƛŦŜΩΣ ōǳǘ ǘƘƛǎ ƛǎ ƴƻǘ only confined to the Dickensian 

villain.80 The pervasiveness of the stereotype of the tears of the clown, taken alongside 

5ƛŎƪŜƴǎΩǎ ŀŘƳƛǎǎƛƻƴ ǘƻ ƘŀǾƛƴƎ Ψŀƴ ƛƴǘŜƴǎŜ ŀƴȄƛŜǘȅ ǘƻ ƪƴƻǿ ǿƘŀǘ ώ/ƭƻǿƴǎϐ ŘƛŘ ǿƛǘƘ 

ǘƘŜƳǎŜƭǾŜǎ ƻǳǘ ƻŦ ǇŀƴǘƻƳƛƳŜ ǘƛƳŜΣ ŀƴŘ ƻŦŦ ǘƘŜ ǎǘŀƎŜΩ ŀǘ ǘƘŜ ǎǘŀǊǘ ƻŦ ǘƘŜ Memoirs, suggest 

that it extends to these theatrical figures as well.81 

XI. Conclusion 

As this review has demonstrated, there is an established and well-developed 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 inevitably meant that selectiveness and 

personal interest have shaped all of the studies, and there are a number of intervention 
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points available for new studies. Throughout this discussion, a number of these entry 

points have been identified but a brief recap will serve as a cue for the rest of this thesis. 

WƘŜƴ ŎǊƛǘƛŎǎ ƘŀǾŜ ŎƻƴǎƛŘŜǊŜŘ ǘƘŜ ǘƘŜŀǘǊƛŎŀƭ ŦƻǊƳǎ ƛƳǇƻǊǘŀƴǘ ǘƻ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪ, the 

pantomime has received far less attention than melodrama. When pantomime has been 

discussed it has largely been in terms of the 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 treatment of the pantomime clown. 

His function to the main story, and ƛǘǎ ǊŜƭŀǘƛƻƴ ǘƻ 5ƛŎƪŜƴǎΩǎ ǿƻǊƪΣ ƘŀǾŜ ōŜŜƴ ǿŜƭƭ 

documented but little has been written on the richer comic potentialities that the 

harlequinade offered. This has been attributed to the perceived spontaneity and lack of 

fixity inherent in the harlequinade but 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 

5ƛŎƪŜƴǎΩǎ όŀƴŘ Ƙƛǎ ŀǳŘƛŜƴŎŜΩǎύ ΨƛƳŀƎƛƴŀǊȅ ǘŜȄǘΩΣ ƛǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ƳŀƪŜ ŦǊŜǎƘ ŀǇǇǊŀƛǎŀƭǎ ƻŦ 

some of his characters such as Quilp and Young Bailey. 

DǊƛƳŀƭŘƛΩǎ fame and popularity meant that, to Dickens and his contemporaries, he was the 

pantomime. The fact that Dickens edited his memoirs indicates a close acquaintance with 

the man and his methods. Yet this fact has rarely been considered, to the extent that the 

Introduction to the MemoirsΣ ǿƘƛŎƘ ƻŦŦŜǊǎ ŀǎ ŎƻƳǇǊŜƘŜƴǎƛǾŜ ŀ ƳŀƴƛŦŜǎǘƻ ƻŦ 5ƛŎƪŜƴǎΩǎ ǾƛŜǿ 

on pantomime as any of his other published work, has been largely left out of critical 

accounts.  

One of the few studies to consider the Memoirs (that of Butwin) fails to integrate it into 

5ƛŎƪŜƴǎΩǎ ǿƛŘŜǊ ŎƻǊǇǳǎ ƻŦ ǿƻǊƪ but, by reading the Memoirs ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 5ƛŎƪŜƴǎΩǎ ƻǘƘŜǊ 

works of the time, a large number of similarities and echoes become apparent, suggesting 
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some continuity. One of the most important of these similarities ƛǎ ƛǘǎ ǊŜƭŀǘƛƻƴ ǘƻ 5ƛŎƪŜƴǎΩǎ 

meditations on the theatrum mundiΦ ²ǊƛǘǘŜƴ ŘǳǊƛƴƎ ǘƘŜ ǎŀƳŜ ǇŜǊƛƻŘ ŀǎ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ 

[ƛŦŜΩΣ 5ƛŎƪŜƴǎΩǎ ǳǎŜ ƻŦ ǘƘŜ ōƛƻƎǊŀǇƘƛŎŀƭ ŦƻǊƳ ǘƻ ŜȄŀƳƛƴŜ ǎƻƳŜ ƻŦ ǘƘŜ ǉǳŜǎǘƛƻƴǎ ŀōƻǳǘ ǊƻƭŜ-

playing in life and art has not been fully considered. 

LƴŘŜŜŘΣ ƭƻƻƪƛƴƎ ŀǘ DǊƛƳŀƭŘƛΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ǊƻƭŜ, it can be argued that the 

spontaneous foolery of the pantomime is an equally essential and inseparable part of 

/ƭƻǿƴΩǎ ǊƻƭŜ ŀƭƻƴƎǎƛŘe any plot function he may have, and is an integral component of the 

value that Dickens attributed to him. By giving up part of the stage to the clown Dickens 

was able to create his own verbal and sometimes visual equivalent of the harlequinade. 

5ƛŎƪŜƴǎΩǎ ŀŘƻǇǘƛƻƴ ƻŦ ŜƭŜƳŜƴǘǎ ŦǊƻƳ ǘƘŜ Ǉŀƴǘƻmime was also often very funny and, by 

looking at the interplay between those theories of laughter discussed by Kincaid (who 

references humour theorists like Bergson and Meredith), the depth and complexity of that 

humour can be further appreciated. 

!ŎƪƴƻǿƭŜŘƎƛƴƎ ƛǘǎ ŘŜōǘ ǘƻ aŀǊǘƛƴ aŜƛǎŜƭΣ ǎƻƳŜ ŀǘǘŜƴǘƛƻƴ Ƙŀǎ ōŜŜƴ ƎƛǾŜƴ ǘƻ 5ƛŎƪŜƴǎΩǎ 

illustrations in relation to their theatrical appearance ς the striking of poses, the 

formulations of tableaux and so on. However, the pantomime and the figure of the clown 

in particular were some of the richest visual locales in Victorian theatre as designers and 

producers developed more and more imaginative ways to circumvent the embargo on the 

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

ǇŀǊǘ ƻŦ ŀƴȅ ΨƛƳŀƎƛƴŀǊȅ ǘŜȄǘΩ ǘƘŀǘ ƛƴŎƭǳŘŜŘ ǘƘŜ ǇŀƴǘƻƳƛƳŜΦ ¢herefore this study will attempt 

to redress this relative neglect, and discuss some examples of pantomime images being 

realisŜŘ ƛƴ 5ƛŎƪŜƴǎΩǎ ƛƭƭǳǎǘǊŀǘƛƻƴǎΦ 

Finally, theatre and cultural historians have acknowledged the pantomime as a politicised 

form ς for example, David Mayer describes it as ΨǘƘŜ ƻƴƭȅ ŜŦŦŜŎǘƛǾŜ ƳŜŀƴǎ ƻŦ ǎŀǘƛǊŜ ǘƻ ƘƻƭŘ 
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the stage in ǘƘŜ ŦƛǊǎǘ ǘƘƛǊǘȅ ȅŜŀǊǎ ƻŦ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅΩΦ82 Therefore any consideration 

ƻŦ 5ƛŎƪŜƴǎΩǎ ǇƻƭƛǘƛŎƛǎation of popular entertainment must account for this fact. Based on 

{ŎƘƭƛŎƪŜΩǎ ǿƛŘŜ-ranging political reading of other forms of Victorian entertainment, this 

thesis ǿƛƭƭ ŎƻƴŘǳŎǘ ŀ ǎƛƳƛƭŀǊ ŀǎǎŜǎǎƳŜƴǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ǘǊŜŀǘƳŜƴǘ ƻŦ ǘƘŜ ǇŀƴǘƻƳƛƳŜΣ ǘƘǊƻǳƎƘ 

the means of its principal figure, the clown. 
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CHAPTER 3 - The Memoirs of Joseph Grimaldi ς A 

Reassessment 
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 I. Introduction 

{ƛƴŎŜ ƛǘǎ ǇǳōƭƛŎŀǘƛƻƴ ƛƴ CŜōǊǳŀǊȅ муоу /ƘŀǊƭŜǎ 5ƛŎƪŜƴǎΩǎ Memoirs of Joseph Grimaldi has 

received little critical attention and has been dogged by uncertainty and a reluctance to 

include it within the Dickens canon. This can be demonstrated by a brief survey of the 

limited corpus of opinion. 

Early reviews of the Memoirs 

The peak of critical interest in the Memoirs ŎŀƳŜ ŀǘ ǘƘŜ ǘƛƳŜ ƻŦ ƛǘǎ ǇǳōƭƛŎŀǘƛƻƴΦ 5ƛŎƪŜƴǎΩǎ 

earlier successes 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 Gazette praised the work, claiming that the episodes were not just 

entertaining in themselves ōǳǘ ΨŘƻǳōƭȅ ǇƻƛƴǘŜŘ ōȅ ǘƘŜ ǘŀƭŜƴǘ ƻŦ ǘƘŜ ƴŀǊǊŀǘƻǊΩΣ ŀƴŘ ŦƛƴŘƛƴƎΣ 

ŦƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ǊƻƳŀƴǘƛŎ ǎŜŎǘƛƻƴǎ ΨǾŜǊȅ ǘŜƴŘŜǊƭȅ ŀƴŘ ǇƭŜŀǎƛƴƎƭȅ ǘƻƭŘΩΦ83 Similarly The 

Monthly Magazine regarded the Memoirs ŀǎ ΨǊŜǇƭŜǘŜ ǿƛǘƘ ŀƳǳǎŜƳŜƴǘ ŀƴŘ ƛƴǘŜǊŜǎǘΩ ŀƴŘ 

the Athenaeum generaƭƭȅ ŦŜƭǘ ǘƘŀǘ ΨǘƘŜ ǿƻǊƪ ƛǎ ǿǊƛǘǘŜƴ ƛƴ ŀƴ ŀƳƛŎŀōƭŜ ǎǇƛǊƛǘΣ ŀƴŘ ǎƘƻǿǎ ŀ 

true-ƘŜŀǊǘŜŘΣ ŜȄŎŜƭƭŜƴǘ ƳŀƴΣ ŀƴŘ ƎǊŜŀǘ ŀŎǘƻǊΣ ƛƴ Ƴŀƴȅ ǇƭŜŀǎƛƴƎ ƭƛƎƘǘǎΦΩ84 W.H. Thoms 

predictably offered the highest praise in the pro-Ψ.ƻȊΩ .ŜƴǘƭŜȅΩǎ aƛǎŎŜƭƭŀƴȅ and placed 

Dickens in the pantheon of great biographers ς Ψ²Ƙŀǘ .ƻǎǿŜƭƭ ŘƛŘ ŦƻǊ WƻƘƴǎƻƴΩΣ ƘŜ 

ŘŜŎƭŀǊŜŘΣ ΨƘŀǎ Boz well ŘƻƴŜ ŦƻǊ DǊƛƳŀƭŘƛΩΦ85 

However, ¢ƘŜ DŜƴǘƭŜƳŀƴΩǎ aŀƎŀȊƛƴŜ called the Memoirs ŀ ǇŀƛǊ ƻŦ ΨŘǳƭƭ ŀƴŘ ŘǊŜŀǊȅ 

ǾƻƭǳƳŜǎΩΣ ǿƛǘƘƻǳǘ Ψmatter for a smile, or a paragraph worthy quotationΩ ƛƴ ŜƛǘƘŜǊ ƻŦ ǘƘŜƳΦ 
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The romantic scenes so lauded by The Literary Gazette ǿŜǊŜ ŘŜŎǊƛŜŘ ŀǎ ΨǇŀƛƴŦǳƭƭȅ 

ƭǳƎǳōǊƛƻǳǎ ŀƴŘ ǘǊƛǘŜΩΦ86  

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

disagreement and sites of debate from which the Memoirs would emerge as a confused, 

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

ŜƭŜƳŜƴǘǎΥ ǘƘŜ ŜȄǘŜƴǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ ǘƘŜ ǿƻǊƪΣ ǘƘŜ ƭŜǾŜƭ ƻŦ ƛǘǎ ŀŎŎǳǊŀŎȅ ŀƴŘ 

completeness, and the value of its illustrations. 

Lƴ Ƙƛǎ ΨLƴǘǊƻŘǳŎǘƻǊȅ /ƘŀǇǘŜǊΩΣ 5ƛŎƪŜƴǎ ŜȄǇƭŀƛƴǎ Ƙƛǎ ΨǎƘŀǊŜΩ ƛƴ ǘƘŜ Memoirs. Calling himself 

ǘƘŜ ΨŜŘƛǘƻǊΩΣ 5ƛŎƪŜƴǎ ƛƴǎƛǎǘǎ ǘƘŀǘ ΨǘƘŜǊŜ Ƙŀǎ ōŜŜƴ ƴƻ book-making ƛƴ ǘƘƛǎ ŎŀǎŜΩ ŀƴŘ ǘƘŀǘ ƘŜ 

ΨƘŀǎ ƴƻǘ ǎǿŜƭƭŜŘ ǘƘŜ ǉǳŀƴǘƛǘȅ ƻŦ ƳŀǘǘŜǊΣ ōǳǘ ƳŀǘŜǊƛŀƭƭȅ ŀōǊƛŘƎŜŘ ƛǘΩΦ87 Indeed, one reviewer 

ōŜƭƛŜǾŜǎ ƘƛƳΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ΨōŀǊǊƛƴƎ ŀ ŦŜǿ ǇƘǊŀǎŜǎ ƻŦ tƛŎƪǿƛŎƪƛŀƴ ǇƻƛƴǘΣ ŀƴŘ ǘƘŜ ŀƭǘŜǊŀǘƛƻƴ 

of the narrative from the first to the third person, there is little of the expansive craft in 

ǘƘŜǎŜ ǇŀƎŜǎΩΦ88 The DŜƴǘƭŜƳŀƴΩǎ aŀƎŀȊƛƴŜ takes this point further, believing that the 

ΨƭŜŀŘŜƴ ƴŀǘǳǊŜ ƻŦ ƛǘǎ ŎƻƴǘŜƴǘǎΣ ŀƴŘ ǘƘŜ ǎƭƛǇ-ǎƭƻǇ ǉǳŀƭƛǘȅ ƻŦ ǘƘŜ ŀǳǘƘƻǊΩǎ ǎǘȅƭŜΩ ŘŜƳƻƴǎǘǊŀǘŜ 

ǘƘŀǘ ƛǘ ƛǎ ƴƻǘ ǘƘŜ ǿƻǊƪ ƻŦ 5ƛŎƪŜƴǎ ŀǘ ŀƭƭΣ ōǳǘ ƛƴǎǘŜŀŘ ǘƘŀǘ ƻŦ ΨǎƻƳŜ ƘŀŎƪ ƻŦ ŀ ǎŎǊƛōōƭŜǊ ώǇŀƛŘ ōȅ 

Bentley] to fill a couple of volumes with melancholy common places and insufferable 

ǇƭŀǘƛǘǳŘŜǎ άƭƻƴƎ ŘǊŀǿƴ ƻǳǘέΩΦ89 

.ǳǘ 5ƛŎƪŜƴǎΩǎ LƴǘǊƻŘǳŎǘƛƻƴ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ƘŜ ǿŀǎ ƳƻǊŜ ƛƴǾƻƭǾŜŘ ǘƘŀƴ ǘƘƛǎΣ ŀǎ ƘŜ ŘŜǎŎǊƛōŜǎ 

Ƙƻǿ ƘŜ ǘƘƻǳƎƘǘ ǘƘŀǘ ǎŜǾŜǊŀƭ ƛƴŎƛŘŜƴǘǎ ΨƳƛƎƘǘ ōŜ ǊŜƭŀǘŜŘ ƛƴ ŀ ƳƻǊŜ ŀǘǘǊŀŎǘƛǾŜ ƳŀƴƴŜǊΩΦ90 

{ŜǾŜǊŀƭ ǊŜǾƛŜǿŜǊǎ ŦƻƭƭƻǿŜŘ ǘƘƛǎ ƭƛƴŜ ƛƴǎǘŜŀŘ ŀƴŘ ŀǘǘŜƳǇǘŜŘ ǘƻ ŘŜŦƛƴŜ ǘƘŜ ǘǊŀŎŜǎ ƻŦ 5ƛŎƪŜƴǎΩǎ 

own hand within the text. For example, The Idler ƛŘŜƴǘƛŦƛŜǎ ǘƘŜ ƘǳƳƻǳǊ ŀǎ 5ƛŎƪŜƴǎΩǎ 
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ƛƳǇǊƛƴǘΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ǘƘŜ ŀǳǘƘƻǊ ƛǎ Ψŀǎ ŘǊƻƭƭ ŀǎ ǘƘŜ ŎƭƻǿƴΩ ŀƴŘ ŀ ΨǿŀƎ ƻŦ ǘƘŜ ŦƛǊǎǘ ƻǊŘŜǊΩΦ91 

Similarly The Knickerbocker ŦŜƭǘ ǘƘŀǘ ƳǳŎƘ ΨƻŦ ǘƘŜ ŦŜƭƛŎƛǘȅ ƻŦ ǘƘƻǳƎƘǘ ŀƴŘ ƭŀƴƎǳŀƎŜΣ ǿƘƛŎƘ ƛǎ 

ǘƘŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ aǊΦ 5L/Y9b{Ω ώsicϐ ǎǘȅƭŜΣ ƛǎ ŀǇǇŀǊŜƴǘ ƛƴ ǇŀǊǘǎ ƻŦ ǘƘŜǎŜ ǾƻƭǳƳŜǎΩΦ 

Following the successful formula of The Pickwick PapersΣ ŜǾŜǊȅ ŎƘŀǇǘŜǊ ΨƘŀǎ ǎƻƳŜ 

ƛƴǘŜǊŜǎǘƛƴƎ ǎǘƻǊȅ ƻǊ ƛƴŎƛŘŜƴǘΣ ǿƛǘƘƻǳǘ ŎƻƴǘƛƴƎŜƴŎȅ ŀǎ ǘƻ ǿƘŀǘ Ƴŀȅ ǇǊŜŎŜŘŜ ƻǊ Ŧƻƭƭƻǿ ƛǘΩΣ ŀƴŘ 

ƛǎ ǘƘŜǊŜŦƻǊŜ ΨŜǎǇŜŎƛŀƭƭȅ ŎŀƭŎǳƭŀǘŜŘ ŦƻǊ ŀ ǘǊŀǾŜƭƭƛƴƎ ŎƻƳǇŀƴƛƻƴΩΦ92  

An Athenaeum ǊŜǾƛŜǿ ŀƭǎƻ ŘǊŜǿ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ŜŘƛǘƻǊΩǎ ƎǳƛŘƛƴƎ ƘŀƴŘΣ ŦŜŜƭƛƴƎ ǘƘŀǘ ΨaǊ 

Dickens has prefaced his work with an introductory chapter, which gives a Pickwick 

ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ŀ ōƻȅΩǎ ǊŜƭƛǎƘ ƻŦ ǇŀƴǘƻƳƛƳŜΣ ŀƴŘ ƴƻǘ ǳƴǇƭŜŀǎŀƴǘƭȅ ƳŀǊǎƘŀƭǎ ǳǎ άǘƘŜ ǿŀȅ ǘƘŀǘ 

ǿŜ ŀǊŜ ƎƻƛƴƎέΩΦ IƻǿŜǾŜǊΣ ǘƘƛǎ ΨǾŜǊȅ ǇǊƻƳƛƴŜƴǘΩ ΨtƛŎƪǿƛŎƪ ǎǘȅƭŜΩ ƛǎ ǾƛŜǿŜŘ ŀǎ ŘŜǘǊƛƳŜƴǘŀƭ ǘƻ 

ǘƘŜ Ŧƛƴŀƭ ǿƻǊƪΣ ŦƻǊ ŀǎ ǿŜƭƭ ŀǎ ŎŀǎǘƛƴƎ Ψŀƴ ŀƛǊ ƻŦ inventionΩ ŀǊƻǳƴŘ ŀ ƴǳƳōŜǊ ƻŦ ǘƘŜ ŜǇƛǎƻŘŜǎΣ 

ƛǘ ŀƭǎƻ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ ǊŜŀŘŜǊ ŘƻŜǎ ƴƻǘ ƎŜǘ ΨDǊƛƳŀƭŘƛΩǎ ƻǿƴ ƭŀƴƎǳŀƎŜ ǳƴŘŜŎƻǊŀǘŜŘΩ ŀƴŘ ƛǎ 

Ŏƻƴǎǘŀƴǘƭȅ ŘƛǎǘǊŀŎǘŜŘ Ψōȅ ƛƴǘǊǳŘƛƴƎ ǊŜŎƻƭƭŜŎǘƛƻƴǎ ƻŦ aǊ ²ŜƭƭŜǊ ƻǊ ²ƛƴƪƭŜΩΦ93 

A final group of comments suggests a middle ground: The Literary Gazette describes 

5ƛŎƪŜƴǎ ŀǎ Ψŀ ōƛƻƎǊŀǇƘŜǊΩΣ ǿƘƻ Ƙŀǎ ŎǊŜŀǘŜŘ ŀ ΨƴŀǊǊŀǘƛǾŜ ŦƻǳƴŘŜŘ ƻƴ ŘŀǘŀΣ ǇǊŜǎŜǊǾŜŘ ōȅ 

DǊƛƳŀƭŘƛ ƘƛƳǎŜƭŦΩΦ94 In a second notice the following week this balanced approach is 

emphasised: the Memoirs ƛǎ ΨƛƳōǳŜŘ ǿƛǘƘ ōƻǘƘ ǘƘŜ ŎƻƳƛŎ ƘǳƳƻǳǊ ŀƴŘ ǘƘŜ ŦƛƴŜ ƴŀǘǳǊŀƭ 

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

ǇƻƻǊ DǊƛƳŀƭŘƛΩǎ ƻǿƴ ƳŀǘŜǊƛŀƭǎ ŀƴŘ ƻǿƴ ǾƛŜǿǎΩΦ95 The Athenaeum also identifies the mixture 

ƻŦ ŦŀŎǘǳŀƭ ŀƴŘ ŎǊŜŀǘƛǾŜ ǿƘŜƴ ƛǘ ǊŜŦŜǊǎ ǘƻ DǊƛƳŀƭŘƛΩǎ ƻǿƴ ƧƻǳǊƴŀƭ ŀƴŘ ŎƻƴŎƭǳŘŜǎ ǘƘŀǘ ΨǘƘŜ 

                                                           
91

 [Anon.], ΨaŜƳƻƛǊǎ ƻŦ DǊƛƳŀƭŘƛΣ ǘƘŜ /ƭƻǿƴΩΣ The Idler, and Breakfast-Table Companion, 8 July 1837, 
p. 66; p. 74. 
92

 [Anon.], Review of Memoirs of Joseph Grimaldi, The Knickerbocker, or New-York Monthly 
Magazine, May 1838, p. 463. 
93

 Athenaeum, 3 March 1838, p. 165. 
94

 Literary Gazette, 17 February 1838, p. 97. 
95

 ώ!ƴƻƴΦϐΣ Ψ[ƛŦŜ ƻŦ DǊƛƳŀƭŘƛ ς 2
nd

 ƴƻǘƛŎŜΩΣ The Literary Gazette, 24 February 1838, p. 118. 



61 

 

anecdotes are doubtless grounded in fact, though rendered a little more effectively 

ƻǊƴŀƳŜƴǘŀƭ ōȅ ǘƘŜ ōƛƻƎǊŀǇƘŜǊΩΦ96 

Whether this makes the Memoirs ŀƴ ŀŎŎǳǊŀǘŜ ŀŎŎƻǳƴǘ ƻŦ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜ ƛǎ ŀƴƻǘƘŜǊ ƳŀǘǘŜǊΦ 

¢ƘŜ DŜƴǘƭŜƳŀƴΩǎ aŀƎŀȊƛƴŜ ŦŜƭǘ ǘƘŀǘ ΨǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǘƘŜ ŘŜŀǘƘ ƻŦ Ƙƛǎ ƻƴƭȅ ǎƻƴ ƛǎ ǇǳǊǇƻǎŜƭȅ 

ŀƭǘŜǊŜŘ ŦǊƻƳ ǘƘŜ ǘǊǳǘƘΣ ǿƛǘƘƻǳǘ ǎŜǊǾƛƴƎ ǘƘŜ ǇǳǊǇƻǎŜ ŘŜǎƛǊŜŘΩ ŀƴŘ ǘƘŀǘ ΨǘƘŜ ŀŎŎƻǳnt given of 

ǘƘŜ ŀǎǎǳƳŜŘ ƳŀŘƴŜǎǎ ƻŦ .ǊŀŘōǳǊȅΣ DǊƛƳŀƭŘƛΩǎ ǊƛǾŀƭΣ ƛǎ ƛƴŎƻǊǊŜŎǘ ƛƴ ŜǾŜǊȅ ǇŀǊǘƛŎǳƭŀǊΩΦ97 

/ƻƴǘǊŀǊȅ ǘƻ ǘƘƛǎΣ ¢ƘƻƳǎ ŦŜƭǘ ǘƘŀǘ 5ƛŎƪŜƴǎΩǎ ŀŎŎƻǳƴǘ ǇǊŜǎŜƴǘǎ ΨǾŜǊȅ ǾƛǾƛŘƭȅ ǘƘŜ ƘƻǇŜǎ ŀƴŘ 

ŘƛǎŀǇǇƻƛƴǘƳŜƴǘǎΣ ǘƘŜ ƘƛǎǘǊƛƻƴƛŎ ƎƭƻǊƛŜǎ ŀƴŘ ǇŀƛƴŦǳƭ ǊŜŀƭƛǘƛŜǎΩ ƻŦ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜΦ IŜ ŀƭǎƻ 

ǎǘǊŜǎǎŜŘ ǘƘŜ ǎǘǊŀƛƎƘǘŦƻǊǿŀǊŘƴŜǎǎ ƻŦ ǘƘŜ ŀŎŎƻǳƴǘΣ ƛƴ ǿƘƛŎƘ ΨǘƘŜǊŜ ƛǎ ƴƻ ǎǘǊŀƛƴƛƴƎ ŀŦǘŜǊ ŜŦŦŜŎǘΩ 

ŀƴŘ Ψƴƻ ǎŜŜƪƛƴƎ ǘƻ ŜƭŜǾŀǘŜ ǘƘŜ ǎǳōƧŜŎǘ ƛƴǘƻ ŀ ƘŜǊƻΩΦ98 

Opinion was also divided on the longevity of the text, and its likely impact on DickŜƴǎΩǎ 

career. The Globe ŦŜƭǘ ǘƘŀǘ ǘƘŜ ǘǿƻ ǾƻƭǳƳŜǎ Ψǿƛƭƭ ƻŦ ŎƻǳǊǎŜ ōŜ ΨǎǘƻŎƪ ǇƛŜŎŜǎΩ ƛƴ ŜǾŜǊȅ ƭƛōǊŀǊȅΩ 

and The Monthly Magazine ǿŀǎ ŀŘŀƳŀƴǘ ǘƘŀǘ ƛǘ ΨŎŀƴƴƻǘ Řƻ ƻǘƘŜǊǿƛǎŜ ǘƘŀƴ ƳŀǘŜǊƛŀƭƭȅ 

increase the already extensive and justly earned reputation of the talenǘŜŘ ά.ƻȊέΩΦ99 

However, ¢ƘŜ DŜƴǘƭŜƳŀƴΩǎ aŀƎŀȊƛƴŜ concluded its negative review with a warning to 

5ƛŎƪŜƴǎΣ ŎƻǳƴǎŜƭƭƛƴƎ ƘƛƳ ǘƻ ΨŎƻƴŦƛƴŜ ƘƛƳǎŜƭŦ ǘƻ Ƙƛǎ ƻǿƴ ǳƴǊƛǾŀƭƭŜŘ ƴƻǾŜƭǎ ŀƴŘ ǇƛŎǘǳǊŜǎ ƻŦ 

ǊŜŀƭ ƭƛŦŜΩ ƛŦ ƘŜ ǿŀƴǘǎ Ψǘƻ ŜƴǎǳǊŜ ŀ ŎƻƴǘƛƴǳŀƴŎŜ ƻŦ Ƙƛǎ ǿŜƭƭ-earned fameΩΦ100 Similarly, The 

Athenaeum regarded Dickens as under-ǉǳŀƭƛŦƛŜŘ ŀǎ DǊƛƳŀƭŘƛΩǎ ōƛƻƎǊŀǇƘŜǊ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ƘŜ 

ƭŀŎƪŜŘ ōƻǘƘ ΨǘƘŜ passion ƻŦ ǘƘŜ ōƛƻƎǊŀǇƘŜǊΩ ŦƻǊ Ƙƛǎ ǎǳōƧŜŎǘ ŀƴŘ ŀƴȅ ΨƭƛǾƛƴƎ ǎƪŜǘŎƘ ŦǊƻƳ ǘƘŜ 

ŀŎǘǳŀƭ ƳŜƳƻǊȅ ƻŦ ǘƘŜ ǿǊƛǘŜǊΩ ǿƘƛŎƘ ǿƻǳƭŘ ƘŀǾŜ ōǊƻǳƎƘǘ ǘƘŜ necessary vividness to his 

account.101 The reviewer concluded that Dickens (unlike his illustrator George Cruikshank) 
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could not have seen Grimaldi perform himself and so lacked the first-hand experience 

ǊŜǉǳƛǊŜŘ ǘƻ ǿǊƛǘŜ ǘƘŜ ƳŀƴΩǎ ƭƛŦŜΦ  

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

(fictitious) sub-editor of .ŜƴǘƭŜȅΩǎ aƛǎŎŜƭƭŀƴȅ, in which Dickens asserted that he had seen 

DǊƛƳŀƭŘƛ ǇŜǊŦƻǊƳ ƛƴ Ƙƛǎ ȅƻǳǘƘΣ ŜǾŜƴ ǘƘƻǳƎƘ ΨƳȅ ǊŜŎƻƭƭŜŎǘƛƻƴǎ ƻŦ Ƙƛǎ ŀŎǘƛƴƎ ŀǊŜ ς to my loss ς 

shaŘƻǿȅ ŀƴŘ ƛƳǇŜǊŦŜŎǘΩΦ .ǳǘ ƘŜ ŀƭǎƻ ƴƻǘŜŘ ǘƘŜ ŦŀƭƭŀŎȅ ǘƘŀǘ Ψǘƻ ǿǊƛǘŜ ŀ ōƛƻƎǊŀǇƘȅ ƻŦ ŀ Ƴŀƴ 

(having genuine materials) or to edit his own notes it is essential that you should have 

ƪƴƻǿƴ ƘƛƳΩ ŀƴŘ ǎǳǇǇƻǊǘŜŘ ǘƘƛǎ ǾƛŜǿ ǿƛǘƘ ǇǊƻƳƛƴŜƴǘ ŜȄŀƳǇƭŜǎ ǎǳŎƘ ŀǎ [ƻǊŘ .ǊŀȅōǊƻƻƪŜΩǎ 

ƳŜƳƻƛǊǎ ƻŦ tŜǇȅǎ ƻǊ IŀȊƭƛǘǘΩǎ .ƻƴŀǇŀǊǘŜΦ102 

If reviewers were collectively unsure of their response to the Memoirs then public reaction 

ǿŀǎ ǎƛƳƛƭŀǊƭȅ ƭǳƪŜǿŀǊƳΦ 5ŜǎǇƛǘŜ 5ƛŎƪŜƴǎΩǎ ƛƴƛǘƛŀƭ ƻǇǘƛƳƛǎƳ ŀǘ ǘƘŜ ǎŀƭŜǎ ŦƛƎǳǊŜǎ - Ψмтлл 

Grimaldis have already been sƻƭŘ ŀƴŘ ǘƘŜ ŘŜƳŀƴŘ ƛƴŎǊŜŀǎŜǎ ŘŀƛƭȅΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΗΩΣ 

he told Forster in late March 1838 - its popularity quickly waned, and most of the 

remaining one thousand and three hundred copies of the first edition went unsold.103 

Subsequent editions have ōŜŜƴ ǇǊƻŘǳŎŜŘΣ Ƴƻǎǘ ƴƻǘŀōƭȅ /ƘŀǊƭŜǎ ²ƘƛǘŜƘŜŀŘΩǎ όмупсύ ŀƴŘ 

wƛŎƘŀǊŘ CƛƴŘƭŀǘŜǊΩǎ όмфсуύΣ ōǳǘ ƴŜƛǘƘŜǊ ǇǊƻƳǇǘŜŘ ŀƴȅ ǎǳōǎǘŀƴǘƛŀƭ ǊŜǾƛǾŀƭ ƛƴ ŎǊƛǘƛŎŀƭ ƛƴǘŜǊŜǎǘ 

beyond several journal articles. 

¢ƘŜ ŦƛǊǎǘ ǿŀǎ WƻǎŜǇƘ .ǳǘǿƛƴΩǎ ΨThe Paradox of the Clown in DickensΩΣ already described in 

/ƘŀǇǘŜǊ н ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΦ IŜǊŜ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜ ǎǘƻǊȅ ƛǎ ŎƛǘŜŘ ŀǎ ǘƘŜ ŜȄŜƳǇƭŀǊȅ ŎŀǎŜ ƻŦ ǘƘŜ ǎŀŘ 

comedian but Butwin has little praise for the Memoirs themselves.  Although he feels that 

5ƛŎƪŜƴǎ ƛǎ ΨǘƘŜ ŦƛǊǎǘ 9ƴƎƭƛǎƘ ǿǊƛǘŜǊ ǘƻ ŀōǎƻǊō ǘƘŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ŎƭƻǿƴΩΣ ǘƘŜ Memoirs ΨōŜǘǊŀȅǎ 

ǾŜǊȅ ƭƛǘǘƭŜ ƻŦ ǘƘŜ ƳŀǎǘŜǊΩǎ ǎǘȅƭŜΣ ǇǊƻōŀōƭȅ ǾŜǊȅ ƭƛǘǘƭŜ ƻŦ ŎƭƻǿƴΩǎΩΦ104 
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In another article Leigh Woods believes that the Memoirs carry interest as an 

ŀǳǘƻōƛƻƎǊŀǇƘȅ ōŀǎŜŘ ƻƴ ǘƘŜ Ψtendency of biographers to identify wƛǘƘ ǘƘŜƛǊ ǎǳōƧŜŎǘǎΩ.105 

Woods explains how Ψ5ƛŎƪŜƴǎ ǊŜƴŘŜǊŜŘ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜ ŀǎ ŀ ŎȅŎƭƛŎŀƭ ŀƴŘ ǊŜŎǳǊǊŜƴǘ ƴƛƎƘǘƳŀǊŜΩ 

as he projected his own anxieties about the painful and capricious nature of the 

ǇŜǊŦƻǊƳŜǊΩǎ ƭƛŦŜ ƛƴǘƻ Ƙƛǎ ƴŀǊǊŀǘƛǾŜΦ106 Observing that in some ŎŀǎŜǎ ǘƘŜ ōƛƻƎǊŀǇƘŜǊΩǎ ƭƛŦŜ 

ƎƻŜǎ ƻƴ ǘƻ ƛƳƛǘŀǘŜ ǘƘŀǘ ƻŦ Ƙƛǎ ǎǳōƧŜŎǘΣ ²ƻƻŘǎ ǎǳƎƎŜǎǘƛǾŜƭȅ ƳŀǇǎ ǘƘŜ Ǉŀƛƴ ƻŦ DǊƛƳŀƭŘƛΩǎ 

ǇŜǊŦƻǊƳŀƴŎŜ ƻƴǘƻ ǘƘŜ Ǉŀƛƴǎ ƻŦ 5ƛŎƪŜƴǎΩǎ ǇǳōƭƛŎ ǊŜŀŘƛƴƎǎΦ 

5ƛŎƪŜƴǎΩǎ ōƛƻƎǊŀǇƘŜǊǎ 

While reviewers and scholars alike have largely neglected the Memoirs since 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 

ŎŜǊǘŀƛƴ ǎŜŎǘƛƻƴǎΣ ƘŀǾƛƴƎ Ψŀ Ƴƻǎǘ ƛƴŘƛŦŦŜǊŜƴǘ ƻǇƛƴƛƻƴ ƻŦ the mass of material which in general 

ŎƻƳǇƻǎŜŘ ƛǘΩ ŀƴŘ ŀ ΨƳƻŘŜǎǘ ŜǎǘƛƳŀǘŜΩ ƻŦ ǘƘŜ Ŧƛƴŀƭ ǿƻǊƪΦ IŜ ŦǳǊǘƘŜǊ ƴƻǘŜǎ ǘƘŀǘ ŀ ΨƎǊŜŀǘ Ƴŀƴȅ 

ŎǊƛǘƛŎŀƭ Ŧŀǳƭǘǎ ǿŜǊŜ ŦƻǳƴŘΩΣ ŀƴŘ ǘƘŜƴ ǉǳƛŎƪƭȅ ǇǊƻŎŜŜŘǎ ǘƻ ǘƘŜ ƘŀǇǇƛŜǊ ōǳǎƛƴŜǎǎ ƻŦ ǘƘŜ 

celebratory dinner for the completed Pickwick Papers.107 

tŜǘŜǊ !ŎƪǊƻȅŘΩǎ ŀŎŎƻǳƴǘ ƛǎ ŜǾŜƴ ǎƘƻǊǘŜǊΣ ŘƛǎƳƛǎǎƛƴƎ ǘƘŜ Memoirs ŀǎ ǎƻƳŜǘƘƛƴƎ Ψǘƻ Ŧƛƭƭ ǳǇ ǘƘŜ 

ŜƳǇǘȅ ŘŀȅǎΩ ŀŦǘŜǊ ŎƻƳǇƭŜǘƛƴƎ The Pickwick Papers and before starting his next major work. 

¢ƘŜ ŜȄǘŜƴǘ ƻŦ Ƙƛǎ ŀƴŀƭȅǎƛǎ ƛǎ ǘƻ ŎƻƳƳŜƴǘ ǘƘŀǘ 5ƛŎƪŜƴǎ Ψseemed to have warmed to [the] 

taskΩ ŀŦǘŜǊ ƘŜ Ψbegan it unwillinglyΩ ŀƴŘ ƭƛƪŜ ²ƻƻŘǎ ƻōǎŜǊǾŜǎ ǘƘŀǘ DǊƛƳŀƭŘƛΩǎ ΨŎƘŀǊŀŎǘŜǊ ŀƴŘ 

ǘŜƳǇŜǊŀƳŜƴǘ ōŜŀǊ ƛƴ Ƴŀƴȅ ǿŀȅǎ ǎǘǊƛƪƛƴƎ ǊŜǎŜƳōƭŀƴŎŜǎ ǘƻ 5ƛŎƪŜƴǎΩǎ ƻǿƴΩΦ108 
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aƛŎƘŀŜƭ {ƭŀǘŜǊΩǎ more recent analysis re-evaluates the extent ƻŦ 5ƛŎƪŜƴǎΩǎ ŎǊŜŀǘƛǾŜ ƛƴǇǳǘ 

into the Memoirs and attributes ŀ ƭŀǊƎŜ ǇǊƻǇƻǊǘƛƻƴ ǘƻ ƘƛƳΣ ƻōǎŜǊǾƛƴƎ ǘƘŀǘ ΨǘƘŜǊŜ ŀǊŜ 

unmistakeable Dickens touches [...] Moreover, in certain places Dickens has completely 

ŎƘŀƴƎŜŘ ǘƘŜ ƻǊƛƎƛƴŀƭ DǊƛƳŀƭŘƛκ²ƛƭƪǎ ǘŜȄǘΣ άǘŜƭƭƛƴƎ ǎƻƳŜ ƻŦ ǘƘŜ ǎǘƻǊƛŜǎ ƛƴ Ƴȅ ƻǿƴ ǿŀȅέΩΦ 

Slater also positions the Memoirs ǿƛǘƘƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ƻǘƘŜǊ ǿƻǊƪ ǿƘŜƴ ƘŜ 

ŎƻƳƳŜƴǘǎ ǘƘŀǘ 5ƛŎƪŜƴǎ ΨǎƻƳŜǘƛƳŜǎ ŜƴŘǎ ǳǇ ǿƛǘƘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ŎƻǳƭŘ ǿŜƭƭ ōŜ ŀƴ ŜǇƛǎƻŘŜ 

from PickwickΩΣ ŀƴŘ ŦŜŜƭǎ ǘƘŀǘ ƛǘ ŘŜƳƻƴǎǘǊŀǘŜǎ Ƙƛǎ ŜŀǊƭȅ ǇǊƻƳƛǎŜ ŀǎ ŀƴ ŜŘƛǘƻǊΣ ΨƛƳǇǊƻǾƛƴƎΣ 

ǎƘŀǊǇŜƴƛƴƎ ŀƴŘ άōǊƛƎƘǘŜƴƛƴƎέ Ƙƛǎ ŎƻƴǘǊƛōǳǘƻǊǎΩ ƻŦŦŜǊƛƴƎǎΩΦ109 

Robert Douglas-Fairhurst also gives the Memoirs ŘǳŜ ǇǊƻƳƛƴŜƴŎŜ ƛƴ Ƙƛǎ ǎǘǳŘȅ ƻŦ 5ƛŎƪŜƴǎΩǎ 

formative years as a writer. He feels that the Memoirs ŀǊŜ Ψƴƻ ƭŜǎǎ ǊŜǾŜŀƭƛƴƎ ƻŦ ώ5ƛŎƪŜƴǎΩǎϐ 

ǎǘŀǘŜ ƻŦ ƳƛƴŘΩ ǘƘŀƴ ŀƴȅ ƻŦ Ƙƛǎ ƻǘƘŜǊ ǿƻǊƪǎ ŦǊƻƳ ǘƘŜ Memoirs period and believes Dickens 

Ƙŀǎ ŀ ǎǘǊƻƴƎ ƛƴŦƻǊƳƛƴƎ ǇǊŜǎŜƴŎŜΣ ǳǎƛƴƎ ƛǘ ŀǎ Ψŀ Ŏƻƴǘƛƴǳŀǘƛƻƴ ƻŦ Ƙƛǎ ŘƛŀǊȅ ōȅ ƻǘƘŜǊ ƳŜŀƴǎΩΦ110 

Despite the lack of a definitive original manuscriptΣ ƘŜ ƴƻǘŜǎ ǘƘŀǘ Ψƛǘ ƛǎ ƴƻǘ ƘŀǊŘ ǘƻ ŦƛƴŘ 

ǇƭŀŎŜǎ ǿƘŜǊŜ ǘƘŜ ŜǾŜƴǘǎ ŀǊŜ ƎƛǾŜƴ ŀƴ ǳƴƳƛǎǘŀƪŀōƭȅ 5ƛŎƪŜƴǎƛŀƴ ŎƘŀǊŀŎǘŜǊΩ ŀƴŘ ǘƘŀǘ ΨƘƛǎ 

ƛƳŀƎƛƴŀǘƛƻƴ ƛƳōǳŜǎ ŜǾŜǊȅ ǇŀƎŜ ƭƛƪŜ ŀ ǿŀǘŜǊƳŀǊƪΩΦ111 .ȅ ΨǘŜƭƭƛƴƎ DǊƛƳŀƭŘƛΩǎ ǎǘƻǊȅ ƛƴ Ƙƛǎ ƻǿƴ 

ǿŀȅΩ ƘŜ ŦŜŜƭǎ ǘƘŀǘ 5ƛŎƪŜƴǎ ΨǇǊƻŘǳŎŜŘ ǎŜǾŜǊŀƭ ƻǾŜǊƭŀǇǎ ǿƛǘƘ Ƙƛǎ ƻǘƘŜǊ ǿǊƛǘƛƴƎǎΩ ς such as the 

Pentonville burglary episode which was reworked in Oliver Twist (discussed in Section III of 

this chapter).112 

Douglas-CŀƛǊƘǳǊǎǘ ǊŜŀŘǎ ǘƘƛǎ Ψ5ƛŎƪŜƴǎƛŀƴ ŎƘŀǊŀŎǘŜǊΩ ƛƴ ǘƘŜ ōǊƻŀŘ ƴŀǊǊŀǘƛǾŜ ŀǊŎ ƻŦ DǊƛƳŀƭŘƛΩǎ 

iƴŘǳǎǘǊƛƻǳǎ ǇǊƻƎǊŜǎǎ ŀƴŘ Ƙƛǎ ŀŎŎŜƴǘǳŀǘƛƻƴ ƻŦ ǇƻǎƛǘƛǾŜ ǘǊŀƛǘǎ ƭƛƪŜ DǊƛƳŀƭŘƛΩǎ ǇǳƴŎǘǳŀƭƛǘȅ ŀƴŘ 

dedication to his performance, particularly in the face of the misfortunes of his life. 

5ƛŎƪŜƴǎΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ DǊƛƳŀƭŘƛ ƛǎ ƘŜǊŜ ŎƻƳǇŀǊŜŘ ǘƻ ǘƘŀǘ ōŜǘǿŜŜƴ IŀƳƭŜǘ and Yorick, 
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ǿƘŜǊŜōȅ ǘƘŜ ΨŜƭŜƎƛŀŎ ǘƻƴŜΩ ǊŜŦƭŜŎǘǎ ǘƘŜ ǎŀƳŜ ƭƻǎǎ ƻŦ ŎƘƛƭŘƘƻƻŘ ƧƻȅΣ ǿƘƛŎƘ ŦƻǊ 5ƛŎƪŜƴǎ ΨŎƻǳƭŘ 

ƻƴƭȅ ōŜ ǊŜǎǘƻǊŜŘ ǘƘǊƻǳƎƘ ǿǊƛǘƛƴƎΩΦ113 

Finally, Douglas-CŀƛǊƘǳǊǎǘ ƛŘŜƴǘƛŦƛŜǎ ǘƘŜ ǎŜŜŘǎ ƻŦ 5ƛŎƪŜƴǎΩǎ ƭŀǘŜǊ ŘŜǎƛǊŜ ŦƻǊ ǘƘŜ ǇǳōƭƛŎ 

performances in his admirƛƴƎ ǘƻƴŜ ƛƴ ŘŜǎŎǊƛōƛƴƎ DǊƛƳŀƭŘƛΩǎ ǘƻǳǊǎΦ ¢ƻ 5ƛŎƪŜƴǎΣ ǘƘŜȅ ǎŜŜƳ ǘƻ 

ƻŦŦŜǊ ΨǘƘŜ ōƭǳŜǇǊƛƴǘ ŦƻǊ ŀ ƎŜǘ-rich-ǉǳƛŎƪ ǎŎƘŜƳŜΩΣ ŀƴŘ ƘŜ ǘƘǳǎ ōŜǘǊŀȅǎ ŀƴ ΨǳƴƳƛǎǘŀƪŀōƭŜ Ǝƭƛƴǘ 

ƛƴ Ƙƛǎ ŎŀƭŎǳƭŀǘƛƻƴǎ ƻŦ ǘƘŜ ΨƛƳƳŜƴǎŜ ǎǳƳǎΩ DǊƛƳŀƭŘƛ ŜŀǊƴŜŘΩ ŀƴŘ ƻŦǘŜƴ ΨǎƛƳǇƭȅ ƭƛǎǘǎ ǘƘŜ Ǌŀǿ 

numbeǊǎ ƛƴ ŀ ǎŜǊƛŜǎ ƻŦ ƭƻƴƎΣ ŀŘƳƛǊƛƴƎ ǿƘƛǎǘƭŜǎΩΦ114 However, like Woods, Douglas-Fairhurst 

demonstrates how  Dickens acknowledges the bodily toll of these performances and offers 

it as a warning to others ς which he fails to heed himself by ending his own career in a 

ǎƛƳƛƭŀǊ ǿŀȅ ǘƻ DǊƛƳŀƭŘƛΩǎΦ 

The Memoirs as a biographical document 

aƻǎǘ ƻŦ DǊƛƳŀƭŘƛΩǎ ōƛƻƎǊŀǇƘŜǊǎ ƘŀǾŜ ōŜŜƴ ŜȄǘǊŜƳŜƭȅ ŎǊƛǘƛŎŀƭ ƻŦ ǘƘŜ Memoirs as a 

biographical document ς ǎƘƻǿƛƴƎ ƭŜǎǎ ŎƻƴŎŜǊƴ ŦƻǊ ǘƘŜ ŜŘƛǘƻǊΩǎ ǊŜǇǳǘŀǘƛƻƴ ǘƘŀƴ ǘƘŀǘ ƻŦ Ƙƛǎ 

subject.  

H.D. aƛƭŜǎΩǎ Life of Joseph Grimaldi, which appeared soon after the Memoirs in 1838, 

ŘŜǾƻǘŜǎ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ƴǳƳōŜǊ ƻŦ ǇŀƎŜǎ ǘƻ ŎǊƛǘƛŎƛǎƛƴƎ 5ƛŎƪŜƴǎΩǎ ŀŎŎƻǳƴǘΦ aƛƭŜǎΩǎ ŀǘǘŀŎƪ ǿŀǎ 

partly motivated by professional rivalry but his complaints are wide-ranging and often 

ǎŜǾŜǊŜΣ ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŜ ΨŜƎǊŜƎƛƻǳǎ ōƭǳƴŘŜǊƛƴƎ ώΧϐ ōȅ ǘƘŜ ǘŀƭŜƴǘŜŘ ŀƴŘ ŜƳƛƴŜƴǘ aǊΦ 5ƛŎƪŜƴǎΩ 

ŀƴŘ ǿŀǊƴƛƴƎ ǘƘŀǘ Ψŀƭƭ ǘƘŀǘ ƛǎ ǇŀƭƳŜŘ ǳǇƻƴ ǘƘŜ ǇǳōƭƛŎ ƛƴ ǘƘƛǎ ōƻƻƪ-making age is not to be 

ƛƳǇƭƛŎƛǘƭȅ ǊŜƭƛŜŘ ƻƴ ŀǎ ŀǳǘƘŜƴǘƛŎΩΦ115 

CƻǊ ŜȄŀƳǇƭŜΣ aƛƭŜǎ ŎƭŀƛƳǎ ǘƘŀǘ ΨǘǊǳǘƘ ǊŜǉǳƛǊŜǎ ǘƘŜ ŀǾƻǿŀƭΩ ǘƘŀǘ WƻŜΩǎ ŦŀǘƘŜǊ ǿŀǎ Ψŀ ƘŀǊǎƘΣ ŀ 

ŎǊǳŜƭΣ ŀƴŘΣ ƛŦ ǊŜǇƻǊǘ Řƻ ƴƻǘ ōŜƭƛŜ ƘƛƳ ƎǊŜŀǘƭȅΣ ŀƴ ƛƳƳƻǊŀƭ ƳŀƴΩΣ ǎǳǇǇƻǊǘƛƴƎ ǘƘƛǎ ŎƭŀƛƳ ǿƛǘƘ 
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ǊŜŦŜǊŜƴŎŜ ǘƻ /ƘŀǊƭŜǎ 5ƛōŘƛƴΩǎ Life and a contemporary poem.116 IŜ ōŜǊŀǘŜǎ 5ƛŎƪŜƴǎ ŦƻǊ Ψŀ 

determination to blƛƴƪ ǘƘŜ ǉǳŜǎǘƛƻƴΩ ƻŦ WƻŜΩǎ ǾƛƻƭŜƴǘ ǳǇōǊƛƴƎƛƴƎ ōȅ Ƙƛǎ ŦŀǘƘŜǊΣ ŀǎ ǿŜƭƭ ŀǎ Ψŀ 

ǎŎǊǳǇǳƭƻǳǎ ŀǾƻƛŘŀƴŎŜ ƻŦ ŀƭƭ ƳŜƴǘƛƻƴ ƻŦ ώƘƛǎϐ ƳŀǘŜǊƴƛǘȅ ΨΦ117 Throughout the rest of his 

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 included too much detail. 

CƻǊ ŜȄŀƳǇƭŜΣ ǿƘŜƴ ƴŀǊǊŀǘƛƴƎ DǊƛƳŀƭŘƛΩǎ ŎƻǳǊǘǎƘƛǇ ƻŦ Ƙƛǎ ŦƛǊǎǘ ǿƛŦŜΣ aƛƭŜǎ ǊŜƳŀǊƪǎ ǘƘŀǘ 

5ƛŎƪŜƴǎΩǎ ǿƻǊƪ ŘŜǾƻǘŜǎ Ψŀƴ ŀƭŀǊƳƛƴƎ ǇƻǊǘƛƻƴ ƻŦ ŀ ǾƻƭǳƳŜ ǘƻ ŀƴ elaborate history of the 

hopes, fears, &c.  which form the staple of these love-ƳŀƪƛƴƎ ŀŦŦŀƛǊǎΩΦ 5ƛŎƪŜƴǎ ƧǳǎǘƛŦƛŜŘ Ƙƛǎ 

ƭŜƴƎǘƘȅ ŀŎŎƻǳƴǘ ƻŦ ǘƘƛǎ ŜǾŜƴǘ ōȅ ŀŘƳƛǘǘƛƴƎ ǘƘŀǘ ŀƭǘƘƻǳƎƘ ƘŜ ƘŀŘ ǇŜǊŦƻǊƳŜŘ ŀ ΨŘƻǳōƭŜ ŀƴŘ 

Ƴƻǎǘ ŎƻƳǇǊŜƘŜƴǎƛǾŜ ǇǊƻŎŜǎǎ ƻŦ ŀōǊƛŘƎŜƳŜƴǘΩΣ ƛǘ ǿas nevertheless a subject on which the 

ΨƻƭŘ Ƴŀƴ ǿŀǎ ƎŀǊǊǳƭƻǳǎΩ ŀƴŘ ǎƻ ƘŜ ŘƛŘ ƴƻǘ ƘŀǾŜ ΨǘƘŜ ƘŜŀǊǘ ǘƻ ǊŜŘǳŎŜ ƛǘ ŦǳǊǘƘŜǊΩΦ118 

bƻƴŜǘƘŜƭŜǎǎ aƛƭŜǎ ƻǇǘǎ ǘƻ ΨŘƛǎƳƛǎǎ ǘƘŜ ƻƭŘ ǎǘƻǊȅ ōȅ ǎǘŀǘƛƴƎ ǘƘŜ ƛǎǎǳŜ ƻŦ ώDǊƛƳŀƭŘƛΩǎϐ 

ŎƻǳǊǘǎƘƛǇΩ ƛƴ ŀ ŎƻǳǇƭŜ ƻŦ ƭƛƴŜǎΦ119 

More recently, !ƴŘǊŜǿ aŎ/ƻƴƴŜƭƭ {ǘƻǘǘ ŎƛǘŜǎ Ψŀ ǘǿƻ ǾƻƭǳƳŜ άǎǇŜŎƛŀƭ ŎƻǇȅέΩ ƻŦ ǘƘŜ Memoirs 

ŀǎ ƻƴŜ ƻŦ ǘƘŜ ΨǇǊƛƴŎƛǇŀƭ ǎƻǳǊŎŜǎΩ ƻŦ Ƙƛǎ ƻǿƴ DǊƛƳŀƭŘƛ ōƛƻƎǊŀǇƘȅΦ120 He repeats many of its 

episodes but devotes little critical attention to the text itself, other than to remark that 

5ƛŎƪŜƴǎ ǳǎŜŘ ǘƘŜ ǎŀŘ ŘŜƳƛǎŜ ƻŦ DǊƛƳŀƭŘƛΩǎ ǎƻƴΣ WΦ{Φ DǊƛƳŀƭŘƛΣ ŀǎ Ƙƛǎ ƳƻŘŜƭ ŦƻǊ Ψ¢ƘŜ {ǘǊƻƭƭŜǊΩǎ 

¢ŀƭŜΩΦ ¢Ƙƛǎ ƻōǎŜǊǾŀǘƛƻƴ ƛǎ ŜŎƘƻŜŘ ƛƴ ǘƘŜ Dickensian ǊŜǾƛŜǿ ƻŦ {ǘƻǘǘΩǎ ōƻƻƪ ǿƘƛŎƘ ŎƭŀƛƳǎ ǘƘŀǘΣ 
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ŀǇŀǊǘ ŦǊƻƳ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴΣ ǘƘƛǎ ŜǇƛǎƻŘŜ ƛǎ ǘƘŜ ΨƻƴŜ ŀǎǇŜŎǘ ƻŦ ǘƘƛs book [the Memoirs] 

ǿƘƛŎƘ ǳƴŘƻǳōǘŜŘƭȅ ǿƛƭƭ ƛƴǘŜǊŜǎǘ 5ƛŎƪŜƴǎƛŀƴǎΩΦ121 

The most extensive treatment of the Memoirs is provided by Richard Findlater, who edited 

his own edition in 1968 and wrote a biography of Grimaldi ten years later. He grudgingly 

concedes that the Memoirs ΨŎƭŀƛƳǎ ƛǘǎ ƻǿƴ ǎƳŀƭƭΣ ǎŜŎǳǊŜ ƴƛŎƘŜ ƛƴ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŀ 

ƎǊŜŀǘ ǿǊƛǘŜǊΩ ōǳǘ ŀƭǎƻ ƻŦŦŜǊǎ ŀ ƭŜƴƎǘƘȅ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ŦƻǊ ǿƘȅ ƛǘ ƛǎ ΨŎƻƳƳƻƴƭȅ ŎƻƭŘ-shouldered 

ōȅ 5ƛŎƪŜƴǎƛŀƴǎΩΦ122 Echoing many of the original reviews Findlater regards the Memoirs as 

ΨŀƳƻƴƎ ǘƘŜ Ƴƻǎǘ ŘƛǎŀǇǇƻƛƴǘƛƴƎ ǊŜƳƛƴƛǎŎŜƴŎŜǎ ƛƴ ƻǳǊ ǘƘŜŀǘǊƛŎŀƭ ƭƛǘŜǊŀǘǳǊŜΩΦ123 He further 

ŎƘŀǊŀŎǘŜǊƛǎŜǎ ǘƘŜƳ ŀǎ Ψƴƻǘ ƻƴƭȅ ƛƴŀŎŎǳǊŀǘŜ ōǳǘ ŘǳƭƭΩ ŀƴŘ ǘƘŜ ǊŜǎǳƭǘ ƻŦ Ψŀ ƭƛǘŜǊŀǊȅ ƳƛǎŀƭƭƛŀƴŎŜΩ 

ǘƘŀǘ ƛǎ ΨƻƴŜ ƻŦ ǘƘŜ ƳƻǊŜ ŘŜǇǊŜǎǎƛƴƎ ŜȄŀƳǇƭŜǎ ƻŦ ŎƻƴǎǇƛŎǳƻǳǎ ǿŀǎǘŜ ƛƴ ±ƛctorian 

ǇǳōƭƛǎƘƛƴƎΩΦ124 hƴ ǘƘŜ ƛǎǎǳŜ ƻŦ ŀǘǘǊƛōǳǘƛƻƴ CƛƴŘƭŀǘŜǊ ǘŀƪŜǎ CƻǊǎǘŜǊΩǎ ƭƛƴŜΣ ŘƛǎƳƛǎǎƛƴƎ ǘƘŜ 

Memoirs ŀǎ Ψŀ ǇƛŜŎŜ ƻŦ ōǊŜŀŘ-and-ōǳǘǘŜǊ ƘŀŎƪǿƻǊƪΩ ǿƘƛŎƘ ƭŀǊƎŜƭȅ ǊŜǇǊƻŘǳŎŜŘ ǘƘŜ ΨŘǊŜŀǊȅ 

ǘǿŀŘŘƭŜΩ ƻŦ ²ƛƭƪǎΩǎ ƳŀƴǳǎŎǊƛǇǘΦ125  However, he also concedes that DickensΩǎ ΨƘŀƴŘ ƛǎ 

ŜǾƛŘŜƴǘ ƛƴ ǘƘŜ ǊŜǘŜƭƭƛƴƎ ƻŦ Ƴŀƴȅ ŀƴŜŎŘƻǘŜǎΩΦ126 

CǊƻƳ Ƙƛǎ ōƛƻƎǊŀǇƘŜǊΩǎ ǾƛŜǿǇƻƛƴǘ CƛƴŘƭŀǘŜǊΩǎ ǇǊƛƴŎƛǇŀƭ ŎƻƴǘŜƴǘƛƻƴ ǿƛǘƘ ǘƘŜ Memoirs is that 

ǘƘŜȅ Ψleave so many questions ǳƴŀƴǎǿŜǊŜŘ ƻǊ ǿǊƻƴƎƭȅ ŀƴǎǿŜǊŜŘΩΦ127 To address this in his 

own edition Findlater ŘƻŜǎ Ƙƛǎ ƻǿƴ ǘƛŘȅƛƴƎΣ ŦƻǊ ŜȄŀƳǇƭŜ ǇǊǳƴƛƴƎ ǘƘŜ ǘŜȄǘ ƻŦ ΨǎƴƛǇǇŜǘǎ ƻŦ ŦŀŎǘ 

ŀōƻǳǘ ƛǘŜƳǎ ƛƴ ǘƘŜ ώǘƘŜŀǘǊƛŎŀƭϐ ǊŜǇŜǊǘƻƛǊŜΩ όǿƘƛŎƘ ƘŜ ŘŜǎŎǊƛōŜǎ ŀǎ Ψǳǎǳŀƭƭȅ ƛǊǊŜƭŜǾŀƴǘΣ 

ƛƴŎƻƳǇƭŜǘŜ ŀƴŘ ŀƭƳƻǎǘ ŀƭǿŀȅǎ ƛƴŀŎŎǳǊŀǘŜΩύ ŀƴŘ ŎƻǊǊŜŎǘƛƴƎ ǘƘŜ ŘŀǘŜǎ ǳǎŜŘ ǘƻ ƻǊƎŀƴƛǎŜ ǘƘŜ 

chapterǎΦ CƛƴŘƭŀǘŜǊ ŎƭŀƛƳǎ ǘƘŀǘ ǘƘŜǎŜ ŜǊǊƻǊǎ ǇǊƻōŀōƭȅ ŎŀƳŜ ŦǊƻƳ ²ƛƭƪǎΩǎ ƳŀƴǳǎŎǊƛǇǘΣ ōǳǘ 
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ōƭŀƳŜǎ 5ƛŎƪŜƴǎ ŦƻǊ ŎƘƻƻǎƛƴƎ ǘƻ ΨōƻǘŎƘ Ƙƛǎ ǿŀȅ ǘƘǊƻǳƎƘ ώǘƘƛǎϐ ǎŜŎƻƴŘ-ƘŀƴŘ ǾŜǊǎƛƻƴΩ ǊŀǘƘŜǊ 

ǘƘŀƴ DǊƛƳŀƭŘƛΩǎ ƻǊƛƎƛƴŀƭΦ128 

Findlater also criticises Dickens for not presenting a compƭŜǘŜ ǇƛŎǘǳǊŜ ƻŦ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜΦ 

5ŜǎǇƛǘŜ 5ƛŎƪŜƴǎΩǎ ŎƭŀƛƳǎ ƻŦ ŀ ƭƛŦŜ-long interest in the pantomime, Findlater feels that the 

Memoirs ƳŀƪŜǎ Ψŀ ƳŜǊŜƭȅ ǇŜǊŦǳƴŎǘƻǊȅ ǊŜŦŜǊŜƴŎŜΩ ǘƻ Ƙƛǎ ƻƴǎǘŀƎŜ ƭƛŦŜ ŀƴŘ ǿƘƻƭƭȅ Ŧŀƛƭǎ ǘƻ 

ΨǎǳƎƎŜǎǘ Ƙƛǎ ǘƘŜŀǘǊƛŎŀƭ ƎŜƴƛǳǎΩΦ IŜ ǊŜƎŀǊŘǎ IΦ5Φ aƛƭŜǎΩǎ Life more faithful to Grimaldi as it 

ǇǊƻǾƛŘŜǎ ΨōǊƛŜŦƭȅΣ ōǳǘ ǾƛǾƛŘƭȅΣ ŀ ǾŜǊōŀƭ ƛƳǇǊŜǎǎƛƻƴ ƻŦ ǘƘŜ Ŏƭƻǿƴ ŀǘ ǿƻǊƪΣ ƘƻǿŜǾŜǊ ƛƴŘŜōǘŜŘ ƛǘ 

Ƴŀȅ ōŜ ǘƻ ƻǘƘŜǊ ŀǳǘƘƻǊǎΩΦ129 

An alternative approach 

Clearly then, the Memoirs has been held in relatively low regard since its publication. 

However the remainder of this chapter will argue for a reassessment and re-appraise the 

Memoirs according to a more rewarding conceptual framework. This framework accounts 

ŦƻǊ ƳƻǊŜ ǊŜŎŜƴǘ ǘƘŜƻǊƛŜǎ ǿƘƛŎƘ ǊŜƎŀǊŘ ōƛƻƎǊŀǇƘȅ ŀǎ Ψŀ ŎƻƳplex narrative as well as a record 

ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ƭƛŦŜΣ ŀ ƭƛǘŜǊŀǊȅ ǇǊƻŎŜǎǎ ŀǎ ǿŜƭƭ ŀǎ ŀ ƘƛǎǘƻǊƛŎŀƭ ǇǊƻŘǳŎǘΩΦ130 

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

has meant that less factual biographies have been ƧǳŘƎŜŘ ŀǎ ƛƴŦŜǊƛƻǊΣ ōŜŎŀǳǎŜ ǘȅǇƛŎŀƭƭȅ ΨŦŀŎǘ 

has validated the biographical enterprise for readers while imposing limitations on 

ǿǊƛǘŜǊǎΩΦ131 Yet conversely readers are not entertained by a dry Gradgrindian litany of facts; 

as one mid-Victorian reviewer of biƻƎǊŀǇƘȅ Ǉǳǘǎ ƛǘΣ Ψ²Ŝ ǿŀƴǘ ǘƻ ǎŜŜ ŀ ǇƻǊǘǊŀƛǘΣ ƴƻǘ ŀƴ 

ƛƴǾŜƴǘƻǊȅ ƻŦ ǘƘŜ ŦŜŀǘǳǊŜǎ ǇƻǎǎŜǎǎŜŘ ōȅ ǘƘŜ ǎǳōƧŜŎǘΩΦ132 For many readers, the details 

ōŜŎƻƳŜ ǎǳōƻǊŘƛƴŀǘŜ ǘƻ ǿƘŀǘ 5ŀǾƛŘ bƻǾŀǊǊ Ŏŀƭƭǎ ΨƻǳǊ ƭƻǾŜ ƻŦ ǎƘŀǊǇ ƛƴŎƛŘŜƴǘΣ ǊŜǾŜŀƭƛƴƎ 
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anecdote [and] suspenseful narrativŜΩΦ133 Thus A. J. Cockshut identifies the primary 

ŘƛŦŦƛŎǳƭǘȅ ƻŦ ōƛƻƎǊŀǇƘȅ ŀǎ ǘƘŜ ΨǘŜƴǎƛƻƴ ōŜǘǿŜŜƴ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ ŜǾƛŘŜƴŎŜΩ ŀƴŘ ƛƴ ǘƘŜ 

Memoirs it is clear that Dickens privileges the interpretive.134 

Nadel resolves this tension by claiming that biography is ΨŦǳƴŘŀƳŜƴǘŀƭƭȅ ŀ ƴŀǊǊŀǘƛǾŜ ǿƘƛŎƘ 

Ƙŀǎ ŀǎ ƛǘǎ ǇǊƛƳŀǊȅ ǘŀǎƪ ǘƘŜ ŜƴŀŎǘƳŜƴǘ ƻŦ ŎƘŀǊŀŎǘŜǊ ŀƴŘ ǇƭŀŎŜ ǘƘǊƻǳƎƘ ƭŀƴƎǳŀƎŜΩ and is 

therefore closely aligned to fiction.135 This view is supported by a number of critics and 

biographers. For example, in her biography of WƻƻƭŦΣ tƘȅƭƭƛǎ wƻǎŜ ŎƻƳƳŜƴǘǎ ǘƘŀǘ Ψ! ƭƛŦŜ ƛǎ 

as much a work of fiction ς of guiding narrative structures ς ŀǎ ƴƻǾŜƭǎ ƻǊ ǇƻŜƳǎΩΦ136 

Consequently critics such as Donald Stauffer have urged that biographies should be 

appraised by the same standards as fiction anŘ ƧǳŘƎŜŘ ΨŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜƛǊ ǎǳŎŎŜǎǎ ƛƴ 

conveying the sense of a life being lived, rather than according to the quantity or accuracy 

ƻŦ ǘƘŜ ŦŀŎǘǎ ǘƘŜȅ ŎƻƴǘŀƛƴΩΦ137 Oliver Goldsmith feels that the biographer himself is integral to 

this process. He begins his Life of Nash by emphasising the importance of the biographer in 

ǘƘŜ ŜǎǘƛƳŀǘƛƻƴ ƻŦ ŀ ƭƛŦŜ ōŜƛƴƎ ǿǊƛǘǘŜƴΦ  ΨIƛǎǘƻǊȅ ƻǿŜǎ ƛǘǎ ŜȄŎŜƭƭŜƴŎŜ ƳƻǊŜ ǘƻ ǘƘŜ ǿǊƛǘŜǊΩǎ 

manner than to the materials of which it is composed [...] whether the hero or the clown 

be the subject of the memoir, 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 

ƘǳƳŀƴƛǘȅΨΦ138 

Although ƴƻ ƻǊƛƎƛƴŀƭ ƳŀƴǳǎŎǊƛǇǘ ƛǎ ŀǾŀƛƭŀōƭŜΣ 5ƛŎƪŜƴǎΩǎ ƻǿƴ ŎƻƳƳŜƴǘǎ ƳŀƪŜ ƛǘ ŎƭŜŀǊ ǘhat he 

approached the Memoirs as a fiction writer and tried to marshal his material around a 
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ƎǳƛŘƛƴƎ ƴŀǊǊŀǘƛǾŜ ǎǘǊǳŎǘǳǊŜΦ Lƴ ŀ ƭŜǘǘŜǊ ǘƻ DǊƛƳŀƭŘƛΩǎ ŘƻŎǘƻǊΣ ƘŜ ŎƻƴǘǊŀŘƛŎǘǎ Ƙƛǎ ƻǿƴ ŎƭŀƛƳ 

ǘƘŀǘ ƘŜ ƘŀŘ ΨƳŜǊŜƭȅ ōŜŜƴ ŜŘƛǘƛƴƎ ŀƴƻǘƘŜǊ ŀŎŎƻǳƴǘΩ ōȅ ŀŘƳƛǘǘƛƴƎ ǘƘŀǘ ƘŜ ǿŀǎ ΨǘŜƭƭƛƴƎ ǎƻƳŜ 

ƻŦ ǘƘŜ ǎǘƻǊƛŜǎ ƛƴ ώƘƛǎϐ ƻǿƴ ǿŀȅΩΦ IŜ ŘŜǎŎǊƛōŜǎ Ƙƛǎ ƻǊƎŀƴƛǎƛƴƎ ǇǊƛƴŎƛǇƭŜ ǿƘŜƴ ƘŜ ŜȄǇƭŀƛƴǎ ΨL 

was very much struck by the many traits of kindheartedness scattered through the book, 

ŀƴŘ ƘŀǾŜ ƎƛǾŜƴ ƛǘ ǘƘŀǘ ŎƻƭƻǳǊƛƴƎ ǘƘǊƻǳƎƘƻǳǘΩΦ139 Forster supports this by claiming that the 

ƳŀƴǳǎŎǊƛǇǘ ΨŎƻƴǘŀƛƴŜŘ ƻƴŜ ƻǊ ǘǿƻ ǎǘƻǊƛŜǎ ǘƻƭŘ ǎƻ ōŀŘƭȅΣ ŀƴŘ ǎƻ ǿŜƭƭ ǿƻǊǘƘ ōŜǘǘŜǊ ǘŜƭƭƛƴƎΣ 

that the hope of enlivening their dullness at the cost of very little labour constituted a sort 

ƻŦ ŀǘǘǊŀŎǘƛƻƴ ŦƻǊ ώ5ƛŎƪŜƴǎϐΩΦ140 In another letter to Bentley, Dickens indicates that he was 

taking an analytic approach when he comments that ΨL ǘƘƛƴƪ L ŀƳ ōǊƛƴƎƛƴƎ ǘƘŜ Ǉƻƛƴǘǎ ƻǳǘ ŀǎ 

ǿŜƭƭ ŀǎ ƛǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ Řƻ ŦǊƻƳ aǊ ²ƛƭƪǎΩǎ ŘǊŜŀǊȅ ǘǿŀŘŘƭŜΩ.141 

5ƛŎƪŜƴǎ ŜȄǇƭŀƛƴǎ ǘƘƛǎ ŦǳǊǘƘŜǊ ƛƴ Ƙƛǎ ΨLƴǘǊƻŘǳŎǘƻǊȅ /ƘŀǇǘŜǊΩ ǘƻ ǘƘŜ Memoirs, expanding the 

ƭƛǎǘ ƻŦ ǘƘŜ ƛƴŎƛŘŜƴǘǎ ƘŜ ǿŀǎ ΨƳǳŎƘ ǎǘǊǳŎƪ ōȅΩ ǘƻ ƛƴŎƭǳŘŜ ΨǘƘŜ ōǳǊƎƭŀǊȅΣ ǘƘŜ ōǊƻǘƘŜǊΩǎ ǊŜǘǳǊƴ 

from sea under the extraordinary circumstances detailed, the adventure of the man with 

the two fingers on his left hand, thŜ ŀŎŎƻǳƴǘ ƻŦ aŀŎƪƛƴǘƻǎƘ ŀƴŘ Ƙƛǎ ŦǊƛŜƴŘǎΩΦ142 He reiterates 

Ƙƛǎ ƛƴǘŜƴǘƛƻƴ ǘƻ ǘŜƭƭ ǘƘƛƴƎǎ ƛƴ Ƙƛǎ ƻǿƴ ǿŀȅΣ ΨŀƭǘŜǊƛƴƎ ƛǘǎ ŦƻǊƳ ǘƘǊƻǳƎƘƻǳǘΣ ŀƴŘ ƳŀƪƛƴƎ ǎǳŎƘ 

other alterations as he conceived would improve the narration of the facts, without any 

departure from the ŦŀŎǘǎ ǘƘŜƳǎŜƭǾŜǎΩΦ143 {ƛƎƴƛŦƛŎŀƴǘƭȅΣ ǘƻ 5ƛŎƪŜƴǎ ƘŜǊŜΣ ΨǘƘŜ ŦŀŎǘǎΩ ƳŜŀƴ ǘƘŜ 

ŘŜǘŀƛƭǎ ƻŦ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜ ŀǎ ŘŜǎŎǊƛōŜŘ ƛƴ ²ƛƭƪǎΩǎ ƳŀƴǳǎŎǊƛǇǘΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀƴȅ ǎŎƘƻƭŀǊƭȅ 

aspiration towards an absolute truth.  

Hayden White describes this process when he explains thŀǘ ǘƻ ƳŀƪŜ Ψŀ ŎƻƳǇǊŜƘŜƴǎƛōƭŜ 

ǎǘƻǊȅΩ ƻǳǘ ƻŦ Ψŀ ǎŜǘ ƻŦ ŜǾŜƴǘǎΩ ΨǘƘŜ ƘƛǎǘƻǊƛŀƴ ŎƘŀǊƎŜǎ ǘƘƻǎŜ ŜǾŜƴǘǎ ǿƛǘƘ ǘƘŜ ǎȅƳōƻƭƛŎ 
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significance of a comprehensible plot-ǎǘǊǳŎǘǳǊŜΩΦ144 Others have recognised that this 

structure is largely determined by the personality of the biographer ς as Clarence Tracey 

ŜȄǇƭŀƛƴǎΣ Ψƛƴ ŜǾŜǊȅǘƘƛƴƎ ƘŜ ǿƛƭƭ ōŜ ƎǳƛŘŜŘ ōȅ ǘƘŜ ŦƻǊƳŀǘƛƻƴ ƻŦ Ƙƛǎ ƧǳŘƎŜƳŜƴǘǎ ōȅ Ƙƛǎ 

ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ Ƙƛǎ ǇŜǊǎƻƴŀƭ ǎŜǘ ƻŦ ǾŀƭǳŜǎΩ ŀƴŘ [Ŝƻƴ 9ŘŜƭ ŘŜǎŎǊƛōŜǎ ǘƘŜ ōƛƻƎǊŀǇƘƛŎŀƭ ǇǊƻƧŜŎǘ 

ŀǎ Ψŀ ǊŜ-projection into words, into a literary or a kind of semi-scientific and historical form, 

ƻŦ ǘƘŜ ƛƴŜǊǘ ƳŀǘŜǊƛŀƭǎΣ ǊŜŀǎǎŜƳōƭŜŘ ώΧϐ ǘƘǊƻǳƎƘ ǘƘŜ ƳƛƴŘ ƻŦ ǘƘŜ ώΦΦΦϐ ōƛƻƎǊŀǇƘŜǊΦ IŜ 

ōŜŎƻƳŜǎ ǘƘŜ ƛƴŦƻǊƳƛƴƎ ƳƛƴŘΩΦ145 Georges May goes further in demonstrating this 

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

ŀƴŘ ŎƻƴŎƭǳŘƛƴƎ ǘƘŀǘ Ψƛƴ ōƻǘƘ ŎŀǎŜǎ ǘƘŜ ƳƻŘŜƭ ǿƘƛŎƘ ǘƘŜ ǿǊƛǘŜǊ Ƙŀǎ ƛƴ ƳƛƴŘ ƛǎ ŀ ǊŜŦƭŜŎǘƛƻƴ ƻŦ 

ƘƛƳǎŜƭŦΩΦ146  

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 

ǘƘŜŀǘǊƛŎŀƭ ŦƛƎǳǊŜΣ ǿƘƛŎƘ ŀƭǎƻ ŎƻƴǘƛƴǳŜǎ ǎƻƳŜ ƻŦ ǘƘŜ ƪŜȅ ƛŘŜŀǎ ŦǊƻƳ 5ƛŎƪŜƴǎΩǎ ƻǘƘŜǊ ǿƻǊƪǎ ƻŦ 

the period. The Memoirs are a complementary piece to his ŜŀǊƭƛŜǊ Ŝǎǎŀȅ Ψ¢ƘŜ tŀƴǘƻƳƛme of 

[ƛŦŜΩ, with the 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 period, The Pickwick Papers 

and Oliver TwistΦ LŦ ƻƴŜ Ŧƻƭƭƻǿǎ bŀŘŜƭΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ wƻƳŀƴǘƛŎ ōƛƻƎǊŀǇƘȅ ŀǎ ŀƴ ΨŀƭƭŜƎƛŀƴŎŜ 

ǘƻ ǘƘŜ ƛƳŀƎŜ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ŦŀŎǘǎΩ ǘƘŜƴ 5ƛŎƪŜƴǎΩǎ ƻǾŜǊŀǊŎƘƛƴƎ ƛƳŀƎŜ ƛƴ ǘƘŜ Memoirs, 

superseding any striving for accuracy or minute detail, is that of Grimaldi as a performer in 

the theatre of life.147 In this sense, the Memoirs is what Harold Nicholson would call a 
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ΨƭƛǘŜǊŀǊȅΩ ōƛƻƎǊŀǇƘȅΣ ŘŜǎǘƛƴŜŘ ǘƻ ΨǿŀƴŘŜǊ ƻŦŦ ƛƴǘƻ ǘƘŜ ƛƳŀƎƛƴŀǘƛǾŜΣ ƭŜŀǾƛƴƎ ǘƘŜ ǎǘǊƛŘŜƴǘ 

streets of science for the open fields of fictiƻƴΩ ŀƴŘ ƴƻǘ ǘƻ ōŜ ƧǳŘƎŜŘ ōȅ ǘƘŜ ǎǘŀƴŘŀǊŘǎ ƻŦ 

ΨǎŎƛŜƴǘƛŦƛŎΩ ōƛƻƎǊŀǇƘȅ ŀƴŘ ƛǘǎ ǇǊƛƳŀŎȅ ƻŦ ǘƘŜ ŦŀŎǘǳŀƭΦ148 

To some extent the Memoirs also fulfils the idea of the early Victorian biography as 

ǎǳƎƎŜǎǘŜŘ ōȅ /ƻŎƪǎƘǳǘΣ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ŀǎǎǳƳǇǘƛƻƴ ǘƘŀǘ ΨǘƘŜ ŦǳƴŘŀƳŜƴǘŀƭ reason for writing 

ŀ ƳŀƴΩǎ ƭƛŦŜ ǿŀǎ ǘƘŀǘ ƘŜ ǿŀǎ ŀŘƳƛǊŀōƭŜΩΣ ŀƴŘ ƛƴ ǘƘŜ Memoirs Dickens directs us towards 

ŀŘƳƛǊƛƴƎ DǊƛƳŀƭŘƛ ŀǎ Ψŀ Ƴŀƴ ƻŦ ƎǊŜŀǘ ŦŜŜƭƛƴƎ ŀƴŘ ǎŜƴǎƛōƛƭƛǘȅΩ ŀǎƛŘŜ ŦǊƻƳ Ƙƛǎ ŦƭŀǿǎΦ149 This 

appeal to sentiment which Dickens referred to in his letter to Dr Wilson also aligns the 

Memoirs ǿƛǘƘ wƻƳŀƴǘƛŎ ōƛƻƎǊŀǇƘȅΩǎ ΨƛƴǎƛǎǘŜƴŎŜ ƻŦ ƭƻƻƪƛƴƎ ƛƴǘƻ ŀ ƳŀƴΩǎ ƘŜŀǊǘ ŀƴŘ 

ƳƻǘƛǾŜǎΩΦ150  

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

ƘŜ ŦƛǊǎǘ ǘƻƻƪ ǳǇ DǊƛƳŀƭŘƛΩǎ ƳŀƴǳǎŎǊƛǇǘ ǿƛǘƘ ŀƴ ŀƴȄƛŜǘȅ ǘƻ ǳƴŘŜǊǎǘŀƴŘ /ƭƻǿƴΩǎ ƻŦŦǎǘŀƎŜ ƭƛŦŜΣ 

he shapes his narrative in a way that makes it clear that there is no easy distinction 

ōŜǘǿŜŜƴ ƻƴǎǘŀƎŜ ŀƴŘ ƻŦŦǎǘŀƎŜΦ /ƻŎƪǎƘǳǘ ŎƭŀƛƳǎ ǘƘŀǘ ƛǘ ƛǎ ΨǇƻǎǎƛōƭŜ ǘƻ ǊŜŀŘ ŀ ƎƻƻŘ ōƛƻƎǊŀǇƘȅ 

as if it were a novel, paȅƛƴƎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ŀǳǘƘƻǊΩǎ ƳŀǎǘŜǊȅ ƻŦ ŦƻǊƳΩΣ ōǳǘ 5ƛŎƪŜƴǎΩǎ ŦƻǊƳ 

here leads us closer to theatre than fiction.151  

Donald Stauffer has demonstrated how the theatre informed the eighteenth-century 

biography in a variety of interesting ways. In some cases moral judgements and 

ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴ ŀǊŜ ōŀǎŜŘ ƻƴ ǎŜƭŜŎǘŜŘ ǉǳƻǘŀǘƛƻƴǎ ŦǊƻƳ Ǉƭŀȅǎ ŀƴŘ ǘƘǳǎ Ψŀ ŦŜǿ ƭƛƴŜǎ ŦǊƻƳ ǘƘŜ 

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

ƳŜƳƻǊƛŀƭƛǎǘ Ƴŀȅ ŜǾŀƭǳŀǘŜ ǘƘŜ ŀŎǘƛƻƴǎ ƻŦ ŀ ǿƘƻƭŜ ƭƛŦŜΩΦ152 The memoirs of James Lackington 

                                                           
148

 Harold Nicholson, The Development of English Biography ([S.I]: Hogarth, 1928), p. 155. 
149

 Cockshut, p. 16; Memoirs, II, p. 262. 
150

 WŀƳŜǎ [Φ /ƭƛŦŦƻǊŘΣ ŎƛǘŜŘ ƛƴ WŀƳŜǎ bƻȄƻƴΣ ΨIǳƳŀƴ bŀǘǳǊŜΥ DŜƴŜǊŀƭ ¢ƘŜƻǊȅ ŀƴŘ LƴŘƛǾƛŘǳŀƭ [ƛǾŜǎΩΣ ƛƴ 
Biography in the Eighteenth Century, pp. 8-27 (p. 12). 
151

 Cockshut, p. 21. 
152

 Stauffer, p. 14. 



73 

 

(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 idiomatic speech, as well as improving the depiction of 

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

of the dramatist ς ǘƘŜ ǊŜǉǳƛǊŜƳŜƴǘ ǘƻ ΨƛƴǘŜƴǎƛŦȅ ŎŜǊǘŀƛƴ ǘǊŀƛǘǎ ƛƴ Ƙƛǎ ŎƘŀǊŀŎǘŜǊǎ ŀƴŘ ǇǊŜǎŜƴǘ 

those traits in concise, meƳƻǊŀōƭŜ ǳǘǘŜǊŀƴŎŜΩ ς to their advantage, in order to create 

engaging and memorable life stories.153 

Moreover Stauffer notes another trend in eighteenth century biography of greater 

relevance to the Memoirs, which was the increasing popularity of biographies and 

ŀǳǘƻōƛƻƎǊŀǇƘƛŜǎ ƻŦ ǎǘŀƎŜ ŀŎǘƻǊǎΣ ƻǊ ŀǎ ƘŜ Ǉǳǘǎ ƛǘ ǘƘŜ ǇƘŜƴƻƳŜƴƻƴ ǿƘŜǊŜōȅ ΨŜƛƎƘǘŜŜƴǘƘ 

ŎŜƴǘǳǊȅ ŀŎǘƻǊǎ ŀŎǉǳƛǊŜ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ŘǊŀƳŀǘƛȊŜ ǘƘŜƳǎŜƭǾŜǎΩΦ154 Philosophies espoused on 

the stage such as the comic nature of life were increasingly used to judge life outside the 

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

/ƻƭƭŜȅ /ƛōōŜǊ ŀƴŘ /ƘŀǊƭŜǎ aŀŎƪƭƛƴΣ ǘƘŜƛǊ ΨǇŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ǊƛŘƛŎǳƭƻǳǎ ƻǊ ǘƘŜ ǿƛǘǘȅ ƛƴ ƭƛŦŜ ǿŀǎ 

no less keen offstage, and they imparted it to their biogrŀǇƘŜǊǎΩΦ155 In this way, the 

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

ǿƛǘƘ ǘƘŜ ŎƻƳƛŎŀƭ ƛƴ ǘƘŜ ǘŜƭƭƛƴƎ ƻŦ ǘƘŜ ŎƭƻǿƴΩǎ ƘƛǎǘƻǊȅΦ 

¢ǊŀŎƛƴƎ 5ƛŎƪŜƴǎΩǎ ƛƳŀƎƛƴŀǘƛǾŜ ƛƴǇǳǘ ƛƴǘƻ ǘƘŜ Memoirs in this way also offers an argument 

ŀƎŀƛƴǎǘ ŎƭŀƛƳǎ ƻŦ 5ƛŎƪŜƴǎΩǎ ǳƴǇǊƻŦŜǎǎƛƻƴŀƭƛǎƳΦ CƛƴŘƭŀǘŜǊ ŎƭŀƛƳǎ ǘƘŀǘ 5ƛŎƪŜƴǎ Ψwent at it in a 

ǊǳǎƘΣ ǘƻ ƳŜŜǘ Ƙƛǎ ŘŜŀŘƭƛƴŜΩ preferring ǘƻ ΨōƻǘŎƘ Ƙƛǎ ǿŀȅ ǘƘǊƻǳƎƘ ǘƘŜ ǎŜŎƻƴŘ-ƘŀƴŘ ǾŜǊǎƛƻƴΩ 

ƻŦ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜ ƛƴ ŀƴ ǳƴǎŎƘƻƭŀǊƭȅ ƳŀƴƴŜǊ ǿƛǘƘƻǳǘ ƭƻƻƪƛƴƎ ŀǘ DǊƛƳŀƭŘƛΩǎ ƻǊƛƎƛƴŀƭΦ156 
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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 earlier in the period had other primary careers, 

ŀƴŘ ƻƴƭȅ ƭŀǘŜǊ ƛƴ ǘƘŜ ŎŜƴǘǳǊȅ ǿƻǳƭŘ ƛǘ ōŜŎƻƳŜ ƳƻǊŜ ǘƘŀƴ Ƨǳǎǘ ΨŀƴƻǘƘŜǊ ǘŀǎƪ ŦƻǊ ǘƘŜ ōǳǎȅ 

Ƴŀƴ ƻŦ ƭŜǘǘŜǊǎΣ ƻƴŜ ƻŦ Ƙƛǎ ƛƴƴǳƳŜǊŀōƭŜ ǿǊƛǘƛƴƎ ŀǎǎƛƎƴƳŜƴǘǎΩΦ157  

Moreover (rather than acting as a time-filler as Ackroyd suggests) the Memoirs was 

ŎƻƳǇƻǎŜŘ ŘǳǊƛƴƎ ŀ ǾŜǊȅ ŎƻƴƎŜǎǘŜŘ ǇŜǊƛƻŘ ƻŦ 5ƛŎƪŜƴǎΩǎ ǿǊƛǘƛƴƎ ŎŀǊŜŜǊΦ Iƛǎ critics required a 

prompt - yet coherent - conclusion for The Pickwick Papers, as .ŜƭƭΩǎ New Weekly 

Messenger ŘƛǎƭƛƪŜŘ ǘƘŜ ƛƴǎŜǘ ǘŀƭŜ ƻŦ Ψ¢ƘŜ .ŀƎƳŀƴΩǎ ¦ƴŎƭŜΩ ƛƴ ǘƘŜ ǎeventeenth number, 

ŎƻƳƳŜƴǘƛƴƎ ǘƘŀǘ Ψ¢ƘŜǊŜ ƛǎ ƳǳŎƘ ǎǘǊŀƛƴƛƴƎ ŀǘ ǎƻƳŜǘƘƛƴƎ ƴŜǿΣ ōǳǘ ǘƘŜ ǎǳōƧŜŎǘ ƛǎ ŀƭǊŜŀŘȅ 

ŜȄƘŀǳǎǘŜŘΣ ŀƴŘ ƛŦ Ψ.ƻȊΩ ōŜ ǊŜƎŀǊŘŦǳƭ ƻŦ Ƙƛǎ ǊŜǇǳǘŀǘƛƻƴΣ ƘŜ ǿƛƭƭ ǎǇŜŜŘƛƭȅ ǿƛƴŘ ǘƘŜ ǎǘƻǊȅ ǳǇΩΦ158 

Alongside this Oliver Twist was gathering favourable reviews, motivating Dickens to greater 

efforts with this project; The Sun ǇǊŜŘƛŎǘŜŘ ǘƘŀǘ ƛǘ ŎƻǳƭŘ ōŜŎƻƳŜ 5ƛŎƪŜƴǎΩǎ ΨƳŀǎǘŜǊ-ǇƛŜŎŜΩΣ 

and The Examiner ǿŜƴǘ ŜǾŜƴ ŦǳǊǘƘŜǊΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ Ψǎƻ ŦŀǊ ŀǎ ƛǘ Ƙŀǎ ȅŜǘ ǇǊƻŎŜŜŘŜŘΣ ƛǘ ƛǎ ƛǘǎ 

ŀǳǘƘƻǊΩǎ ƳŀǎǘŜǊǇƛŜŎŜΣ ŀƴŘ ώΦΦΦϐ ǇǊƻƳises to take its place among the higher prose fictions of 

ǘƘŜ ƭŀƴƎǳŀƎŜΩΦ159 As if this were not enough, by the end of September 1837, around the 

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

Bentley to produce a three-volume novel by October 1838. 

!ŦǘŜǊ ŀ ōǊƛŜŦ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ /ǊǳƛƪǎƘŀƴƪΩǎ ŀŎŎƻƳǇŀƴȅƛƴƎ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘƛǎ ŎƘŀǇǘŜǊ 

ǿƛƭƭ ǎŜǉǳŜƴǘƛŀƭƭȅ ǿƻǊƪ ǘƘǊƻǳƎƘ ǘƘŜ ƪŜȅ ǎŜŎǘƛƻƴǎΣ ǘƘŜƳŜǎ ŀƴŘ ŎƘŀǊŀŎǘŜǊǎ ƻŦ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ 

ƻŦ [ƛŦŜΩ ŀƴŘ ƭƻƻƪ ŀǘ Ƙƻǿ ƛǘǎ ǇǊƛƴŎƛǇƭŜǎ ŀǊe realised, explored and interrogated in the 

Memoirs and beyond. 
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Ψ!ŘƳƛǊŀōƭŜ ǎƪŜǘŎƘŜǎ ǿƛǘƘ ǿƘƛŎƘ ƘŜ Ƙŀǎ ƛƭƭǳǎǘǊŀǘŜŘ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜΩ - /ǊǳƛƪǎƘŀƴƪΩǎ 

drawings 

In the Memoirs ŀ ƴǳƳōŜǊ ƻŦ /ǊǳƛƪǎƘŀƴƪΩǎ ŘǊŀǿƛƴƎǎ ǿƻǊƪ ǘƻ ǎǳōǘƭȅ ǳƴŘŜǊǎŎƻǊŜ 5ƛŎƪŜƴǎΩǎ 

wider theme of the theatrum mundi. Yet critics are also divided on the quality of this 

pictorial contribution. The Monthly Magazine ŎŀƭƭŜŘ ǘƘŜ ŦƻǳǊǘŜŜƴ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ΨǎƻƳŜ ƻŦ ǘƘŜ 

most felicitous in design and perfect in execution that have ever emanated from the pencil 

of that well-ƪƴƻǿƴ ŀǊǘƛǎǘΩ ŀƴŘ ¢ƘƻƳǎ ƛƴ .ŜƴǘƭŜȅΩǎ aƛǎŎŜƭƭŀƴȅ ǇǊŀƛǎŜŘ ǘƘŜ ΨŀŘƳƛǊŀōƭŜ 

ǎƪŜǘŎƘŜǎ ǿƛǘƘ ǿƘƛŎƘ ƘŜ Ƙŀǎ ƛƭƭǳǎǘǊŀǘŜŘ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜΩΦ160 Similarly, the Athenaeum reviewer 

ŦŜŜƭǎ ǘƘŀǘ ǘƘŜ ΨǎƪŜǘŎƘŜǎ ōȅ DŜƻǊƎŜ /ǊǳƛƪǎƘŀƴƪ ŀǊŜ ŎŀǇƛǘŀƭΣ Ŧǳƭƭ ƻŦ ŎƘŀǊŀŎǘŜǊΣ ǎǇƛǊƛǘ ŀƴŘ ŦǳƴΩΦ161 

However, the less favourable DŜƴǘƭŜƳŀƴΩǎ aŀƎŀȊƛƴŜ ŘŜŎƭŀǊŜŘ ǘƘŀǘ ΨǘƘŜ ƛƴƛƳƛǘŀōƭŜ 

/ǊǳƛƪǎƘŀƴƪ ώΧϐ Ƙŀǎ ƴƻǘ ǇǊƻŘǳŎŜŘ ŀ ǎƛƴƎƭŜ ƛƭƭǳǎǘǊŀǘƛƻƴ ǿƻǊǘƘȅ ώsicϐ Ƙƛǎ ŀōƛƭƛǘƛŜǎΩ ǿƘƛŎƘ ƛǘ 

attributed to the poor quality of the source material.162 

aŀǊǘƛƴ aŜƛǎŜƭΩs Realizations, a work on the interplay between word and image, considers 

ǘƘŜ ǘŜǊƳ ΨƛƭƭǳǎǘǊŀǘƛƻƴΩ ŀƴŘ ǘƘŜ ƛŘŜŀ ƻŦ ΨƛƭƭǳǎǘǊŀǘƛƴƎΩ ŀ ǘŜȄǘΦ IŜ ŘƛǎǘƛƴƎǳƛǎƘŜǎ ōŜǘǿŜŜƴ ŀƴ 

illustration and a realisation and defines an illustration as something that embellishes the 

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 the nineteenth century 

ǎŀǿ ŀƴ ΨŜȄǘǊŀƻǊŘƛƴŀǊȅ ŘƛŀƭƻƎǳŜ ƻŦ ƭƛǘŜǊŀǊȅ ŀƴŘ ǇƛŎǘƻǊƛŀƭ ŦƻǊƳǎΩ ƳƻǾƛƴƎ ōŜǘǿŜŜƴ ǘƘŜ ǘǿƻ 

ƛƳǇǳƭǎŜǎ ƻŦ ǊŜŀƭƛǎŀǘƛƻƴ όΨƎƛǾƛƴƎ ŎƻƴŎǊŜǘŜ ǇŜǊŎŜǇǘǳŀƭ ŦƻǊƳ ǘƻ ŀ ƭƛǘŜǊŀǊȅ ǘŜȄǘΩύ ŀƴŘ ƛƭƭǳǎǘǊŀǘƛƻƴ 

όΨƛƴǘŜǊǇǊŜǘƛǾŜ ǊŜ-ŎǊŜŀǘƛƻƴΩύΦ163 Deborah Vlock supports this view and comments that this 
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ŘƛŀƭƻƎǳŜ ŦƻǊƳŜŘ ǘƘŜ ΨŎǳƭǘǳǊŀƭ ǘŜȄǘ ǳǇƻƴ ǿƘƛŎƘ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜ ŎƻƴǎǳƳŜǊǎ ŘǊŜǿ ƛƴ 

ǇǊƻŎŜǎǎƛƴƎ ǘƘŜƛǊ ŀŜǎǘƘŜǘƛŎ ŜȄǇŜǊƛŜƴŎŜǎΩΦ164 

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

the pictures aŎŎƻƳǇŀƴȅƛƴƎ ǘƘŜ ƴƻǾŜƭƛǎǘΩǎ ǿƻǊƪ ǿŜǊŜ ƴƻǘ ƳŜǊŜƭȅ ΨŘŜŎƻǊŀǘƛǾŜ ŜƳōŜƭƭƛǎƘƳŜƴǘΣ 

ōǳǘ ƴŀǊǊŀǘƛǾŜ ŜƴǊƛŎƘƳŜƴǘΣ ǘƻ ǘŜƭƭ ǘƘŜ ǎǘƻǊȅ ƛƴ ŎƻƭƭŀōƻǊŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ǘŜȄǘΩΦ165 Historically, 

Dickens had actually started work on Pickwick Papers ŀǎ ǘƘŜ ΨƛƭƭǳǎǘǊŀǘƻǊΩ ƛƴ aŜƛǎŜƭΩǎ ǎŜƴse of 

ǘƘŜ ǘŜǊƳΣ ŀŘŘƛƴƎ ǘŜȄǘǳŀƭ ǎǳǇǇƻǊǘ ǘƻ {ŜȅƳƻǳǊΩǎ ǎǇƻǊǘƛƴƎ ǇƭŀǘŜǎΣ ŀƴŘ /ǊǳƛƪǎƘŀƴƪ ŎƻƭƭŀōƻǊŀǘŜŘ 

in a similar way with Pierce Egan on Life of London όмунмύ ǿƘƛŎƘ ǘƻƻƪ /ǊǳƛƪǎƘŀƴƪΩǎ ǇƛŎǘƻǊƛŀƭ 

material as its starting point and added the text afterwards. Meisel thus argues that 

/ǊǳƛƪǎƘŀƴƪ ŎƻǳƭŘ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀƴ ΨŀǳǘƘƻǊΩ ƻŦ ǘƘƛǎ ǿƻǊƪΣ ǎƻƳŜǘƘƛƴƎ ƘŜ ƭŀǘŜǊ ŎƭŀƛƳŜŘ 

ƘƛƳǎŜƭŦ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ²ΦIΦ !ƛƴǎǿƻǊǘƘΩǎ Tower of London (1840). 

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

ōŜ ǎŀƛŘ ǘƻ ǇŜǊŦƻǊƳ ǘƘŜ ǊƻƭŜ ƻŦ ƛƭƭǳǎǘǊŀǘƛƻƴ ƛƴ ŀ ǿŀȅ ǘƘŀǘ ƛǎ ŜƴǘƛǊŜƭȅ ŎƻƴǎƛǎǘŜƴǘ ǿƛǘƘ 5ƛŎƪŜƴǎΩǎ 

concerns with theatricality. Here Cruikshank was continuing a method that he had used 

previously in Sketches by Boz, which Axton describes as a text inflected bȅ ΨǘƘŜ ǘŜŎƘƴƛǉǳŜǎ 

ƻŦ ǘƘŜ ŜŀǊƭȅ ±ƛŎǘƻǊƛŀƴ ǇƻǇǳƭŀǊ ǘƘŜŀǘŜǊΩΦ166 In his discussion of the relationship between 

5ƛŎƪŜƴǎΩǎ ǘŜȄǘ ŀƴŘ /ǊǳƛƪǎƘŀƴƪΩǎ ŘǊŀǿƛƴƎǎ Iƛƭƭƛǎ aƛƭƭŜǊ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ǘƘŜ ƭŀǘǘŜǊ ǿŜǊŜ ΨōŀǎŜŘ 

on complex conventions, which include not only modes of graphic representation, but also 

ǘƘŜ ǎǘŜǊŜƻǘȅǇŜŘ ǇƻǎŜǎ ƻŦ ƳŜƭƻŘǊŀƳŀ ŀƴŘ ǇŀƴǘƻƳƛƳŜΩΦ167 Baudelaire similarly associates 
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/ǊǳƛƪǎƘŀƴƪΩǎ ŘǊŀǿƛƴƎǎ ǿƛǘƘ ǘƘŜ ǇŀƴǘƻƳƛƳŜΣ ŀǎǎŜǊǘƛƴƎ ǘƘŀǘ ŜŀŎƘ ƻŦ Ƙƛǎ ΨƭƛǘǘƭŜ ŎǊŜŀǘƛƻƴǎ 

mimes his part in a frenzy and ferment, like a pantomime-ŀŎǘƻǊΩΦ168 

.ŀǎŜŘ ƻƴ ǘƘŜǎŜ ƳǳƭǘƛǇƭŜ ŎƻƴǾŜƴǘƛƻƴǎ ŀǘ Ǉƭŀȅ ǿƛǘƘƛƴ /ǊǳƛƪǎƘŀƴƪΩǎ ŘǊŀǿƛƴƎǎ ƛƴ Sketches by 

BozΣ Iƛƭƭƛǎ aƛƭƭŜǊ ƛŘŜƴǘƛŦƛŜǎ ŀ ǘŜƴǎƛƻƴ ōŜǘǿŜŜƴ ǘƘŜƛǊ ǘƘŜŀǘǊƛŎŀƭƛǘȅ όΨǘƘŜ ǇŀƴǘƻƳƛƳŜ ǾƛƻƭŜƴŎŜ 

ƻŦ ƎŜǎǘǳǊŜΣ ŜȄǇǊŜǎǎƛƻƴΣ ŀƴŘ ƳƻǾŜƳŜƴǘΩ ŀƴŘ ƛǘǎ ŀǎǎƻŎƛŀǘŜŘ ǎǘȅƭƛǎed poses) and the desire to 

ǇƻǊǘǊŀȅ ǊŜŀƭƛǘȅΦ hŦǘŜƴ /ǊǳƛƪǎƘŀƴƪΩǎ ŦƛƎǳǊŜǎ ŀǊŜ ΨŎŀǳƎƘǘ ŦǊƻȊŜƴ ƛƴ ǳƴǎǘŀōƭŜ ƎŜǎǘǳǊŜǎ ƻǊ ǇƻǎŜǎΩΣ 

ŀŘƻǇǘƛƴƎ Ψŀ ƎŜǎǘǳǊŜ ƻǊ ǇƻǎŜ ǘƘŀǘ ŎƻǳƭŘ ƭŀǎǘ ƻƴƭȅ ŀƴ ƛƴǎǘŀƴǘ ŀƴŘ ǘƘŜƴ ǿƻǳƭŘ ǇŀǎǎΣ ƴŜǾŜǊ ǘƻ 

ǊŜǘǳǊƴΩΦ169 Many of the characters in the Sketches are caught in tableaux at arrested 

moments of action or reaction ς ŦƻǊ ŜȄŀƳǇƭŜ ƛƴ Ψ¢ƘŜ ¢ǳƎƎǎΩǎ ŀǘ wŀƳǎƎŀǘŜΩ ǎŜǾŜǊŀƭ ƻŦ ǘƘŜ 

ladies are caught mid-expression, with their mouths open in shock at the suspended tussle 

between Joseph Tuggs and Captain WateǊǎΦ Lƴ ΨaǊ aƛƴƴǎ ŀƴŘ Ƙƛǎ /ƻǳǎƛƴΩΣ /ǊǳƛƪǎƘŀƴƪ 

ŎŀǇǘǳǊŜǎ ǘƘŜ ƳƻƳŜƴǘ ǿƘŜƴ Ψaƛƴƴǎ ƭŜŀǇǘ ŦǊƻƳ Ƙƛǎ ǎŜŀǘ ŀǎ ǘƘƻǳƎƘ ƘŜ ƘŀŘ ǊŜŎŜƛǾŜŘ ǘƘŜ 

ŘƛǎŎƘŀǊƎŜ ŦǊƻƳ ŀ ƎŀƭǾŀƴƛŎ ōŀǘǘŜǊȅΩ ς but shows him mid-leap from his chair and his mouth 

wide open in surprise with his amused companion Budden mid-laugh.170 

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

ŀŎǘƛƻƴǎ ƻƴ ǘƘŜ ǎǘŀƎŜ όΨWƻŜΩǎ ǳƴŜȄǇŜŎǘŜŘ Ǿƛǎƛǘ ǘƻ ǘƘŜ tƛǘ ŀǘ {ŀŘƭŜǊΩǎ ²ŜƭƭǎΩΣ Ψ! ǎǘŀǊǘƭƛƴƎ ŜŦŦŜŎǘΩΣ 

Ψ[ƛǾŜ ǇǊƻǇŜǊǘƛŜǎΩ ŀƴŘ Ψ¢ƘŜ ƭŀǎǘ {ƻƴƎΩύΣ while another four illustrate scenes from the text by 

ŜƳǇƘŀǎƛǎƛƴƎ 5ƛŎƪŜƴǎΩǎ ǘƘŜƳŜǎ ƻŦ ǘƘŜŀǘǊƛŎŀƭƛǘȅ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜ ǘƘǊƻǳƎƘ Ǿƛǎǳŀƭ ƳŜǘƘƻŘǎ 

όΨaŀǎǘŜǊ WƻŜȅ ƎƻƛƴƎ ǘƻ Ǿƛǎƛǘ Ƙƛǎ DƻŘǇŀǇŀΩΣ Ψ! ōƛǘ ƻŦ tŀƴǘƻƳƛƳŜ ƻŦŦ ǘƘŜ {ǘŀƎŜΩΣ Ψ!ǇǇŜŀǊƛƴƎ ƛƴ 

ǇǳōƭƛŎΩ ŀƴŘ Ψ¢ƘŜ .ŀǊōŜǊΩǎ {ƘƻǇΩύΦ hŦ ǘƘŜ ǊŜƳŀƛƴƛƴƎ ŦƻǳǊΣ ǘƘǊŜŜ ŎƻƳŦƻǊǘŀōƭȅ ƭŜƴŘ ǘƘŜƳǎŜƭǾŜǎ 

to tableaux όΨaǊ aŀŎƪƛƴǘƻǎƘΩǎ ŎƻǾŜȅΩΣ Ψ[ƛƪŜ aŀǎǘŜǊΣ ƭƛƪŜ aŀƴΩ ŀƴŘ ΨDǊƛƳŀƭŘƛΩǎ ƪƛƴŘƴŜǎǎ ǘƻ 
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ǘƘŜ DƛŀƴǘǎΩύΣ ŀƴŘ ƻƴƭȅ ƻƴŜ ς Ψ¢ƘŜ ²ŀƎŜǊΩΣ ǿƘƛŎƘ ǎƘƻǿǎ ŀƴ ŜǇƛǎƻŘŜ ǿƛǘƘ ǘǿƻ ƳƻǾƛƴƎ 

carriages ς falls outside 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 a reaƭƛǎŀǘƛƻƴ ƻŦ 5ƛŎƪŜƴǎΩǎ ǘŜȄǘ όŀ ŘǊŀǿƛƴƎ ƻŦ ǘƘŜ 

scene closer to reality) and an illustration of his themes of the theatrum mundi. They also 

operate as tableaux, those key intersections between the pictorial and the theatrical, which 

Meisel describes as where ΨǘƘŜ ŀŎǘƻǊǎ ǎǘǊƛƪŜ ŀƴ ŜȄǇǊŜǎǎƛǾŜ ǎǘŀƴŎŜ ƛƴ ŀ ƭŜƎƛōƭŜ ǎȅƳōƻƭƛŎ 

configuration that crystallizes a stage of the narrative as a situation, or summarises and 

ǇǳƴŎǘǳŀǘŜǎ ƛǘΩ ŦƻǊ ǘƘŜ ŀǳŘƛŜƴŎŜΦ171 

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

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

 II.  Pantomime characters and their audience 

An iƴǘǊƻŘǳŎǘƛƻƴ ǘƻ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ 

Dickens ǿǊƻǘŜ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ ŦƻǊ ǘƘŜ aŀǊŎƘ 1837 number of .ŜƴǘƭŜȅΩǎ aƛǎŎŜƭƭŀƴȅ 

to supplement the page count, ǿƘŜƴ ǘƘŀǘ ƳƻƴǘƘΩǎ ƛƴǎǘŀƭƳŜƴǘ ƻŦ Oliver Twist fell short. 

Although Michael Slater acknowledges that ƛǘ ǿŀǎ ŀ ΨƘŀǎǘƛƭȅ ǿǊƛǘǘŜƴΩ, ΨƳŀƪŜǿŜƛƎƘǘΩ piece he 

argues ǘƘŀǘ ƛǘ ƛǎ Ψfluently-ǿǊƛǘǘŜƴΩ and ΨƳŀȅ ōŜ ǎŜŜƴ ŀǎ ŀ ǎƻǊǘ ƻŦ ŀǊǘƛǎǘƛŎ ƳŀƴƛŦŜǎǘƻ ōȅ 

5ƛŎƪŜƴǎΣ ƧǳǎǘƛŦȅƛƴƎ ǘƘŜ ŜǎǎŜƴǘƛŀƭ ǘƘŜŀǘǊƛŎŀƭƛǘȅ ƻŦ Ƙƛǎ ŀǊǘΩΦ172 Edwin Eigner also recognises its 

ǿƛŘŜǊ ǾŀƭǳŜ ǿƘŜƴ ƘŜ ŎƻƳƳŜƴǘǎ ǘƘŀǘ ǘƘŜ ΨŀǎǎƻŎƛŀǘƛƻƴ 5ƛŎƪŜƴǎ ƛƴǎƛǎǘǎ ƻƴ ōŜǘǿŜŜƴ 

pantomime and our everyday lives [within it] is essential in terms of the carnivalesque in 

Ƙƛǎ ǿƻǊƪΩ.173 Moreover, Axton draws parallels with Sketches by Boz, The Pickwick Papers 
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and Oliver TwistΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ΨΨ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ appears to offer a summary of the 

ideas that occupied the ƴƻǾŜƭƛǎǘΩǎ ƳƛƴŘ ŘǳǊƛƴƎ ǘƘŜ ǇŜǊƛƻŘ ƻŦ ŎƻƳǇƻǎƛǘƛƻƴ ƻŦ ǘƘŜǎŜ 

ǾƻƭǳƳŜǎΩΦ174 

Axton and Eigner use this essay as a catalyst for considering the theatrum mundi in 

5ƛŎƪŜƴǎΩǎ Ŧƛction but here it offers another framework  by which to interrogate the Memoirs 

and considŜǊ Ƙƻǿ 5ƛŎƪŜƴǎ ǳǎŜǎ ǘƘŜ ƭƛŦŜ ƻŦ DǊƛƳŀƭŘƛ ŀǎ ŀ ŎŀǎŜ ǎǘǳŘȅ ŦƻǊ 9ƛƎƴŜǊΩǎ ΨŀǎǎƻŎƛŀǘƛƻƴ 

[Χ] ōŜǘǿŜŜƴ ǇŀƴǘƻƳƛƳŜ ŀƴŘ ƻǳǊ ŜǾŜǊȅŘŀȅ ƭƛǾŜǎΩΦ {ǳŎƘ ŀ ǊŜŀŘƛƴƎ has been hinted at before. 

For example, David Mayer regards the Memoirs ŀǎ Ψŀƴ ŀŎŎƻǳƴǘ [Χ] intended to 

demonstrŀǘŜ ǘƘŀǘ DǊƛƳŀƭŘƛΩǎ Ƴŀƴȅ ǇŜǊǎƻƴŀƭ ƳƛǎŦƻǊǘǳƴŜǎ ǿŜǊŜ ōŀƭŀƴŎŜŘ ōȅ ƳƻƳŜƴǘǎ ŀǎ 

ŎƻƳƛŎ ŀǎ ŀƴȅ ƘŀǊƭŜǉǳƛƴŀŘŜΩ and Douglas-CŀƛǊƘǳǊǎǘ Ŏŀƭƭǎ DǊƛƳŀƭŘƛΩǎ ƭƛŦŜ Ψŀƴ ŜȄǘŜƴŘŜŘ ŎƻƳŜŘȅ 

ƻŦ ŜǊǊƻǊǎΩ but no investigation has yet gone further.175 

5ƛŎƪŜƴǎ ōŜƎƛƴǎ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ ǿƛǘƘ ŀƴ ŜȄǇƭŀƴŀǘƛƻƴ ƻŦ Ƙƛǎ ŀǘǘǊŀŎǘƛƻƴ ǘƻ ǘƘŜ 

pantomime as a form of entertainment. This genre appeals to Dickens because it is 

associated with times of celebration, full ƻŦ ΨǾŀried and many-ŎƻƭƻǳǊŜŘΩ ǎǇŜŎǘŀŎƭŜǎ and 

evocative of childhood. But the deeper reason for his interest is that it ƛǎ Ψŀ ƳƛǊǊƻǊ ƻŦ ƭƛŦŜ [Χ] 

it is so to audiences generally, although they are not aware of it, and [...] this very 

ŎƛǊŎǳƳǎǘŀƴŎŜ ƛǎ ǘƘŜ ǎŜŎǊŜǘ ŎŀǳǎŜ ƻŦ ǘƘŜƛǊ ŀƳǳǎŜƳŜƴǘ ŀƴŘ ŘŜƭƛƎƘǘΩΦ176 Here Dickens 

attributes a power that was ǘǊŀŘƛǘƛƻƴŀƭƭȅ ŎƻƴŦƛƴŜŘ ǘƻ ΨǎŜǊƛƻǳǎΩ ǘƘŜŀǘǊŜ - ΨǿƘƻǎŜ ŜƴŘΣ ōƻǘƘ ŀǘ 

the first and now, was and is, to hold, as 'twere, the mirror up to NŀǘǳǊŜΩ - to a popular 

form of entertainment.177 Through the course of the essay he develops this idea by 

carefully interweŀǾƛƴƎ ŘŜǇƛŎǘƛƻƴǎ ƻŦ ǇŀƴǘƻƳƛƳŜ ǎŎŜƴŜǎ ŀƴŘ ŎƘŀǊŀŎǘŜǊǎ ǿƛǘƘ ǎŎŜƴŜǎ ƻŦ ΨǊŜŀƭΩ 
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life, without immediately telling us which is which, to show how the stock types of 

pantomime have identifiable real-life counterparts. The rest of this section will consider 

each pantomime figure in turn, but will first examine the other participants within the 

theatrical dynamic who are Ŝǉǳŀƭƭȅ ǇǊƻƳƛƴŜƴǘ ǿƛǘƘƛƴ ōƻǘƘ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ ŀƴŘ the 

Memoirs ς the audience. 

 ΨLǎ ǘƘƛǎ ƭƛƪŜ ƭƛŦŜΚΩ ς The omnipresence of the audience-mob 

DƛŎƪŜƴǎ ōŜƎƛƴǎ Ψ¢ƘŜ tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩ ōȅ ŘŜǎŎǊƛōƛƴƎ ŀƴ ΨŜƭŘŜǊƭȅ ƎŜƴǘƭŜƳŀƴΩ who is initially 

ΨŎƻƳŦƻǊǘŀōƭŜ ƛƴ ŎƛǊŎǳƳǎǘŀƴŎŜǎΣ ŀƴŘ ǿŜƭl-to-Řƻ ƛƴ ǘƘŜ ǿƻǊƭŘΩΦ IƻǿŜǾŜǊΣ ƘŜ ΨǎǳŘŘŜƴƭȅ ƭƻǎŜǎ 

Ƙƛǎ ŦƻƻǘƛƴƎ ŀƴŘ ǎǘǳƳōƭŜǎΩΣ ŀƴŘ ƛǎ ǊŜǾŜŀƭŜŘ ǘƻ ōŜ ŀ tŀƴǘŀƭƻon on the stage. At this point he is 

ǎŜǘ ǳǇƻƴ ōȅ ŀ Ψƴƻƛǎȅ ŀƴŘ ƻŦŦƛŎƛƻǳǎ ŎǊƻǿŘΩΣ ƳǳŎƘ ǘƻ the amusement of the audience who 

ΨǊƻŀǊΩΣ ōŜŎƻƳŜ ΨŎƻƴǾǳƭǎŜŘ ǿƛǘƘ ƳŜǊǊƛƳŜƴǘΩ ŀƴŘ ΨŜȄƘŀǳǎǘŜŘ ǿƛǘƘ ƭŀǳƎƘǘŜǊΩΦ  

5ƛŎƪŜƴǎ ǘƘŜƴ ŘŜǎŎǊƛōŜǎ ǘƘŜ ǎŀƳŜ ǎŎŜƴŜ ƛƴ ǘƘŜ ΨǊŜŀƭ ǿƻǊƭŘΩΣ ǿƘŜǊŜ ƛǘ Ŏŀƴ ōŜ ƻōserved in a 

variety of locations, such as the Stock Exchange, a City bankΣ ƻǊ ŀ ǘǊŀŘŜǎƳŀƴΩǎ ǎƘƻǇ. But 

crucially ƛƴ ǘƘŜ ΨǊŜŀƭ ǿƻǊƭŘΩ scene the audience transform from a merely passive group of 

ǎǇŜŎǘŀǘƻǊǎ ǘƻ ōŜŎƻƳŜ ǘƘŜ Ƴƻō ƛǘǎŜƭŦΤ ǘƘŜȅ ǊŀƛǎŜ Ψŀ ǿƛƭŘ ƘŀƭƭƻΩ ŀƴŘ ΨǿƘƻƻǇ ŀƴŘ ȅŜƭƭ ŀǎ ώǘƘŜ 

Ƴŀƴϐ ƭƛŜǎ ƘǳƳōƭŜŘ ōŜƴŜŀǘƘ ǘƘŜƳΩΦ ²ƛǘƘƛƴ ǘƘŜ ǎŀƳŜ ǎŜƴǘŜƴŎŜΣ ǘƘŜȅ ŀǊŜ ǎƛƳǳƭǘaneously 

actors and observers: ΨaŀǊƪ Ƙƻǿ ŜŀƎŜǊƭȅ ǘƘŜȅ ǎŜǘ ǳǇƻƴ ƘƛƳ ǿƘŜƴ ƘŜ ƛǎ ŘƻǿƴΤ ŀƴŘ Ƙƻǿ 

ǘƘŜȅ ƳƻŎƪ ŀƴŘ ŘŜǊƛŘŜ ƘƛƳ ŀǎ ƘŜ ǎƭƛƴƪǎ ŀǿŀȅΩΦ178 

Dickens also describes this aggression in the Memoirs. For example, the mob-audience 

treat a very real and violent beating that young Joe receives onstage as part of his 

ǇŜǊŦƻǊƳŀƴŎŜΦ ¢ƘŜȅ ǊŜƎŀǊŘ ǘƘŜ ǘƘǊŀǎƘƛƴƎ ƻŦ WƻŜΣ ǿƘƻ ŎǊƛŜŘ ŀƴŘ ΨǊƻŀǊŜŘ ǾƻŎƛŦŜǊƻǳǎƭȅΩΣ ŀǎ Ψŀ 

                                                           
178

 ΨtŀƴǘƻƳƛƳŜΩΣ ǇΦ рлмΦ 



81 

 

most capital ƧƻƪŜΩΣ ƭŀǳƎƘƛƴƎ ŀƴŘ ŀǇǇƭŀǳŘƛƴƎΣ ǿƘƛƭŜ ǘƘŜ ǊŜǾƛŜǿŜǊǎ ŎƻƳƳŜƴǘ ǘƘŀǘ ƛǘ ǿŀǎ 

ΨǇŜǊŦŜŎǘƭȅ ǿƻƴŘŜǊŦǳƭ ǘƻ ǎŜŜ ŀ ƳŜǊŜ ŎƘƛƭŘ ǇŜǊŦƻǊƳ ǎƻ ƴŀǘǳǊŀƭƭȅΩ.179 

This episode is entirely appropriate to the black humour of Regency life which was regularly 

reflected in the pantomimeΦ CƛƴŘƭŀǘŜǊ ŘŜǎŎǊƛōŜǎ ƛǘ ŀǎ Ψŀƴ ŀƎŜ ƻŦ ōǊǳǘŀƭ ŜƴǘŜǊǘŀƛƴƳŜƴǘΩ ŀƴŘ 

quotes the horrified reaction of theatre-goer Robert Paulet, who despaired at the fact that 

ǇǳōƭƛŎ ŜȄŜŎǳǘƛƻƴǎ ǿŜǊŜ ΨŀŎŎƻǳƴǘŜŘ ǘƘŜ ƴŜȄǘ ŘƛǾŜǊǎƛƻƴǎ ǘƻ {ŀŘƭŜǊΩǎ ²ŜƭƭǎΤ ŀƴŘΣ ōȅ ǳǎŜΣ ƳŜƴ 

can see a monkey dangling from a wire, or a fellow creature expiring at the gallows, with 

Ŝǉǳŀƭ ǳƴŎƻƴŎŜǊƴΩΦ180 Dickens himself would make a similar connection between a theatre 

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

ƻŦ CŀƎƛƴΩǎ ƭŀǎǘ ƳƻƳŜƴǘǎ ŀƭƛǾŜ ŀƴŘ ƻŦ ǘƘŜ ŜȄŜŎǳǘƛon of the murderer Courvoisier. Findlater 

ŀƭǎƻ ǉǳƻǘŜǎ !ǊǘƘǳǊ .ǊȅŀƴǘΣ ǇƻƛƴǘƛƴƎ ƻǳǘ Ƙƻǿ ŘǳǊƛƴƎ ǘƘŜ ǇŜǊƛƻŘ ƛǘ Ψǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ŀ ƧƻƪŜ ǘƻ 

ǘƘǊƻǿ ŀ ŘǊǳƴƪ ƛƴ ŀ ŘǳƴƎƘƛƭƭΣ ŘǊƻǇ ŀ ƭƛǾŜ Ŏƻŀƭ ƻƴ ŀ ǎƭŜŜǇŜǊΩǎ ƘŜŀŘΣ Ǌƻō ŀ ōƭind man of his dog 

ŀƴŘ ǎǿŜŀǊ ƛƴ ǘƘŜ ǇǊŜǎŜƴŎŜ ƻŦ ƭŀŘƛŜǎ ŀƴŘ ŎƭŜǊƎȅƳŜƴΩ.181 

In the Memoirs Dickens again demonstrates that the persistent presence of a potentially 

malevolent audience is not confined to the playhouse. Young Joe pays a Sunday visit to his 

grandŦŀǘƘŜǊΩǎ ƛƴ a scene which has interesting parallels with the episode where Oliver Twist 

is sent to the bookseller by Mr Brownlow. WƻŜΩǎ ŦŀǘƘŜǊ Ψǿŀǎ Ƴƻǎǘ ŀƴȄƛƻǳǎ ǘƘŀǘ ώWƻŜϐ ǎƘƻǳƭŘ 

ǎǳǇǇƻǊǘ ǘƘŜ ŎǊŜŘƛǘ ƻŦ Ƙƛǎ ŦŀƳƛƭȅ ƻƴ ǘƘŜǎŜ ƻŎŎŀǎƛƻƴǎΩΣ ǎƻ ƘŜ ǇǊŜǇŀǊŜǎ ǘƘŜ ōƻȅ carefully for a 

public performance in which he will temporarily elevate his own social status by aping the 

manners of adults. Grimaldi SŜƴƛƻǊ Ǉŀȅǎ ƎǊŜŀǘ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ōƻȅΩǎ ŘǊŜǎǎΣ ŀǊǊŀƴƎƛƴƎ ƛǘ 

ΨŀŦǘŜǊ ƎǊŜŀǘ ŘŜƭƛōŜǊŀǘƛƻƴΣ ŀƴŘ Ƴuch consultation with tailorǎΩ and Dickens expends half a 

ǇŀƎŜ ƛƴ ŘŜǎŎǊƛōƛƴƎ ǘƘŜ ŎƻǎǘǳƳŜ ƻŦ ΨǘƘŜ ƭƛǘǘƭŜ ŎƭƻǿƴΩΦ CǊƻƳ Ƙƛǎ ΨƎǊŜŜƴ ŎƻŀǘΣ ŜƳōǊƻƛŘŜǊŜŘ ǿƛǘƘ 

[...] ŀǊǘƛŦƛŎƛŀƭ ŦƭƻǿŜǊǎΩΣ Řƻǿƴ ǘƻ Ψŀ ƭƛǘǘƭŜ ŎŀƴŜ ƛƴ Ƙƛǎ ƘŀƴŘΣ ǿƘƛŎƘ ƘŜ ǎǿƛǘŎƘŜŘ ǘƻ ŀƴŘ ŦǊƻ ŀǎ ƻǳǊ 
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Ŏƭƻǿƴǎ Ƴŀȅ Řƻ ƴƻǿΩΣ ŀƭƻƴƎ ǿƛǘƘ ŀŎŎŜǎǎƻǊƛŜǎ ǎǳŎƘ ŀǎ Ψŀ ǎƳŀƭƭ ǿŀǘŎƘ ǎŜǘ ǿƛǘƘ ŘƛŀƳƻƴŘǎ ς 

ǘƘŜŀǘǊƛŎŀƭΣ ǿŜ ǎǳǇǇƻǎŜΩΣ 5ƛŎƪŜƴǎ ŦƻǊŜƎǊƻǳƴŘǎ ǘƘŜ ǘƘŜŀǘǊƛŎŀƭƛǘȅ ƻŦ Ƙƛǎ ŀǇǇŜŀǊŀƴŎŜΦ182 In Oliver 

Twist, Brownlow provides for Oliver a similar set of stage props: ŀ ΨŎƻƳǇƭŜǘŜ ƴŜǿ ǎǳƛǘΣ ŀƴŘ 

a new cap, and a neǿ ǇŀƛǊ ƻŦ ǎƘƻŜǎΩΦ183 

²ƘŜƴ WƻŜ ƛǎ ΨǘŀƪŜƴ ƛƴ ŦƻǊ Ƙƛǎ ŦŀǘƘŜǊΩǎ ƛƴǎǇŜŎǘƛƻƴΩ όƧǳǎǘ ŀǎ hƭƛǾŜǊ ƛǎ ŎŀƭƭŜŘ ƛƴ ǘƻ ǎŜŜ .Ǌƻǿƴƭƻǿ 

in his new clothes), the old man is pleased. He gives his son a guinea to carry in his pocket 

and acknowledges ǘƘŀǘ Ƙƛǎ ǎƻƴΩǎ ǘƘŜŀǘǊƛŎŀƭ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ǿŀǎ ƴƻǿ ŎƻƳǇƭŜǘŜΥ Ψ5ŜǊŜ ƴƻǿΣ 

you are a gentleman, and something more ς you hŀǾŜ Ǝƻǘ ŀ ƎǳƛƴŜŀ ƛƴ ȅƻǳǊ ǇƻŎƪŜǘΩ.184 

Both narratives describe ǘƘŜ ōƻȅǎΩ ƻǳǘƛƴƎǎΣ ǿƘƛŎƘ ǳƴŜȄǇŜŎǘŜŘƭȅ ǇǊƻǾƻƪŜ ƘƻǎǘƛƭŜ ǊŜŀŎǘƛƻƴǎ 

from their respective audiences. Once outside WƻŜΩǎ ƴŜǿ ǎǳƛǘ ƻŦ ŎƭƻǘƘŜǎ immediately 

ΨŜȄŎƛǘŜŘ ŎƻƴǎƛŘŜǊŀōƭŜ ŎǳǊƛƻǎƛǘȅΩΣ but this turned to mockery rather than admiration as his 

performance was ŀƎŀƛƴ ƳƛǎƛƴǘŜǊǇǊŜǘŜŘΦ IŜ ƛǎ ǾŀǊƛƻǳǎƭȅ ŎŀƭƭŜŘ ŀ ΨƳƻƴƪŜȅΩΣ ŀ ΨōŜŀǊ ŘǊŜǎǎŜŘ 

ŦƻǊ ŀ ŘŀƴŎŜΩ ŀƴŘ ŀ ΨŎŀǘ ƎƻƛƴƎ ƻǳǘ ŦƻǊ ŀ ǇŀǊǘȅΩ and rather than growing in status through his 

performance he is diminished; the mob-ŀǳŘƛŜƴŎŜ ΨŎƻǳƭŘ ƴƻǘ ƘŜƭǇ ƭŀǳƎƘƛƴƎ ƘŜŀǊǘƛƭȅΣ ŀƴŘ 

saying how ridiculous it was to trust such ŀ ŎƘƛƭŘ ƛƴ ǘƘŜ ǎǘǊŜŜǘǎ ŀƭƻƴŜΩΦ185   

/ǊǳƛƪǎƘŀƴƪΩǎ ŀŎŎƻƳǇŀƴȅƛƴƎ ƛƭƭǳǎǘǊŀǘƛƻƴ ΨaŀǎǘŜǊ WƻŜȅ ƎƻƛƴƎ ǘƻ Ǿƛǎƛǘ Ƙƛǎ DƻŘǇŀǇŀΩ ŘƛǎǇƭŀȅǎ 

and develops these themes further. It shows the small figure of Joe promenading along the 

pavement as the very model of deportment, with an upright head looking forward and 

solemnly aloof from the crowd gathering around him. He is very much ƛƴ ǘƘŜ ǊƻƭŜ ƻŦ ΨǘƘŜ 

ƻōǎŜǊǾŜŘΩ and has attracted 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 
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if in anxious praȅŜǊ ŦƻǊ ǘƘŜ ōƻȅΩǎ ǎŀŦŜǘȅ and two taller figures are in conversation, perhaps 

discussing the spectacle before them.  

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

constitute a proletarian mob-audience, who menacingly dǿŀǊŦ ΨaŀǎǘŜǊ WƻŜȅΩ ŀƴŘ ŎŀǊǊȅ ǘƘŜ 

ǘƻƻƭǎ ƻŦ ǾŀǊƛƻǳǎ ǘǊŀŘŜǎΦ WƻŜΩǎ ƭƛŦŜ ŀǎ ŀ ōƻȅ-actor was hardly a comfortable or genteel one, 

ōǳǘ Ƙƛǎ ŦŀǘƘŜǊΩǎ ƛƴǎƛǎǘŜƴŎŜ ǘƘŀǘ Ƙƛǎ ǎƻƴ ƛǎ Ψŀ ƎŜƴǘƭŜƳŀƴΩ Ǉǳǘǎ ƘƛƳ ƛƴǘƻ ǎǘŀǊƪ Ŏƻƴtrast with 

these boys. Finally, in the centre, is a larger figure whose jaunty hat, coloured nose and 

slightly irregular eyes suggest drunkenness.  Joe is trapped on all sides by this motley 

collection, as well as by railings, a closed door and a brick wall in the background. He is 

forced to perform in the public space and is at the mercy of their interpretation. 
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Figure 1: George Cruikshank, 'Master Joey going to visit his Godpapa' (1838), Memoirs 

Lƴ 5ƛŎƪŜƴǎΩǎ ƴŀǊǊŀǘƛǾŜ ǘhe scene then turns dramatically when Joe gives his guinea to a poor 

woman in the street ŀƴŘ Ψŀ ƎǊŜŀǘ ƴǳƳōŜǊ ώƻŦ ǘƘŜ ŎǊƻǿŘϐ ŎƻƭƭŜŎǘŜŘ ŀǊƻǳƴŘ ƘƛƳΣ ŀƴŘ ōŜƎŀƴ 

ǎƘƻǳǘƛƴƎ ŀƴŘ ǎǘŀǊƛƴƎ ōȅ ǘǳǊƴǎ Ƴƻǎǘ ŜŀǊƴŜǎǘƭȅΩΦ 9ǾŜƴǘǳŀƭƭȅ ƘŜ is rescued by a family friend, 

who carries ƘƛƳ ǘƻ Ƙƛǎ ƎǊŀƴŘŦŀǘƘŜǊΩǎ ƘƻǳǎŜ; here, WƻŜΩǎ ǇŜǊŦƻǊƳŀƴŎe is curtailed and he is 

ǇǳƭƭŜŘ ΨƻŦŦǎǘŀƎŜΩ ǘƻ ŀǾƻƛŘ ǘƘŜ ǊŀƎŜ ƻŦ ǘƘŜ ŀǳŘƛŜƴŎŜΦ 
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hƭƛǾŜǊΩǎ similar performance is also a failure, as the crowd on the street ignore his new 

costume and are more inclined to believe the performances of his assailants Nancy and Bill. 

hƭƛǾŜǊ ƛǎ ŘŜǎƛƎƴŀǘŜŘ ŀǎ ŀ ΨȅƻǳƴƎ ǿǊŜǘŎƘΩ ŀƴŘ ΨƭƛǘǘƭŜ ōǊǳǘŜΩ ōȅ ŘƛŦŦŜǊŜnt members of the 

crowd and ƛǎ Ŧƛƴŀƭƭȅ ΨƻǾŜǊǇƻǿŜǊŜŘ ōȅ ǘƘŜ ŎƻƴǾƛŎǘƛƻƴ ƻŦ ǘƘŜ ōȅǎǘŀƴŘŜǊǎ ǘƘŀǘ ƘŜ ǊŜŀƭƭȅ ǿŀǎ 

ǘƘŜ ƘŀǊŘŜƴŜŘ ƭƛǘǘƭŜ ǿǊŜǘŎƘ ƘŜ ǿŀǎ ŘŜǎŎǊƛōŜŘ ǘƻ ōŜΩΦ186 The malevolent reaction of the 

audience is no less significant than the brutality of Sikes and is what finally beats Oliver. 

Hillis Miller interprets this scene in similar terms and recognises how the distance between 

ǇƭŀȅŜǊ ŀƴŘ ŀǳŘƛŜƴŎŜ Ƙŀǎ ōŜŜƴ ŎƻƭƭŀǇǎŜŘΦ IŜ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ΨǘƘŜ ƭŀōȅǊƛƴǘƘΩ ƻŦ ǘƘŜ Ŏƛǘȅ Ƙŀǎ 

ΨǘǳǊƴŜŘ ƛƴǘƻ ŀ ƘƻǎǘƛƭŜ ŎǊƻǿŘ ǿƘƛŎƘΣ ƴƻ ƭƻƴƎŜǊ ǊŜƳŀƛƴƛƴƎ ŀǘ ŀ ŘƛǎǘŀƴŎŜΣ ǘǳǊƴǎ ƻƴ ǘƘŜ 

ǇǊƻǘŀƎƻƴƛǎǘ ŀƴŘ Ƙǳƴǘǎ ƘƛƳ ŘƻǿƴΩΦ IŜǊŜ ƛƴ Oliver Twist, the ill-intent that was prefigured in 

the Memoirs is fully rŜŀƭƛǎŜŘΤ Ψthe aim of the mob ƛǎ ƴƻǘ ǎƛƳǇƭȅ ǘƻ ŎŀǘŎƘ ƘƛƳΣ ōǳǘ ǘƻ ΨŎǊƻǿŘΩ 

him to death. The cǊƻǿŘ ΨƧƻǎǘƭŜǎΩ ŀƴŘ ΨǎǘǊǳƎƎƭŜǎΩ towards Oliver, and will suffocate him or 

ŎǊǳǎƘ ƘƛƳ ƛŦ ƛǘ ŎŀƴΩΦ187 

/ǊǳƛƪǎƘŀƴƪΩǎ ŘǊŀǿƛƴƎ ƻŦ ǘƘƛǎ ǎŎŜƴŜ ƛƴ Oliver Twist reinforces these ideas and also echoes 

the Memoirs illustration. This time the figures are fewer but are more tightly closed around 

ǘƘŜ ōƻȅΣ ǿƘƻ ƛǎ ŦŀǊ ŦǊƻƳ ǘƘŜ ŀƭƻƻŦ ŀƴŘ ǎǘŜŀŘȅ ΨaŀǎǘŜǊ WƻŜΩΤ ǇƘȅǎƛŎŀƭƭȅ ŀǎǎŀƛƭŜŘ ƻƴ ǘƘǊŜŜ 

sides by Nancy (left), Bill Sikes (right) and even Bullseye (centre), he looks upwards with 

visible anguish. The composed posture of young Grimaldi is replaced by Oliver desperately 

clutching on to the books that serve to represent his more genteel life with Mr Brownlow, 

ŀǎ ƻǇǇƻǎŜŘ ǘƻ ǘƘŜ ΨǎƻƛƭŜŘ ŀƴŘ ǘƘǳƳōŜŘΩ Newgate Calendar provided by Fagin.188 The 

smarter setting of the Memoirs illustration is replaced by the more squalid doorway of a 

beer-shop. With its gaudy signage όƛƴǾƛǘƛƴƎ ƛǘǎ ŎǳǎǘƻƳŜǊǎ ǘƻ ōŜ ΨŘǊǳƴƪ ƻƴ ǘƘŜ ǇǊŜƳƛǎǎŜǎΩ 

[sic]) the shop front and doorway frame the scene like a proscenium arch further 
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underscoring its theatrical nature. The crowd no longer keep their distance - two of them 

have grabbed the boy and one of them is the nightmarish distortion of the merry drunk at 

in the Memoirs illustration, as the benevolent smile is replaced by the grim features of the 

heavy-drinking Bill Sikes.  

 

Figure 2: George Cruikshank, 'Oliver claimed by his affectionate friends' (1838), Twist 
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This picture was sufficiently theatrical to be re-created as a striking tableau in J. Stuart 

.ƭŀŎƪǘƻƴΩǎ ǎƛƭŜƴǘ ŦƛƭƳ adaptation.189 

 
 

Figure 3: J. Stuart Blackton, Oliver Twist (1909) 

Grimaldi is revealed to be dependent on this mob-audience and their variable judgements 

throughout his life. Even before he is born ǿŜ ƘŜŀǊ Ƙƻǿ Ƙƛǎ ŦŀǘƘŜǊΩǎ ƘƻǳǎŜ ǿŀǎ ǳƴŘŜǊ 

threat during the Gordon Riots and was only saved by a door sign declaring that the 

ƛƴƘŀōƛǘŀƴǘǎ ƘŀŘ Ψbƻ wŜƭƛƎƛƻƴ ŀǘ ŀƭƭΩΦ ²ƘƛǘŜƘŜŀŘΩǎ ŎƭŀǊƛŦƛŎŀǘƛƻƴ in the 1846 edition (supported 

by Miles) turns this mob of rioters into a theatrical audience ŦƻǊ ǿƘƻƳ WƻŜΩǎ ŦŀǘƘŜǊ Ƙŀǎ ǘƻ 

ǇŜǊŦƻǊƳ ŦƻǊ Ƙƛǎ ƻǿƴ ǎǳǊǾƛǾŀƭΥ ΨǘƘŜȅ ǿŜǊŜ ŀōƻǳǘ ǘƻ ŀǎǎŀƛƭ ǘƘŜ ƘƻǳǎŜΣ ǿƘŜƴ DǊƛƳŀƭŘƛ [Χ] put 

his head out of the window from the second floor, and making comical grimaces, called 

ƻǳǘΣ άDŜƴǘƭŜƳŜƴΣ ƛƴ Řƛǎ ŘŜǊŜ ƘƻǳǎŜ ŘŜǊŜ ōŜ ƴƻ ǊŜƭƛƎƛƻƴ ŀǘ ŀƭƭέΩΦ ¢ƘŜ ŀǳŘƛŜnce approve of 
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this performance ŀƴŘ Ψ[ŀǳƎƘƛƴƎ ŀǘ ǘƘŜƛǊ ƳƛǎǘŀƪŜΣ ǘƘŜ Ƴƻō ǇǊƻŎŜŜŘŜŘ ƻƴΣ ŦƛǊǎǘ ƎƛǾƛƴƎ ƘƛƳ 

ǘƘǊŜŜ ƘǳȊȊŀǎΩΦ190 

The mob-audience reappears in the episode in which the corrupt beadle Old Lucas tries to 

arrest Joe on trumped-up charges. Significantly, ǘƘŜƛǊ ŀƭǘŜǊŎŀǘƛƻƴ ƻŎŎǳǊǎ ŀǘ ΨǘƘŜ ǎǘŀƎŜ-ŘƻƻǊΩ 

situating the event at the border between the theatre and the real world.191 Joe is 

accompanied by his fellow actors who resolve to support him against the false accusations 

and they initially form an audience, engaging Lucas in a question-answer exchange more 

ǎǳƛǘŜŘ ǘƻ ǘƘŜ ǎǘŀƎŜΦ CƻǊ ŜȄŀƳǇƭŜΣ [ǳŎŀǎ ΨƭƻƻƪƛƴƎ ŀǘ DǊƛƳŀƭŘƛΣ ŘŜƳŀƴŘŜŘ ǿƘŜǘƘŜǊ ƘŜ ǿŀǎ 

ready; in answer to which question the whole party shouted ΨbƻΗΩ ǿƛth tremendous 

emphasisΩ. DuboisΩǎ dismissŀƭ ƻŦ [ǳŎŀǎΩǎ ŎƭŀƛƳǎ ƛǎ Ŏŀǎǘ ƛƴ ŘǊŀƳŀǘƛŎ ǘŜǊƳǎ and his speech is 

Ŧǳƭƭ ƻŦ ǘƘŜŀǘǊƛŎŀƭ ōǊŀǾŀŘƻΥ ΨάLook here, Lucas [...] you are an old scoundrel! [...] take yourself 

into custody and take yourself off under penalty of ŀ ŘǳŎƪƛƴƎΗέΩ. We are reminded of the 

presence of an (ever-growing) audience at this point ǿƘŜƴ ǿŜ ŀǊŜ ǘƻƭŘ ǘƘŀǘ 5ǳōƻƛǎΩǎ 

ΨǎǇŜŜŎƘ ǿŀǎ ǊŜŎŜƛǾŜŘ ǿƛǘƘ ŀ ǎƘƻǳǘ ƻŦ ŀǇǇƭŀǳǎŜΣ ƴƻǘ ƻƴƭȅ ōȅ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŎƻƳǇŀƴƛƻƴǎΣ ōǳǘ 

ōȅ ǎŜǾŜǊŀƭ ƛŘƭŜǊǎ ǿƘƻ ƘŀŘ ƎŀǘƘŜǊŜŘ ǊƻǳƴŘΩΦ192 

After a lengthy argument between Lucas and Joe, in which the audience are constantly 

encouraged to participate (much in the spirit of Regency theatre), we are told that ΨǘƘŜ 

ƳǳǎǘŜǊ ƻŦ ǇŜƻǇƭŜ ŎƻƭƭŜŎǘŜŘ ŀǊƻǳƴŘ ƘŀŘ ƛƴŎǊŜŀǎŜŘ ǘƻ ŀ ǇǊŜǘǘȅ ƭŀǊƎŜ ŎƻƴŎƻǳǊǎŜΩ ŀƴŘ Ƙŀd 

begun to press round the main protagonists. At the climax of the scene ΨǘƘŜ ƻǊŀǘƻǊΩ 5ǳōƻƛǎ 

addresses the crowd in defence of Joe and puts his theatrical skills to practical use by 

reservƛƴƎ ΨǘƘŜ ƭƻǳŘŜǎǘ ƪŜȅ ƻŦ Ƙƛǎ ǾƻƛŎŜ ŦƻǊ ǘƘŜ ŎƻƴŎƭǳŘƛƴƎ ǇƻƛƴǘΩΦ193 
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Roused by his words the audiŜƴŎŜ ǘǊŀƴǎŦƻǊƳ ƛƴǘƻ ΨǘƘŜ ƳƻōΩ ŀƴŘ Ŏhases Lucas down the 

ǎǘǊŜŜǘ ƛƴ ŀ ƳŀƴƴŜǊ ǊŜƳƛƴƛǎŎŜƴǘ ƻŦ 5ƛŎƪŜƴǎΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ Ƴƻō-ŀǳŘƛŜƴŎŜ ƛƴ Ψ¢ƘŜ 

tŀƴǘƻƳƛƳŜ ƻŦ [ƛŦŜΩΥ  ǎƻƻƴ ǘƘŜ ǿƘƻƭŜ ŀǊŜŀ ΨǊŀƴƎ ǿƛǘƘ ǿƘƻƻǇǎ ŀƴŘ ȅŜƭƭǎ ŀƭƳƻǎǘ ŀǎ ƭƻǳŘ ŀǎ 

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, rotten apples, and other such missilesΩ.194 

On another occasion, while hurrying to a performance, Joe has to run through the streets 

in his full costume and make-ǳǇΦ !ǎ ǎƻƻƴ ŀǎ ƘŜ ƛǎ ǊŜŎƻƎƴƛǎŜŘ ŀǎ ǘƘŜ ŦŀƳƻǳǎ /ƭƻǿƴ Ψƻƴ ŎŀƳŜ 

the mob, shouting, huzzaing, screaming out his name, throwing up their caps and hats, and 

ŜȄƘƛōƛǘƛƴƎ ŜǾŜǊȅ ƳŀƴƛŦŜǎǘŀǘƛƻƴ ƻŦ ŘŜƭƛƎƘǘΩΦ IŜ ƛǎ ŜǾŜƴǘǳŀƭƭȅ ŎƻǊƴŜǊŜŘ ƛƴ ŀ ŎŀǊǊƛŀge and finally 

has to resort to the same strategy as his father to placate the mob by giving an impromptu 

ǇŜǊŦƻǊƳŀƴŎŜΥ ΨǎǳŘŘŜƴƭȅ ǇƻƪƛƴƎ Ƙƛǎ ƘŜŀŘ ƻǳǘ ƻŦ ǘƘŜ ǿƛƴŘƻǿΣ ƘŜ ƎŀǾŜ ƻƴŜ ƻŦ Ƙƛǎ ŦŀƳƻǳǎ ŀƴŘ 

well-ƪƴƻǿƴ ƭŀǳƎƘǎΩΦ .ŜŎŀǳǎŜ WƻŜ ƘŀŘ ǇŜǊŦƻǊƳŜŘ ŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜir expectations, they were 

ǎŀǘƛǎŦƛŜŘ ŀƴŘ ΨǊŀƛǎŜŘ Ƴŀƴȅ ǊƻŀǊǎ ƻŦ ƭŀǳƎƘǘŜǊ ŀƴŘ ŀǇǇƭŀǳǎŜΩ ōŜŦƻǊŜ ƘŜƭǇƛƴƎ ƘƛƳ ǊŜŀŎƘ Ƙƛǎ 

destination. To finally emphasise the inter-relation between the crowd outside and the 

ŀǳŘƛŜƴŎŜ ƛƴǎƛŘŜΣ 5ƛŎƪŜƴǎ ǘŜƭƭǎ ǳǎ ǘƘŀǘ ΨǎǳŎƘ ƻŦ ǘƘŜƳ ŀs had money rushed round to the 

gallery-doors, and [made] their appearance in the front just as he came on stage, set[ting] 

ǳǇ ŀ ōƻƛǎǘŜǊƻǳǎ ǎƘƻǳǘ ƻŦ άIŜǊŜ ƘŜ ƛǎ ŀƎŀƛƴΗέΩΦ195 

¢ƘŜ ŀŎŎƻƳǇŀƴȅƛƴƎ ƛƭƭǳǎǘǊŀǘƛƻƴ Ψ!ǇǇŜŀǊƛƴƎ ƛƴ ǇǳōƭƛŎΩ ŘŜǾŜƭƻǇǎ ǘƘƛǎ ǘƘŜƳŜΣ ŀǎ ǘƘŜ ŀǳŘƛence of 

a performance and the crowd in the street are conflated into a single group, occupying 

both positions simultaneously. Within his stage-coach Joe appears on another kind of stage 

as his head is framed by the window from which he leans out. This point is the focus of 

ŀǘǘŜƴǘƛƻƴ ŦƻǊ ŜǾŜǊȅ ƻǘƘŜǊ ŦƛƎǳǊŜ ƛƴ ǘƘŜ ǇƛŎǘǳǊŜ ŦǊƻƳ ǘƘŜ ΨƎǊƻǳƴŘƛƴƎǎΩ ǊǳƴƴƛƴƎ ŀƭƻƴƎǎƛŘŜ ǘƘŜ 
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coach to the more privileged members of the audience seated on the coach at either side 

of him. 

 

Figure 4: George Cruikshank, 'Appearing in Public' (1838), Memoirs 

5ƛŎƪŜƴǎΩǎ ŎƻƴŦƭŀǘƛƻƴ ƻŦ ǘƘŜ ǊŀǳŎƻǳǎ Ƴƻō ƻŦ ǘƘŜ ǎǘǊŜŜǘ ǿƛǘƘ ǘƘŜ ǇƭŀȅƘƻǳǎŜ ŀǳŘƛŜƴŎŜ ǿŀǎ ƴƻǘ 

just an imaginative construct and, in fact, carried a strong historical precedent. During the 

ΨhƭŘ tǊƛŎŜΩ wƛƻǘǎ ƻŦ мулф ŀƴd 1810 the theatre audience became the mob and angrily 
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protested against price rises in a way that entirely shattered the boundary between stage 

and audience. In the Memoirs Dickens describes these events and shows how people in the 

audience used their own performances as an act of protest. Audience members assume 

ƴŜǿ ǊƻƭŜǎΣ ǎǳŎƘ ŀǎ ǘƘŜ Ƴŀƴ ǿƘƻ ΨǊŜƎŀƭŜŘ ƘƛƳǎŜƭŦ ŀƴŘ ǘƘŜ ŎƻƳǇŀƴȅ ǿƛǘƘ ŀ ǿŀǘŎƘƳŀƴΩǎ 

ǊŀǘǘƭŜΩ ŀƴŘ ŀƴƻǘƘŜǊ ǿƘƻ ǊŀƴƎ Ψŀ ƭŀǊƎŜ ŘǳǎǘƳŀƴΩǎ ōŜƭƭ ώΧϐ ǿƛǘƘ ŀ ǇŜǊǎŜǾŜǊŀƴŎŜ ŀƴŘ ǎǘǊŜƴƎǘƘ 

of arm quite astounding ǘƻ ŀƭƭ ōŜƘƻƭŘŜǊǎΩΦ196 The observers had become the observed, and 

vice versa. 

Iƛƭƭƛǎ aƛƭƭŜǊ ƴƻǘŜǎ ǘƘŀǘ ǘƘŜ ΨǘƘŜŀǘǊŜ ǊŜǘǳǊƴǎ ǎƻ ƻŦǘŜƴ ώƛƴ Sketches by Boz] that London [...] 

comes to seem a place where everyone is in one way or another engaged not in productive 

ǿƻǊƪ ōǳǘ ƛƴ ǇŜǊŦƻǊƳƛƴƎ ƻǊ ǿƛǘƴŜǎǎƛƴƎ ǎŎŜƴƛŎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΩ ŀƴŘ ǘƘƛǎ ƴŜŀǘƭȅ ǎǳƳƳŀǊƛǎŜǎ 

the worldview of the Memoirs.197 As well as these larger mobs there are many examples of 

WƻŜ ōŜƛƴƎ ŀǎƪŜŘ ǘƻ ΨǇŜǊŦƻǊƳΩ ƻŦŦǎǘŀƎŜ ŦƻǊ ǘƘŜ ōŜƴŜŦƛǘ ƻŦ ǎƳŀƭƭŜǊ ƎǊƻǳǇǎ - from the Earl of 

5ŜǊōȅ ƛƴ ǘƘŜ ƎǊŜŜƴ ǊƻƻƳ ǘƻ ŀ ΨǊŜǾŜǊŜƴŘ ƎŜƴǘƭŜƳŀƴΩ ƛƴ .ŀǘƘ ǿƘƻ ƻƴƭȅ ƛƴǾƛǘŜǎ WƻŜ ǘƻ ŘƛƴƴŜǊ ƛƴ 

the expectation that he will perform at the table.  

Another scene in which Joe seems trapped into performing outside of the theatre is the 

barber-shop scene. Indeed Dickens underlines its suitability to stage performance when he 

ŎƻƳƳŜƴǘǎ ǘƘŀǘ WƻŜ ΨƛƴǘŜƴŘŜŘ ǘƻ ƘŀǾŜ ƛǘ ƛƴǘǊƻŘǳŎŜŘ ƛƴ ƻƴŜ ƻŦ Ƙƛǎ ǇŀƴǘƻƳƛƳŜ ǎŎŜƴŜǎΩΦ198 This 

desire to take the performance off the street and onto the stage also represents an 

attempt to limit and contain it ς 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.  
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For example when Joe returns to the shop for a third time to see if the barber 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. 

Ψ¢ƘŀǘΩǎ ǾŜǊȅ ǇǊƻǾƻƪƛƴƎΩΣ ǎŀƛŘ DǊƛƳŀƭŘƛΣ ΩŎƻƴǎƛŘŜǊƛƴƎ ǘƘŀǘ L ƘŀǾŜ ŎŀƭƭŜŘ ƘŜǊŜ 

ǘƘǊŜŜ ǘƛƳŜǎ ŀƭǊŜŀŘȅΩΦ 

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. 

Ψ5ƻ ȅƻǳ ǿŀƴǘ ǘƻ ǎŜŜ ƘƛƳ ƻƴ ŀƴȅ ǇŀǊǘƛŎǳƭŀǊ ōǳǎƛƴŜǎǎΚΩΣ ƛƴǉǳƛǊŜŘ ώDǊƛƳŀƭŘƛΩǎ 

friend] Howard.  

Ψ.ƭŜǎǎ Ƴȅ ƘŜŀǊǘΗ bƻΣ ƴƻǘ LΩΣ ǎŀƛŘ DǊƛƳŀƭŘƛΥ ΨL ƻƴƭȅ ǿŀƴǘ ǘƻ ōŜ ǎƘŀǾŜŘΩΦ 

Ψ{ƘŀǾŜŘΣ ǎƛǊΗΩΣ ŎǊƛŜŘ ǘƘŜ ƎƛǊƭΦ ΨhƘΣ ŘŜŀǊ ƳŜΗ ²Ƙŀǘ ŀ Ǉƛǘȅ ƛǘ ƛǎ ǘƘŀǘ ȅƻǳ ŘƛŘ ƴƻǘ ǎŀȅ 

ǎƻ ōŜŦƻǊŜΗ CƻǊ L Řƻ Ƴƻǎǘ ƻŦ ǘƘŜ ǎƘŀǾƛƴƎ ŦƻǊ ŦŀǘƘŜǊ ǿƘŜƴ ƘŜΩǎ ŀǘ ƘƻƳŜΣ ŀƴŘ ŀƭƭ 

ǿƘŜƴ ƘŜΩǎ ƻǳǘΩΦ 

This conversation is wholly unnatural for a real exchange but it is quite suitable for the 

ŘƛŀƭƻƎǳŜ ƻŦ ŀ ǇƭŀȅΦ ²ƘƛƭŜ ōŜƛƴƎ ǎƘŀǾŜŘ ǘƘŜ ŎƻƳƛŎ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǎŎŜƴŜ ŀǇǇŜŀƭǎ ǘƻ DǊƛƳŀƭŘƛΩǎ 

ŎƻƳǇǳƭǎƛǾŜ ŘŜǎƛǊŜ ǘƻ ǇŜǊŦƻǊƳ ŀƴŘ ǿŜ ŀǊŜ ǘƻƭŘ ǘƘŀǘ ƘŜ ŦŜƭǘ Ψŀƴ ƛǊǊŜǎƛǎǘƛōƭŜ ǘŜƴŘency to laugh 

ŀǘ ǘƘŜ ƻŘŘƛǘȅ ƻŦ ǘƘŜ ƻǇŜǊŀǘƛƻƴΩΦ199 Joe finally gives in to his performative side and when the 

ǊŜŀƭ ōŀǊōŜǊ ǊŜǘǳǊƴǎ ƘŜ ŘƛǎŎƻǾŜǊǎ WƻŜ ΨǿƛǘƘ ŀ ǎƻŀǇȅ ŦŀŎŜ ŀƴŘ ŀ ƎƛƎŀƴǘƛŎ ƳƻǳǘƘ ƳŀƪƛƴƎ ǘƘŜ 

Ƴƻǎǘ ŜȄǘǊŀǾŀƎŀƴǘ ŦŀŎŜǎ ƻǾŜǊ ŀ ǿƘƛǘŜ ǘƻǿŜƭΩΦ ¢Ƙƛǎ ŦƻǊŎŜǎ ƘƛƳ ǘƻ ŎƻƳƳŜƴǘ ǘƘŀǘ ΨǘƘŀǘ 

                                                           
199

 Memoirs, II, pp. 143-144. 



93 

 

gentleman as was being shaved, was out of sight the funniest gentleman he had ever 

ǎŜŜƴΩΦ200 

¢Ƙƛǎ ǎŎŜƴŜ ƛǎ ƛƭƭǳǎǘǊŀǘŜŘ ƛƴ Ψ¢ƘŜ .ŀǊōŜǊΩǎ {ƘƻǇΩΣ ǿƘƛŎƘ ǊŜƛƴŦƻǊŎŜǎ ǘƘŜǎŜ ƛŘŜŀǎ ƻŦ 

performativity and the presence of the audience. Joe is again ǘƘŜ ŦƻŎǳǎ ƻŦ Ƙƛǎ ŀǳŘƛŜƴŎŜΩǎ 

attention and the whole scene is shown in a cut-away view resembling a stage set with a 

subtle proscenium arch across the top that foregrounds its theatricality further.  

 

Figure 5: George Cruikshank, 'The Barber Shop' (1838), Memoirs
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