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APPROACHES TO LEWIS CARROLL

This thesis has as its ultimate aim the reinstatement of
Lewls Carroll not as a Victorian eccentricity, but as an

important minor Victorian who has his proper place in the
development of English literature. To define this places
several methods and approaches are used: first, there is a
discussion of Carroll against the background of Dickens'
achievement (whose work he obviouslyknew well). Second, and
again to give some 1dea of the context and traditions within
which Carroll's work operates, the thesis then looks at other
implicit background sources and precursors, tﬁis time citing
an example from the eighteenth century, Laurence Sterne, and
one from the seventeenth, Cervantes and his Don Quixote, and
traces some of the ground that they have in common. The thirg
section of the thesis then returns to consider Carroll againié |
a specifically Victorian context by examining all the important i
figures whom he knew, both in the literary and visual arts, in

order to find some further ideas shared and hence some pedigree

for Wonderland and Alice. George MacDonald, D. G. and
Christina Rossetti, Arthur Hughes, Millais, Holman Hunt and

Tennyson are those that feature mainly in this group of

chapters, but other acquaintances of Carroll's such as Ruskin,
Doyle and Noel Paton are also considered. Next, this thesis ;

seeks to determine the way in which' Carroll has been

astoundingly "posthumously productive" (to use Goethe's



definition of the true sign of genius) by citing as an example
the surrealists' approach to his work and by showing how he
has been influential for them. The conclusion more briefly
catalogues others who show indebtedness to his work; amongst
them are Nabokov, Joyce, Eliot and the playwrights of the

absurd.




APPROACHES TO LEWIS CARROLL

"It's a poor sort of memory that only works backwards" -

The White Queen

"Every writer creates his own precursors" - J. L. Borges

"No poet, no artist of any art, has his complete meaning
alone" - T, S, Eliot
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Fditions of Lewis Carroll's works used and abbreviations

(The editions used have been chosen for their availability

AATW -
TTLG -

SB -
SBC -

DFC —

LLLC -

LCPB -

Diaries -
DSC -
TL.CH -

and ease of reference)

Alice's Adventures in Wonderland

Through the TLooking-Glass

Both in The Annotated Alice (abbreviated to AA)
edited by Martin Gardner, Penguin, 1966.

Sylvie and Bruno
Szlvie'and Bruno Concluded

Both in The Complete Works of Lewis Carroll
(abbreviated to N) edited by Alexander Woollcott,
Nonesuch Press, (n.d.). This or The Works of
Lewis Carroll, edited by Roger Lancelyn Green,
Hamlyn, 1965, is the edition most frequently used
for the poems and other less important pieces by
Carroll.

The Hunting of the Snark. The Annotated Snark,
edited by Martin Gardner, Penguin, 1962, is the

best modern edition..

Dodgson Family Collection. Carroll established a
family home for his unmarried sisters in Guildford;
since then it has become the home of Carroll studies
mainly because of the Dodgson Family Collection which
has been deposited in the Muniment Room attached to
Guildford Museum.

The Life and T.etters of Lewis Carroll, S. Dodgson
Collingwood, T. Fisher Unwin, 1898.

The Lewis Carroll Picture Book, edited by S. Dodgson
Collingwood, T. Fisher Unwin, 1899, This has been
reprinted with additions as Diversions and

Digressions of TLewis Carroll, by Dover Publications,
New York.

The Diaries of Lewis Carroll edited with supplementary

material, by Roger Lancelyn Green, 2 vols., Cassell,

1955.

"Catalogue of the Furniture, Personal Effects, and
the Interesting and Valuable Library of Books, The
property of the late Rev. C. L. Dodgson ..."

Known as The Dodgson Sale Catalogus. Oxford, 1898.

The TLewis Carroll Handbook, ed. Williams, S.H.,

Madan, F., and Green, R. L. (repr) Dawsons, 1970.



INTRODUCTION

The history of literature through all its developments,
declines, experiments and advances, is difficult to assess
in general terms so that the evaluation of a particular
writer like Lewis Carroll is simultaneously aided and hindered
by looking at the particular historical context relevant to
his life-span. Thus the recurring problem is one of how to
approach the work of a man who hypothetically has had the
entire past to learn from, who is continually described by
his admirers as a revolutionary and ahead of his time, but

who, in biographical detail, seems entirely rooted to his

period.

If the historical approach has its difficulties so too
does the biographical ons. For though the details of a man's
life may help, they may also be used too readily to fit our
schemes of analysis - as in the case of the Freudian critiques
of a generation ago. The other difficulties here come from
the fact that because recorded time itself 1s selective, we
cannot know the complete story, and in any case such a story
may largely be a catalogue of irrelevance so that even a
private diary, like Lewis Carroll's, may not help very much.

A scientific method may be a matter of processing all the
available data and then finding an intelligent answer; for
the student of literature all the data would be as misleading
and unhelpful as no data at all. | Moreover, much that would

be considered as irrelevant or as fortuitous, such as chance
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encounters, or an unrecorded conversation, could be in fact °

of the greatest importance. If he ever really existed
Coleridge's "person on business from Porlock" who interrupted
the writing of Kubla Kahn prevented it from being what it might
have been - but also made it what it is: the man who dropped
the Venus de Milo might deserve our praise Just as much as the
sculptor.

Though we cannot be confident about the importance of
certain events and facts we might nevertheless approach others

with more assurance (but still with no certainty). A man's

personal library for example, 1if deliberately collected rather

than inherited, will inevitably reflect his tastes and interests,
just as much as the company he kept. If we admit that to deal
in likelihoods is better than the admission of so many

|
might give us a key. But apart from the immediate difficulties

(what was borrowed from a friend or library?) and doubts as to

whether the need to possess actually indicates artistic affinityJ
|
there are other pressing problems. If a book is owned is it

i
qualifications that there can be no conclusions, then this j
|
é
i

necessarily read? (was it bought for furniture, or presented |

by the author, as much of Dickens' library at Gad's Hill was?). 1

When was it read, and how attentively? What facts are lost, |

what papers destroyed?* 1

*Dodgson's family had speed as their primary motive when it
came to winding up his estate so that an enormous amount of
material has been lost. W. L. Dodgson wrote to Brooks the
auctioneer: " ... I thought at the finish that it would be
a great deal of trouble bringing the sacks of papers all the
way down here, and, as you stated that you could have them
burnt in the manner we wish at Oxford, I should be glad if
you would do so ..." (DFC 15/5).

il e =t - et e i - i iyl
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Aside from such detective-work necessary for an informed
approach to an author and his work, time anyway as it passes,
by turns sharpens and blurs what is presumed to be actually a
constant literary achievement, so that filters of different
kinds of subjectivity distort or enhance according to fashions
and the needs of the reader. As those needs change, so the
literature seems to demand a different kind of appreciation
and to re-align itself with other literature and other works
of art, so that its "real" meanings can be teased out in new

and different ways. When we appeal to "the test of time" to

award the status of literature to writing, we are in danger

of assuming that this 1s one test, not a never-ending series,

always with new rules. For Jjust as reading Alice in Wonderland :
at the age of ten is a totally different experience to reading ‘
it in maturity, so reading it in 1865 will have been different
from reading it in 1975, and by the year 2000 it will seem
different again. And because the only constant is that there
is no critical constant, the best literature will tend to

contain all our ideas; 1¢ will not be wholly contained by any

one of our ideas-alons.

With these difficulties in mind, one useful remaining tool
of literary criticism 1s The element of creativity tﬁat cuts
through some of the problems whilst maintaining an integrity
towards its subject; that uses without total dependence,
elements of the historical and biographical approach, without
actually trusting or dismissing either. If granted this

licence, at best the critic can at times enlarge on what his

subject, the author, may even have been unconscious of, by
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using techniques of comparison between his subject and others
before and after him who seem on common ground - which may

be a more evocative appraisal of his achievement than a
painstaking job of excavation with trowel and brush. Though
of course at worst the critic might be in danger of over-

elaboration, with this approach there can be no insistence

either on absolutes or comprehensiveness - only an evocation
of some of those who, in attempting to beat a particular path,
made it easier for others to recognise and follow.

The purpose of this present thesis then, is to approach
in this way, one of the most enigmatic figures in the history
of English literature, Lewis Carroll - or Charles Lutwidge
Dodgson. The story of his life, career and interests has been
told, but he remains almost an eccentric accident, a temporary
aberration on what is often taken to be a smooth continuous
line of literary progress, and a figure who seems difficult to
fit into his own age. To confuse evaluation he appsears to
have been an artist only by default; that is when his own
chosen academic discipline of mathematics was not monopolising
his time and talents. Another paradox is that it is his
extraordinary writing done merely to amuse a child-friend that
alone seems to transcend the ordinariness of his own life.

In fact, however, it is only if seen in isolation that
Carroll and his work seem eccentric; 1in relationship to
certain other key figures he can be seen as having connections
with a number of significant artistic traditions. oimilarly,
it is only when his life is considered as a totality that it :.

seems uniformly dull; in fact during the short period of his



most successful creative years as an artist (approximately
between 1864 - 1876) he had a considerable social life and
mixed with some of the most creative of his contemporariess.
Not only was he in contact in this way but he also visited
art galleries, went to the theatre, and, perhaps most
significantly of all, possessed a large personal library of
upwards of 5,000 volumes, that not only is a testament to his
wide range of interests but demonstrates how inclusive was his
knowledge of literature, since almost every major figure is
anply represented.

The ultimate aim of these following chapters is to attempt
to re-evaluate Carroll not by telling the story of his life,
nor even of those few successful creative years; neither will
they try to explain him by examining his art in an exclusively
Victorian context - rather the evaluation will be by approaching
him from various seemingly heterogeneous viewpoints. Thus the
main approaches from the liferary aspect will be made taking
examples from the 17th, 18th and 19th centuries, followed by
examples from the visual arts of the 19th and 20th centuries.

For in order to chart his fterritory, the more various our

viewpoints, the more extensive it will prove to be.

In this aim several methods will be used and, when
appropriate, a combination of two different critical techniques
will be employed. Thus a relationship between Carroll's art
and that of other artists or literary figures will be inferred

where no concrete evidence is extant, but where there is

biographical fact to support this (either of Carroll's knowledge
of them personally or their work) then this will be cited as
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explicit authority. Because these relationships are often
complex, substantial documentation will be cited where
necessary and expert witnesses (scholars specialising in the
various fields touched on here) will be called.

The first approach to Carroll therefore, will be made by
attempting to set his work in the perspective of a literary
philosophy whose tone was established by the colossal figure
of Victorian fiction, Charles Dickens - and Carroll's library,
his frequent quotation from Dickens, and similarities betwesn
their work will be used to support this. Next, this thesis
will look briefly at what were, second to Dickens, possibly
other sources of literary background to Carroll's art, but
this time citing an example from the 18th century, (Laurence
Sterne) and one from the early l17th century (Cervantes) and
trace some of the common roots and preoccupations of all four

of them.

The third section of this thesis will then move away from
what will have had to have been largely conjectural (for Carroll
did not know Dickens, and cannot be said positively to have
read the work of Sterne or Cervantes) to biographical fact,
and returns to consider Carroll again in a specifically
Victorian context. For by examining all of the important
figures whom Carroll knew both in the literary and visual arts,
it will attempt to find some further shared ideas, and hence
some pedigree for wonderland and Alice. These contemporary
friends and acquaintances of Carroll's were (among others):

George MacDonald, Christina and D. G. Rossetti, Tennyson,

Ruskin, John Millais, Arthur Hughes, Holman Hunt, Noel Paton
and Richard Doyls.
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Fourth, and finally, this thesis will seek to determine

- -
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the way in which, far from being merely a quirkish eccentricity,

Carroll has been astoundingly "posthumously productive" (to

use Goethe's definition of "the true sign of genius") by

—_— m——— = _— -

citing as an example the Surrealists' approach to his work,

and by showing how he has been influential for them.

——l wn vk e w—— T

Three further points need to be made at this stage. ‘

First: none of the approaches made here towards an understanding
of Lewis Carroll are meant necessarily to exclude others that 1
are recognised as being equally possible (for example, from the
point of view of his knowledge of mathematics* and logic, or

from a consideration of other earlier nonsense literature and

the mock-heroic). Second: at no point does this thesis wish
‘tb become involved in any fundamental sense with sorting

Tthrough the wastepaper-basket labelled "Victorianism" (or, for
that matter, "Augustanism") into which all manner of conflicting
iiterary and historical theories are thrown - a fact pointed

Sut some time ago by Jerome Buckley in the opening chapter to

fﬁé Victorian Temper. His sense that "the terms 'Victorian'
éﬁdﬂ'Vﬁctorianism' have acquired the vaguest of emotional
é;ﬁhotations" because "the outlines of the Victorian era blur

Ba§ond recognition in the confusion of conflicting charges"

;Thdugh in passing it is encouraging to find that with the
-recent discovery of the sequel to Symbolic Logic: Part I,

Elementary, Carroll's status as a mathematician is being
revised and upgraded - the aim, in the literary field, of

this thesis. (For the new work being done on the lost book
on logic - and the assertion that Carroll was 30 years ahead
of his time see Scientific American, July 1972).

- il .

w‘_hm-‘-_. P T -
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made by critics, is one which 18 both recognised but yet
deliberately not pursued lest the major object of this book,
Lewis Carroll, be forgotten. "Victorianism" is, then,
recognised as being no more than a label that has been
contrived partly by the Victorians themselves for self-glory
and to impress pocs terity, and partly by posterity to insult,
by simplification, the Victorians. With these reservations
it is a term employed here for its convenience rather than
for its accuracy.

Thirdly: though this is a study of Lewis Carroll which
approaches him and his work by tracing influences from and
on other writers and artists, it must be recognised that he,

and not they, remains the subject of this thesis. There is

accordingly much that has to be left unsaid about, for exampie,

Cervantes, Sterne, and the Surrealists, and since the concern
here is to find common-ground, the differences are implicitly
recognised but for want of space cannot be explicitly discussed.
Similarly it is recognised that, to cite Jjust one instance,

Hard Times is not only about "fancy" but also, for example,

about trade-unionism -~ yet since this has little to do with
wonderland it is not examined here despite its centrality to
the novel. It is recognised in the same way that George
MacDonald wrote nearly fifty books other than the fairy stories
and two fantasy novels that have some relationship with
Carroll's work -~ these also are not discussed for the same
reason. In short this study concentrates on the moments

when influence 1in either direction can be demonstrated, in

order to attempt, whilst knowing that it finally can never be
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compllete, to trace where wonderland and its creator came from
and some of the subsequent effects it had on later artists.
Finally, it is appropriate and encouraging to find that
if authority for this study of an author and his work through
an examination of his friends, écquaintances, his reading and
his interests be needed, we have Carroll's own behaviour to
follow as an example. For in writing to his cousin,William,
about a visit he managed to make to the poet laureate, Tennyson,

in 1859 (at his home in Farringford, Isle of Wight) Carroll

admitted:

... I looked with some curiosity to see what sort of
books occupied the lowest of the swinging bookshelves, most
handy to his writing table; they were all, without exception,
Greek or ILatin - Homer, Aeschylus, Horace, Lucretius, Virgil,

€tCe ocos

(YA Visit to Tennyson", Strand Magazine (May 1901)
vol. xxi, no. 125).

The same spirit of suriosity is behind this enquiry.
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Lewis Carroll and Charles Dickens; introductory

(1)

There 1s no doubting either the fact that Dickens was
amongst the major literary figures of his time, or that he
achieved great popularity. It is scarcely the place here to
reiterate at any length exactly what the stature and extent
of Dickens' influence was on his public; that has already

been authoritatively done by George H. Ford in Dickens and

his Readers. But a brief note of some of the points from a

few of Ford's sources might emphasise Jjust how strong Dickens'
contemporary position and influence was (opinion about which,
as Ford shows, was a matter of constant revision through the
years subsequent to Dickens' death). Today it is important
to remember thersfore that Dickens in his own time was able
implicitly to secure the discharge of a heartless police
magistrate after the publication of Qliver Twist; that a
callous Yorkshire schoolmaster was shamed into retirement

after Nickleby; and that even a bumpy road in Maryland was

repaired after Dickens had described it in American Notes*.

It was with some justice that, accordingly, the critic of the
English Review for 1848 solemnly reminded Dickens and Thackeray
that "their responsibilities are enormous. No two men are
capable of exercising a wider influence for good or evil over
their fellow creatures“./ Even in 1858, in his Novels and
Novelists the critic J. C. Jeaffreson ("influential in his own

*Dicgips and his Readers, Princeton University Préss, 1965,
o .

Acit., ibid, p. 32.
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generation" according to Ford) had superseded this, saying:

"Dickens' ... benefits to mankind are as innumerable as the

flowers that cover the earth ... There is not a human
heart in these 1islands ... which Dickens has not at some

time or other influenced for the better ... Amongst us there
'is not a grinding task-master who would not have been more
selfish ... had Dickens not lived to write. e oo We have
been in his hands only plastic clay that he has fashioned...
We cannot ... look out upon the world save through his eyes."*

But it was not merely his admirers who admitted Dickens'’

power; even Anthony Trollope, whose distaste for Dickens

was pronounced, had to admit that "It is fatuous to condemn

that as deficient in art which has been so full of art as to
captivate all men.“# Accordingly, BenJjamin Jowett was

probably right when he said in his obituary notice in the

Times:

"... He whose loss we now mourn occupied a greater space
than any other writer in the minds of Englishmen during the

last thirty-five years ..." ¢4

Though, of course, there were many Victorians who
disliked Dickens, it is this kind of evidence concerning
his extensive influence that aids an evaluation of what he
might have meant to the Victorian who is the subject of this
thesis - Lewis Carroll, For Dickens was éuch a colossal
literary figure with such a large audience that he could -
scarcely help being instrumental in shaping much else tﬁat
was written or believed during Victoria's reign. Most
particularly, therefore, this openinggchapter will be
concerned with the influence that this, the most popular-
*cit., ibid., p. 100
%cif., ibid., p. 106.
fcit., ibid., p. 109.
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novelist ever, had on the author of one of the most popular,
most printed, most translated and most coveted bibliophile's
prizes, Alice's Adventures in Wonderland and Through the
Looking-Glass.* For in this attempt to claim for Carroll a
literary status that extends beyond the nursery, Dickens 1is

an appropriate yardstick not only because of his importance
as a literary figure, but also because his work focusses some
important shared ideas and methods that inform the creation
of wonderland. Moreover, as John Butt and Kathleen Tillotson
have shownf Dickens was an acute observer of his age and
accurately mirrored contemporary concerns and problems.

Broadly speaking the concurrence between Dickens and
Carroll may be categorised as follows: first, they both
have an understanding of childhood and of the effort that the
child has in growing up in a world that seems to become
increasingly de-sensitised, and they both feature the fairy-
tale and the concept of play as two possible antidotes to £his.
They also concur in the way in which they recognise the
failings of adulthood -~ which cause the misery of the child -
and similarly expose the pretentions, masks, preoccupations
in occupations, games ofnon-communication ("how not to do it")
and the adult capacity to shelter behind 'character' and
éelf—caricature. They are finally significantly similar iﬁ
that, by exposing this about adulthood, both Dickens and

*Tt i1s estimated in The Lewis Carroll Handbook that about
110,000 copies of Alice had sold during Carroll's lifetime
(see p. 30) and that by 1911 654,000 copies of Alice and

429,000 copies of Looking-Glass including all the variant
editions, had been issued (p. 213).

fgiggggg_gz_ﬂggg, Methuen (repr.) 1968, especially ch. VII.



14

Carroll champion the child as an ideal and defend his right

to maintain much of his inherent capacity for imaginative

perception - a quality that they also both celebrate in their

' work.

We cannot ever fully reconstruct the thinking behind an

artist's achievement and should not hope to do so, but as

stated in the introduction such congruencies between themes

of one artist and another allow us to glimpse paths of approach

which can be more significantly and surely traced if one

artist has followed others along them. The originality of

Carroll is not at issue here - for he was always essentially

original - but the concern in this three-part opening chapter

is whether Dickens (and in later chapters whether others) made

a particular path more easlly seen and more worth following.

(1i)

Dickens' possible influence on Carroll has been noticed
once before by the Dickens scholar Professor Kathleen Tillotson
who in a paper called "Lewis Carroll and the Kitten on the
Héarth" (English, viii, 45, (Autumn 1950), 126 - 8) noted a
general concurrence whilst also asserting that the opening of
Tﬁfough the Looking-Glass is based on an unconscious recall
of a parody of the opening of Dickens' Cricket on the Hearth

that appeared in Blackwood's Magazine in November 1846 as

"Advice to an intending Serialist®, This parallel
Professor Tillotson herself says is "hardly more important
than the kitten's ball of worsted" but, at any rate, seems

proven. Here, for thse record,is‘(a) Dickens' opening -

* b Al i By



paragraph of the Cricket, followed by (b) Blackwood's parody

and (c) the opening of Looking-Glass:

(a) "The kettle began it! Don't tell me what

Mrs. Peerybingle said. I know better. Mrs. Peerybingle
may have 1t on record to the end of time that she couldn't
say which of them began it; but I say the kettle did. 1
ought to know, I hope? The kettle began it, full five

minutes by the little waxy-faced Dutch clock in the corner
before the cricket uttered a chirp ..."

(b) "It was the kitten that began it, and not the cat. .

It isn't any use saying it was the cat, because I was there,

- and I saw it and know it; and if I don't know it, how
should anybody else be able to tell you about it, if you

please? S0 I say again it was the kitten that began it,
and the way it all happensed was this.

There was a little bit, a small tiny string of .blue
worsted - nol I am wrong, for when I think again the string
was pink - which was hanging down from a little ball that lay
on the lap of a tall dark girl with lustrous eyes, who was
looking into the fire as intently as if she expected to see
a salamander in the middle of it. [Meanwhile Huggs the old
cat is watching through half-shut eyes] the movements of a
smart little kitten [playing with a roll of paper which pricks
it ]. And then the kitten put on a look of importance, as
if.its feelings had been inJjured in the nicest points, and
then walked up demurely to Huggs, and began to pat her

whiskers, as if it wanted, which it probably did, to tell her
all about it."

[ There follows a long game with the worsted, the tall
girl's annoyance, and the intervention, in defence of the cat
and against the kitten, of 'a little child' sitting on the
other side of the fire].

(c) .- "One thing was certain, that the white kitten had had
nothing to do with it: - it was the black kitten's fault
entirely. For the white kitten had been having its face
washed by the old cat for the last quarter of an hour (and
bearing it pretty well, considering); so you see that it
couldn't have had any hand in the mischief,

A
‘

& -

The way Dinah washed her children's faces was this ...
But the black kitten had been finished with earlier in the
afternoon, and so, while Alice was sitting curled up in a
corner of the great arm-chair, half talking to herself and
half asleep, the kitten had been having a grand game of

romps with the ball of worsted Alice had been trying to wind

up ... Kitty sat very demurely on her knee, pretending to
watch the progress ol the winding, and now and then putting

out one paw and gently touching the ball, as if it would be
glad to help if it might."
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The parallels that exist between these passages do not
seem random. But, slight though Professor Tillotson's point
may be, her conclusion to the paper isolates an important
area of research that despite having been noticed over twenty

years ago, has never been explored:

"Finally - ('and the moral of that is') - this parallel
can be seen as a small instance of a large and growing
responsibility for the modern critic of Carroll's work; that
of replacing the writer in his full context of Victorian
literaturs. Other settings and relations - Oxford,
mathematics, logic, child-friends and his own childhood -
have yielded much; but no critic seems to have yet given
enough attention to the Carroll who parodied Tennyson and
Sydney Dobell, who read David Copperfield in 'numbers' as
it came out when he was a boy at %ugby, and made a favourite
of Mrs. Gummidge (an early Mock Turtle?), who himself
remarked on the close resemblance ('might have been twin
sisters') between his White Queen and that other great
Victorian grotesque, Mrs. Wragg in Wilkie Collins's No Name.

. Carroll ought now to be taking his place among the novelists.

i« Henry Kingsley, a novelist himself, was not speaking at

| random when he called the Looking-Glass 'the finest book

! since Martin Chuzzlewit'. It may be mere chance that the
opening paragraphs recall a twenty-years-old parody of Dickens;
it is not chance that the Looking-Glass characters are defined
and memorable in the same way as those of Dickens, and of no

other novelist."

The first part of this thesis then, as Professor Kathleen

Tiiiotson suggests, will focus its attention on Carroll as a
iiféfary figure both influenced by and influential for artistic
a#&iintellectual men of his time inqwaysﬁalready outlined but
mé;t centrally in this particular chapter, it will seek to
diécover just what makes Carroll Dickensian, and.attémpt to

- St el -

see him in "his full context of Victorian literature".

R - (4iii)
The shy, meticulous, Oxford mathematics don Lewis Carroll,

who hated publicity, stammered, and loved other people's

little girls - and Dickens, the gregarious best known and



loved novelist, a father of ten, who liked nothing better
than to read his work aloud to packed theatres, to travel
abroad and to be an influential voice in the world, - do not,
it would seem, have much in common. Yet because of certain
important ways 1in which they agree that have already'been
itemised, there is actually more that unites them than is

at first apparent.

It is, indeed, an attractive hypothesis that Carroll

actively responded to these elements in Dickens' novels and
deliberately adopted them in his own work. Though obviously
this can never be conclusively proved, something of this
nature quite possibly occurred since there is quite consider-
able evidence that Carroll knew Dickens' work well.  Firstly,

the Catalogue of the ... Interesting and Valuable Library of

Books [of] ... Lewis Carroll* (i.e. of the auction sale that

took place in Oxford after his death in 1898) shows that he
owned practically the whole of Dickens' work in their first
edition.(see lots 280, 495 - 503, 667 -~ 669, 908) which, as
Carroll was, for example, only five years old when Pickwick
;PaEers appeared in 1837, he obviously had had to search out
and deliberately collect - demonstrating not only diligence
but also an admiration for the books themselves. Secondly,
Cérroll actually cohtributed to Dickens' weekly All the Year

Round, where, on February llth 1860 his poem Faces in the Fire

appeared. This seems to indicate that Carroll respected and

*Sometimes known by the short title The Dodeson Sale
- Catalogue, abbreviated to DSC in tHIE_?Eggﬁgt_____-
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no doubt read the periodical. Further, in his copy of

Pickwick Papers (which was, incidentally, the rare first issue
in that it had the two plates by Buss which were later

cancelled and replaced by those by 'Phiz') the Dodgson Sale
Catalogue mentions that it had the "Autograph of C. L. Dodgson..
with the following note in his handwriting: 'Bought with

the proceeds of a poem "Faces in the Fire", contributed to

"Al1l the Year Round"'" — Carroll was an enthusiastl!*
This poem, 1in that it represents a really solid link

between them is for this reason a significant piece of Carroll's

A~

work which, as Stone’ makes clear, Dickens probably read and

approved of. For this reason, and because, in embryo at
least, it touches on certain common preoccupations, it seems

appropriate to examine it in some detail.ﬁ The poem in the

1860 version (it was later changed) was as follows:

*He also was bibliophile enough to own The Christmas Carol
.in an edition that reproduced the original MS. .2§9 r. 15.
%"... Dickens exercised control through rejection or through
thorough editing ... he had to approve ..." Uncollected
Writings, Household Words, Lane, 1969. 1, 22,
Arthur ﬁ. Adrian in his article "Charles Dickens as a verse
editor" (Modern Philology LVIITI (1960) p. 104) also makes it
clear that "Whatever the poem ... whether the work of a well=-
known author or of an obscure one-timer, Dickens exercised a
firm control over the final selection" and quotes Dickens'
letter to one of his sub-editors: "Pray, pray don't have

Poems unless they are good. We are immeasurably better
without them."

Despite such evidence Professor Philip Collins has

judiciously pointed out that Dickens was "less interested in

All-the Year  Round than Household Words and less interested
in poetry than prose" so that it is possible that he neglected

Faces in the Fire (private letter to me dated 25.5.73).

“ﬁUnfoptunately Carroll's Diaries for this period have been
lost so-there is no extant reference as to how he came %o
write the poem or have it published by Dickens. Whether

they ever actually met is also unclear but is unlikely since
thelr soclal spheres hardly overlapped.
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I watch the drowsy night expire,
And Fancy paints at my desire,
Her magic pictures in the Ifire.

An island-farm 'mid seas of corn,
Swayed by the wandering breath of morn,
The happy spot where I was born.

The picture fadeth in its place;

Amid the glow I seem to trace
The shifting semblance of a face.

'Tijs now a 1little childish form,
Red lips for kisses pouted warm,
And elf-locks tangled in the storn.

'Pis now a grave and gentle maid,
At her own beauty half afraid,
Shrinking, yet willing to be stayed.

'Tis now a matron with her boys,
Dear centre of domestic Joys:
I seem to hear the merry noise.

Oh, time was young, and life was warm,
When first I saw that fairy form,
Her dark hair tossing in the storm;

And fast and free these pulses played,
When last I met that gentle maid -
When last her hand in mine was laid.

Those locks of jet are turned to grey,
And she is strange and far away,
That might have been mine own to-day -

That might have been mine own, my dear,
Through many and many a happy year,

‘That might have sat beside me hers.

Ay, changeless through the changing scens,
The ghostly whisper rings between
The dark refrain of "might have besn'.

. The race is o'er I might have run,

The deeds are past I might have done,
And sere the wreath I might have won.

Sunk is the last faint flickering blaze;
The vision of departed days
Is vanished even as I gazs.

- The pictures with their ruddy light

Are changed to dust and ashes white,

‘And I am left alone with night.
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This, quite obviously, is not a particularly good poem -
but Dickens printed it nevertheless, and printed it for no

other reason than that he liked it (Carroll was 28 and

unknown at that time - Alice appeared five years later).

But as Stone notes "only with fiction did [Dickens] allow
substantial deviation from his own tastes, and then only
occasionally, and usually with established authors ..."* -

it is clear therefore that Carroll was actually subscribing
to the Dickensian All the Year Round imags. Just what this
image was will be looked at more fully later, but one might
speculate that perhaps the appeal of the poem for Dickens was

that like his Louisa from Hard Times, Carroll shows how he

too finds his inspiration in the burning coals, the patterns
of which his imagination interprets to mirror his thoughts
back to him. The faculty for this is one which, it will be

- remembered, even Louisa's unlikeable brother Tom has a
grudging admiration for ("You seem to find more to look at in

it than ever I could find ..." Hard Times, p. 53) and it is
this that is squarely contrasted with the hard, unlovely world

of Coketown. Furthermore it seems hardly coincidental that
some such sympathy should exist between the creator of

wonderland and Louisa who confesses "I have such unmanageable

-ﬁﬁoughts that they will wonder".

Apart from this, the poem indicates other common ground
in that it has as 1ts subject nostalgia for an elusive beauty
who, like Pip's Estella (and Ellen Ternan on whom she was

. . probably

*Ibid, p. 22

S S | or dub
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modelled) seems to have been both a half real and half ideal
creature in the lover's mind and tantalizingly impossible to
attain. Carroll was doubtless overstating his problem (he
was not yet thirty) but the line "Those locks of jet are
turned to grey" doubtless also found a sympathetic ear with
Dickens who, at 48 and chasing Ellen Ternan, was perhaps
feeling the loss of his youth! Moreover the transcience of
life as sexpressed 1in the poem, which could be in some way at
least temporarily assuaged through an act of the imagination
("I seem to hear the merry noise") - this too might have
appealed to Dickens. At any rate no doubt the idea of

"a grave and gentle maid, / At her own beauty half afraid, /
Shrinking, yet willing to be stayed," must have been appreciated
by the creator of Little Nell - The 014 Curiosity Shop being
gsimilar to Alice's Jjourneys in this respect in that they are
both a kind of Virgin's Pilgrim's Progress through a largely
hostile world. Indeed Dickens frankly admits as much in his

Preface to the novel:

"I will ... observe, therefore, that, in writing the
book, I had it always in my fancy to surround the lonely
figure of the child with grotesque and wild, but not
‘impossible companions, and to gather about her innocent
face and pure intentions, associates as strange and
uncongenial as the grim obJjects that are about her bed when
her history is first foreshadowed ,.."

(p. xii)*

The fragile Little Dorrit (notice that she is little again)
and Florence Dombey, Agnes Wickfield, Rose Maylie and

Madeline Bray, were in many ways variations on Nell - and

*All page references to Dickens' work are to the "New Oxford
Tllustrated" Edition.
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Alice seems to be a relation to them all. Other 'relations'
will be looked at later, and tangible links between Carroll
and Dickens - by way of references by Carroll to Dickens'
work - are largely in passing but, for the record, will be
found itemised at the end of this opening chapter, if only
by their sheer number to demonstrate how familiar Carroll
was with his writing. We must look, however, less at

factual evidence (Carroll was no literary critic and left

only a little that was significant concerning his ideas on
what he read) and more at what can be inferred between what
Dickens was doing in his enormously successful writing and

its effect on Carroll's thinking. It is enough to know

that Carroll read and admired Dickens' work - as he did -

its effect can only be established by looking at some specific

ideas that were, or became, important to them both.
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I Dickens and the fairy tale

To be able to trace Carroll's understanding of Dickens
we must first begin by isolating certain of Dickens' pre-
occupations - a task that in itself is formidable, since his
immense ability to demonstrate rather than intellectualise
his philosophy, often makes this less than clear; as

Professor Philip Collins puts it, Dickens was not "a
systematic thinker, nor a philosophical novelist, such 'ideas!

as he holds are more often implicit in his creations than

explicitly stated and discussed.M*

The difficulty 1s that Dickens did not appear to think.
fhere is not, for example, outside the achievement of the
novels themselves, any real hint that he knew what or how

he achieved what he did. Yet he was no primitive literary

Douanier Rousseau -~ some of the novels are perhaps the most
sophisticated ever to have been written and they moreover

démand and achieve the praise and attention of intellectuals -

£

fﬁough, as Philip Collins’ points out, "When intellectuals

appear in his novels, and this is rarely, they are almost
aiﬁays pretentious and ludicrous, if not worse: hard-hearted,

cynical, or rendered oblivious to reality by their studies or

*"Oueen Mab's Chariot Among the Steam Engines: Dickens and
'Fancy' ". English Studies XLII (1961) pp. 78 - 90). I
am l1ndebted to this paper and Collins' later book Dickens and
Education for drawing my attention to many of the examples of
Tfancy" that are discussed in this chapter. Apart from this
there have been other slighter discussions on this theme in
Dickens' work, see M. C. Kotzin's introduction to his

unpublished Ph.D. thesis Dickens and the Fairv Tale
(University of Minnesota, 1968).

#Dickens and Education, p. 194.
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activities. None of them (except David Copperfield) whose
intellectual life is taken at all seriously, are happy or
sympathetic ..."

Such reservations admitted, a critic looks in vain for
a procedure by which to understand him,and usual methods,
such as a comparative study, for example, are largely
invalidated because of Dickens' astounding lack of formal

literary and cultural knowledge.  As Collins again observes
"Neither [in his youth] nor later, was he bookish or well-

read by the standards of his more intellectual contemporaries.

When he was on the staff of the Morning Chronicle, the editor

used to keep him off reviewing books - any fool, he would say,
could do that, and 'Besides, he has never been a great reader

of books or plays, and knows but little of them, but has spent

his time in studying life.'"*

To be Jjust, however, Forster notes, on the other hand
that he was "quite up to the average of“well-read:men" and
emphasises that the celebrated description of David
Copperfield's first reading is "One of the many passages in

Copperfield which are literally true" [of its author]:

u "My. father had left a small collection of books in a
1little room upstairs to which I had access (for it adjoined
my own) and which nobody else in our house ever troubled.
From that blessed little room, Roderick Random, Peregrine
" Pickle, Humphrey Clinker, Tom Jones, The Vicar of Wakefield,
Don Quixote, Gil Blas and Robinson Crusoe, came out, a
glorious host, to keep me company." (p. 55).

*Tbid, pp. 15 - }6.. Though as a generélisation this remains
largely true, William Oddie in his Dickens and Carlyle, The

Question of Influence, Centenary Press, 1972, makes a strong
and well-documented case for Dickens' knowledge of, and
agreement with, much that Carlyle wrote -~ especially in

regard to Hard Times which, in turn, focussed many of Dickens'

ideas thgt, as we shall see later, Carroll also implicitly
agreed with.
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Collins, however, in his examination of Dickens' reading
cannot restrain an unmistakeably exasperated tone: "[it was]
~neither wide nor nicely selective, nor did it range far
beyond the obvious and expected ... Prose rather than poetry
was his interest: his verse quotations are almost all
hackneyed, and he shows litfle inwardness with any poet."*
He goes on to quote G. H. Lewes' astonishment over the
arbitrary nature of Dickens' library at Doughty Street
("nothing but three-volume novels and books of travel, all
obviously presentation copies from authors or publishers")
and how little it had improved, apart from the superior
bindings, when he had moved to Devonshire Terrace two Yyears

later ("[showing] a more respectable and conventional ambition"

‘though the collection remained "completely outside philosophy,
science and the higher literature"). Dickens' reading,

Collins complains, "in theology, history and other disciplines
was equally scrappy'" and that "as an editor he was lively and
conscientious, but intellectually banal" (Ibid, p. 21). The
biographer, Johnson, further notes that on his visit to Italy,

Dickens' reaction to the art there was one of "crude honesty"

and that "he lumped artists of very different degrees of merit

*F., R, Leavis in his chapter on Little Dorrit in Dickens the
Novelist disagrees without even minimal supporting evidence
saying that: "EDickens] read immensely, with the intelligence
of genius ..." (ed. cit., p. 214) and thus going further than
the partisan Forster who rated him as being only "up to the
average of well read men" (see above), the biographer that
the Leavises themselves state they prefer (ibid., pp. ix - x).
However strange it may seem, or how out of character for one
of the very greatest of English novelists, the insuperable
fact remains that Dickens did prefer to spend his time acting
in melodramas rather than Hamlet, and reading his own work to

enthusiastic crowds, rather than engrossing himself in the
works of Milton or Dryden.
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together, and seldom said anything to suggest that he looked

on painting with the eyes of an artist".* Further, Nicholas

Bentley, remarking on the obviously inferior work of his

later illustrators in comparison with that of Cruikshank and

"Phiz", concludes that the fact that Dickens "accepted such,

apparently without remonstrance or criticism does, however,

reflect something of his innate philistinism."%

Finally, even Dickens' conversation hardly seems to be

of the level that might be expected of one of the greatest

English novelists; George Augustus Sala reports that:

"What he liked to talk about was the latest new pilece
at the theatres, the latest exciting trial or police case,
the latest social craze or social swindle, and especially
the latest murder and newest thing in ghosts ..."

(Things I have seen, I, 76)

Though most attempts at unravelling Dickens' ideas
are undeniably made much more tentative by evidence such as
this, there is a certain compensation in the fact that the
effect of the little that Dickens did read, especially the
gighteenth century novels from his father's library, seems

to have remained permanent and decisive.ﬁ Dickens as

*Charles Dickens His Tragedy and Triumph I 56Z2.

%"Dickensand his Illustrators" in Charles Dickens 1812 - 1870
‘A Centenary Volume ed. Tomlin, London, 1969.
éNot only was this literature important, but so also was the
obviously related eighteenth century graphic tredition,
.exemplified by Hogarth, Rowlandson and Gillray. Some of the
possible ramifications ol Dickens' interest in this area have
been documented and summrised by J. D. Hunt; "Dickens and
the traditions of graphic satire" in Encounters, Essays on
literature and the visual arts, ed. J. D. Hunt, Studio Vista,

1971. The relationship between the writers we are concerned

with here in this thesis, and the graphic caricaturists will
be returned to later.
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David Copperfield, for example, continues his description of

the books in that "library" by observing that:

"They kept alive my fancy, and my hope of something
beyond that place and time - they, and the Arabjian Nights
and the Tales of the Genii - and did me no harm ...

I have been Tom Jones (a child's Tom Jones, a harmless
creature) for a week together. I have sustained my own
idea of Roderick Random for a month at a stretch, I verily
believe. I had a greedy relish for a few volumes of Voyages
and Travels - I forget what, now -~ that were on those
shelves; and for days and days I can remember to have gone
about my region of our house, armed with the centre-piece
out of an old set of boot-trees -~ the perfect realisation
of Captain Somebody of the Royal British Navy".

(Copperfield, p. 56)

This is the only occasion in the largely autobiographic

novel David Copperfield that literature is shown to have any

effect on its eponymous hero, and by inference, its author.

The paradoxical conclusion that must be reached is, then,

that most literature meant very little to one of its greatest

Eexponents. Rather, reading, though not cherished Ior its

powers of intellectual stimulation and nourishment, was in a
‘sense more fundamentally loved because of i1ts ability to
‘vitalise the imagination; the important point was that
:"They'[books] kept alive my fancy". Literature, as far as
Lbickené was concerned, was just one way of making mundane
reality exciting, of transforming a piece of wood into a sword
;éqd a boy into a Captain Somebody. It is also a way of

training the imagination to heightened perception so that

the dullest stimulous provokes the most colourful response -

el AL

‘and this clearly was one of Dickens' most dazzling abilities.

We find, for example, that the sight of old clothing hanging

in the Window of a second-hand clothes-emporium is enough to *

fire his imagination:
)

alia et et o S Bt i e
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"We love to walk among these extensive groves of the
illustrious dead, and to indulge in the speculations to which
they give rise; now fitting a deceased coat, then a dead
pair of trousers, and anon the mortal remains of a gaudy
waistcoat, upon some being of our own conjuring up, and
endeavouring, from the shape and fashion of the garment
itself, to bring its former owner before our mind's eye.

We have gone on speculating in this way, until whole rows of
coats have started from their pegs, and buttoned up, of their
own accord,round the waists of imaginary wearers; lines

of trousers have Jjumped down to meet them; waigstcoats have
almost burst with anxiety to put themselves on; and half an
acre of shoes have suddenly found feet to fit them, and gone
stumping down the street with a noise which has fairly
awakened us from our pleasant reverie."

(Sketches by Boz, "Meditations in Monmouth Street", p.75)

Edgar Johnson (op. cit., I, 113) draws attention to this
sketch in particular and says of The Sketches as a whole - .
"time and time again ... we see Dickens' 1imagination in the
very act of taking fire and rising into a realm far above
that of the mere factual reporting or even shrewd satire,
though it be the most commonplace experience that provides
the spark."

For Dickens then, literature too was only a similar
"commonplace éxperience",having the same potential power of
magicing a gun from the'centre-piece out of a set of boot

trees, Jjust as the sight of old clothes have in conjuring

up people:

"We could imagine that coat - imagine! We could see
it; we had seen it a hundred times sauntering in company
with three or four other coats of the same cut, about some
place of profligate resort at night. We dressed, from the
same shop-window 1in an instant, half a dozen boys of from

fifteen to twenty; and putting cigars into their mouths,
and their hands 1n thelir pockets, watched them as they

sauntered down the street and lingered at the corner.”

. -~ (Ibid., p. 77)
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The point here is that the imaginative eye possessses
a metamorphic quality that is fed by the understanding of
literature because it conjures images, by using words, as
brilliahtly as here coats conjure up people in Dickens’
mind. This is effectively the first way in which we can
link Carroll's work and Dickens', for the last page of

Alice's Adventures in Wonderland, for example, emphasises

how Alice's sister, after listening to the evocative story

of adventures in wonderland, retains the Dickensian ability

to transform the commonplace into the phenomenal:

"fAlice's sister] sat on, with closed eyes, and half
believed herself in Wonderland, though she knew she had but
to open them again, and all would change to dull reality -
the grass would be only rustling in the wind, and the pool
rippling to the waving of the reeds - the rattling tea-cups
would change to tinkling sheep bells, and the Queen's shrill
cries to the voice of the shepherd boy - and the sneeze of
the baby, the shriek of the Gryphon, and all the other queer
noises, would change (she knew) to the confused clamour of
the busy farm-yard - while the lowing of the cattle in the
distance would take the place of the Mock Turtle's heavy

sobs."

(AAIW, pp. 163 - 4)

The double inference here is clear; that literature of
a certain kind can release the imagination from dullness not
merely to fantasy but to a new vision of reality, and that
the adult sister can learn a good deal from the younger Alicse,
who has Jjourneyed into the land of wonder and ‘imagination.
This last point also is one that Dickens himself made: he,
like Carroll, maintaining throughout his life a special
reverence for childhood and its world primarily because of

the vicissitudes of that period of his own life. For as
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Stone observes, the result of his enforced labour in the

infamous blacking warehouse was that:

"He never forgot ... that imagination was an anodyne
for servitude and suffering ... In a time of disorder and
neglect, he had been saved (or so he felt) by reading and
imagination. Imagination, he now insisted could help
others."

(The Uncollected Writings of Charles Dickens B
Household Words. Lane, 1969, I,  34) 1

Though perhaps over-simplified, this seems near the

truth. Certainly there seems to have been a very abrupt

halt to the child-Dickens' happiness by this short but brutal

interlude in his existence which he continued to remember

with anguish as an adult:

. "The deep remembrance of the sense I had of being
utterly neglected and hopeless -~ of the shame I felt in

ny position - of the misery it was to my young heart to
believe that, day by day, what I had learned and thought

and delighted in, and raised my fancy and my emulation up by,
was passing away from me never to be brought back any more -
cannot be written ..."

: (Autobiographic fragment in Forster's Life I)

Once restored from poverty back into the civilisation
and comparative safety of a more solvent home, these things
that he says he "learned and thought and delighted in, and
raised my fancy and my emulation up by ..." seem to have

become emblematic of the paradise that he remembered so

fondly, and so never, he felt, quite lost. Sentimentally,

then, he viewed his early childhood as a very special period

}

!

of his 1life to be cherished and idealised. Thus in 1
David Copperfield the words that Dickens gives David, are

b
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reiterated by Forster, in his Life,as being "simply and

unaffectedly true of Charles Dickens" (I, 2):

"If it should appear from anything I may set down in
this narrative that I was a child of close observation; or
that as a man 1 have a strong memory of my childhood, I
undoubtedly lay claim to both of these characteristics".

"Il .

Similarly, in a Household Words article Where we

Stopped Growing (1.1.1853), for example, he admits that:

",.. we, the writer, having been conscious of [nostalgia
for our childhood] the other night - for, at this present
season most of us are much in childish company, and we
among the rest - were led to consider whether there were
any things as to which this individual we actually did stop
growing when we were a child. We had a fear that the list
would be very short; but on writing it out as follows,
were glad to find it longer than we had expected.

We have never grown the thousandth part of an inch out
of Robinson Crusoe. He fits us Jjust as well, and exactly
the same way, as when we were among the smallest of the
small., We have never grown out of his parrot, or his dog,
or his fowling-piece, or the horrible old staring goat he

came upon in the cave, or his rusty money, or his cap, or
his umbrella. There has been no change in the manufacture

-of telescopes, since that blessed ship's spy-glass was made.
[ ... ] Never sail we, idle, in a little boat and hear the

rippling water at the prow, and look upon the land, but we
know that our boat-growth stopped forever, when Robinson

. Crusoe sailed round the Island ...

Our growth stopped, when the great Haroun Alrachid

spelt his name so ... when the Sultan of the Indies was a

o
Pl

mighty personage, to be approached respectfully even on

the stage; and when the dazzling wonders of those many
nights held far too high a place in the imagination to be
burlesqued and parodied. When Blue Beard came over
mountains ... when Don Quixote might have been right after
all ... when Gil Blas had a heart ... and when it was a
wonderful accident that the end of that interesting story
in the Sentimental Journey ... was not to be found in our
edition though we looked for it a thousand times ..."

This significant article ends with a plea that is not - -
only Dickens', but is also a keynote for many other Victorians,

especially Carroll, as we shall see:
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"If we can only preserve ourselves from growing up, we
shall never grow old, and the young may love us to the last.
Not to be too wise, not to be too stately, not to be too
rough with innocent fancies, or to treat them with too much
+ lightness -~ which 1s as bad - are points to be remembered

that may do us all good in our years to come ..."

The key word here is "fancies"; the key phrase is "if
we can only preserve ourselves from growing up". The former
is stressed, for example, by Dickens' introduction to the

Uncommercial Traveller which amounts to a policy statement

for all his work. "Figuratively speaking I travel for the
great house of Human Interest Brothers, and have a rather

large connection in the fancy goods way" (or goods of fancy).

The latter is a quality of mind that Dickens seems to have

been especially adept in preserving:

"T never was in Robinson Crusoe's Island, yet I

frequently return there ... [in my imagination]. I was
never in the robbers' cave, where Gil Blas lived, but I

often go back there and find the trap-door Jjust as heavy
to raise as it used to be, while that wicked o0ld disabled

Black lies everlastingly cursing in bed. I was never in
Don Quixote's study when he read his books of chivalry ...
yet-you couldn't move a book in it without my knowledgs,

or with my consent ... So with Damascus, and Bagdad, and
Brobdingnag and Lilliput, and Laputa, and the Nile and
Abyssinia and the Ganges, and the North Pole, and many
hundreds of places - I was never at them yet it is an affair

of my life to keep them intact, and I am always going back
to them".

.. . (Uncommercial Traveller "Nurse's Stories" pp. 148 - 150)

Apart from what he read in Dickens' work, Carroll also
had his own acute sense of nostalgia for his childhood, as is
witnessed not only by his cultivation of legions of adored
(and adoring) child friends, but also by such sentimental poems

as, for example, Solitude, surprisingly written in 1853 (i.e.

when he was only 21!):
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... "'Ye golden hours of Life's young spring,
Of innocence, of love and truth!
Bright, beyond all imagining,
Thou fairy-dream of youth!

I'd give all wealth that years have piled,
The slow result of Life's decay,

To be once more a little child

For one bright summer day."

(N, p. 959)

Dickens was not usually so mawkish as this (and nor was
Carroll) but he was well aware of the provinces of the world
of childhood that were threatened by the especially hard

Victorian adult world; for his respect for childhood was

i.*

1ﬁotimerely sentimental nostalgia but actually had a quite

practical tone informed by his own experience as a child:

"We may assume that we are not singular in entertaining
a very great tenderness for the fairy literature of our
childhood ... It has greatly helped to keep us, in some
sense, ever young, by preserving through our worldly ways
one slender track not overgrown with weeds where we may

walk with children, sharing their delights.
.. In a utilitarian age, of all other times, it is a

‘métter of grave importance that Fai Tales should be

respected. Our English red tape is too magnificently red
ever to be employed in the tying up of such trifles, but
everyone who has considered the subject knows full well that
a nation without fancy, without some romance, never did,
never can, never will, hold a great place under the sun.

[It is therefore] ... doubly important that the little
books, nurseries of fancy as they are, should be preserved."

(Household Words 1.10.1853 [my underlining])

»

This is not merely an isolated example of Dickens' ideas on

fhg subject - even as early as the 1830's he was satirising

those who could not value the good effects that fairy tales

could have on children through their appeal to the

imagination. Hls brief time with Bentley's Miscellany,
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for example’(whichhe edited) produced $he one of his first,
and admittedly heavy handed, swipes against Science and 1its

ill effects, in the form of "The Mudfog Association -~ for

the Advancement of Everything" (c.f. The British Association,
of course). This Association - a kind of reborn Pickwick .
Club whose personnel were however mainly Bad instead of Good -
"only lived for two chapters (or "reports") because Dickens

left Bentley; it did, however, enable its young author to

pinpoint one preoccupation that was to last throughout his
career: the value of the fairy tale. This, though perhaps

overlaboured, is well worth quoting in full:

Section C - Statistics

President - Mr. Wooden Sconce
Vice Presidents - Mr. Ledbrain and Mr. Timbered

"Mr, Slug stated to the Section the result of some
calculations he had made with great difficulty and labour,
regarding the state of infant education among the middle
classes of London. He found that, within a circle of
three miles from the Elephant and Castle, the followlng
were the names and numbers of childrens' books principally
- in circulation:

"Jack the Giant Killer . . . « . . . . . 7,945
Ditto and Bean Stalk . . . . . . . . . 8,621
Ditto and Eleven Brothers . . . . . . . 2,845
Ditto and Jill . « ¢ ¢ « « « o o o o« o 1,998

Total 21,407

"He found that the proportion of Robinson Crusoes to
Philip Quarlls was as four and a half to one; and that
the preponderance of Valentine and Orsons over Goody Two
Shoes was as three and an eighth of the former to half a
one of the latter; a comparison of Seven Champions with
Simple Simons gave the same result. One child, on being
asked whether he would rather be Saint George of England
~or a respectable tallow-chandler, instantly replied,

"maint George of Ingling". Another ... was found to be
firmly impressed with a belief in the existence of dragons,
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and openly stated that it was his intention when he grew up,
to rush forth sword in hand for the deliverance of captive
princesses, and the promiscuous slaughter of giants. Not
one child among the number interrogated had ever heard of
Mungo Park -~ some lnquiring whether he was at all connected
with the black man that swept the crossing; and others
whether he was in any way related to the Regent's Park.

They had not the slightest conception of the commonest
principles of mathematics, and considered Sindbad the

Sailor the most enterprising voyager that the world had

ever produced.

"A MEMBER strongly deprecating the use of all the other
books mentioned suggested that Jack and Jill might perhaps
be exempted from the general censure, inasmuch as the hero

and heroine, in the very outset of the tale, were depicted
as going up a hill to fetch a pail of water, which was a

laborious and useful occupation - supposing the family linen
was being washed, for lnstance.

| "MR, SLUG feared that the moral effect of this passage
was more than counterbalanced by another in a subsequent
part of the poem, in which the very gross allusion was

made to the mode in which the heroine was personally

chastised by her mother:

"1 For laughing at Jack's disaster;'

besides, the whole work had this one great fault, 1t was
‘not true.

- -

WPTHE FPRESIDENT complimented the honourable member on

the excellent distinction he had drawn. Several other
members, too, dwelt upon the immense and urgent necessity

of storing the minds of children with nothing but facts and
‘figures; which process the President very forcibly remarked,

had made them (the Section) the men they were."

(Sketches by Boz, pp. 640 — 641)

This piece, early though it is (it anticipates Gradgrind
by about seventeen years), makes virtually a manifesto for
‘'the need for wonderland in that it emphasises the need for
infant make-believe, mocks the merely learned and their h
societies and ridicules those who would try to displace the
natural inclination towards fantasy with hard fact and

didacticism.  Moreover, as Gillian Avery makes clear in her



definitive history of childrens' 1iterature,-Nineteeﬁfh

Century Children (Hodder and Stoughton, 1965)1Dickens was
not fighting a paper tiger, despite the 1iéht_tone of the
/

piece: for traditional fairy stories .and tales of fantasy

were being replaced by didactic volumes from humourless

do-gooders of the kind that Mr. Slug and his friends would

have heartily approved:

"[by ¢.1800] the English child was provided with at
least three classics which were to be the foundation stones
of the nursery library for the next hundred years. IER
Mrs. Barbauld's Evenings at Home (1792 - 6), Thomas Day's EE
Sandford and Merton (P EaLr't-'s"'I' - 11T 1783 - 9), Mrs. Trimmer's i

r Fabulous Histories, later known as The Robins (1786) ‘have It 3
survived to this day as names, but to the young Victorian
they were more than names, they were an lnevitable part of g
his upbringing; they were constantly recommended by the il ]
earlier educational theorists, and they were still being R
reprinted in the last two decades of the 19th century.

In these works we find the essence of the late Georgian
juvenile writers, their prosiness, their materialistic
values, their almost ludicrous lack of imagination, their
total repudiation of all irrational influences on the child's

nind." (p. 14).
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Moreover, there seems to have been little alternative

reading available for children born about 1840 - Mrs. Molesworth
(herself a didactic and dull writer for children) reported

— - ——
-t

that when she was young "not only had no children many books,

but everywhere children had the same! There was seldom any

use in little friends lending to each other, for it was always

the same thing over again: Lvenings at Home, Sandford and

Merton and so on."*  The work of these authors was moreover f

of an extremely low literary calibre. Percy Muir says, for

example, that Sandford and Merton is "a feat of nausea.

*Quoted by Percy Muir English Childrens Books, Batsford, 1954,
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| It is so ludicrously serious in its preposterous moralisings

that, in small doses, it makes hilarious reading" (p. 91);

that Mrs. Trimmer was "a preposterous woman" who belisved
that "children were naturally sinful creatures to be rescued

from their own satanic impulses™ (p. 87); and that Evenings

at Home was one of an "appalling list" of bad literature for
children current in the 1850s. This opinion of the

literature of the time cannot be refuted - most authorities
agreeing that the dark days in the history of childrens'
literature were between 1800 - 1550.

Dickens, then, with his father's small but select
library available to him,was lucky - others had to put up

with the effects of the opinions of small minded men such

as Richard Edgeworth (the brother of Maria Edgeworth, the

author of the famous volume The Parents' Assistant (1796))
who saw fit to make it perfectly clear in his introduction
;:o that volume that it has a specifically moral purpose -

énd that Dr. Johnson was wrong: '"Dr. Johnson says that

;Babies do not like to hear stories of babies like themselves;
fﬁat they require to have thelr imaginations raised by tales
~E:»'fgiants and fairies, and castles and enchantment.' The
fact remains to be proved, but supposing they do prefer such
tales, is this a reason why they should be indulged in
readiﬁg them?"*

As Avery observes: '"fantasy was excluded from childrens'

fi;tion.under the late Georgian regims. Fairjies ... had

long before come under an interdict ... fairies and

*cit., Avery p. 27.
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reasonableness do not mix ..." (p. 16). Even as compara-

tively far into the 19th century as 1820 there were still

writers who were perpetuating late 18th century views on

the subject. A Mrs. Sherwood, for example, in editing

The Governess, or the Little Female Academy, felt obliged to

make it clear that fantasy is a dangerous phenomena and not

to be trusted:

"Instruction when conveyed through the medium of somse
beautiful story or pleasant tale, more easily insinuates
itself into the youthful mind than anything of a drier
nature; yet the greatest care is necessary that the kind
of instruction thus conveyed should be perfectly agreeable
to the Christian dispensation. Fairy-tales therefore,
are in general an improper medium of instruction because

- it would be absurd in such tales to introduce Christian
principles or motives of action ... On this account such
tales should be very sparingly used, it being extremely
difficult, if not impossible, for the reason I have specified,
to render them really useful."*

It is important to keep 1n mind that this was the very
real background against which both Dickens and Carroll had

to struggle. The bombardment of the imaginative faculty
inherent to childhood that was rigorously maintained in the
1840s and 50s was what they both tried to counter—attack.%

*cit., Avery p. 4l.

fAnvattack by Carroll against Ihe Child's Guide to Knowledge:
Being a Collection of Useful and FPamiliar Questions and
Answers by A Lady [Mrs. R. Ward], has recently been traced -
by the bibliophile, Seumas Stewart, in Book Collecting, 1972,
pp. 128 - 9.  He compares the two Queens' interrogation of
Alice at the end of Looking Glass ("How is bread made?"

"T know that! You take some flour - ", "Where do you pick
the flower") with;Q: "Are there not many things [in the I
world] you-would like to know about?" A: "Yes, very much'. |
Q: "Pray then, what is bread made of?" A: "Flour". . |

Qs _"What 1s rlour?" A: "Wheat ground into powder by the . |
miller" etc. Other schoolroom texts that are made fun of i

include La Bagatelle (Alice's French Lesson Book, the first
chapter begimning with "Ou est ma chatte?"  Cheprellls '

Course of History (the "driest thing I know", according to
the Mouse) and, of course, the Latin Primer (declining

"A mouse - Of a mouse - to a mouse - a mouse -~ O 11101.186")'

kbl ol et o S ol Sttt i - 2 7




Dickens especially, being well aware of what he had been

able to miss at the hands of what Muir calls this "Monstrous

iRegiment" of women writers for children, satirised themn

throughout his career. In Qur Mutual Friend, for example,

CharleyHaxam's contemporaries

| "... were expected to profess themselves enthralled i
by the good child's book, the Adventures of Little I
Margery, who resided in the village cottage by the mill, I
severely reproved and morally squashed the miller when

she was five and he was fifty; divided her porridge with
singing birds; denied herself a new nankeen bonnet, on

the ground that the turnips did not wear nankeen bonnets,
neither did the sheep who ate them; who plaited straw and
delivered the dreariest orations to all comers, at all

sorts of unreasonable times. S0 unwieldy young dodgers

and hulking mudlarks were referred to the experiences of
Thomas Twopence, who, having resolved not to rob (under
circumstances of uncommon atrocity) his particular friend
‘and benefactor, of eighteen pence, presently came into
‘supernatural possession of three and sixpence, and lived

a shining light ever afterwards. (Note that the benefactor
came to no good) ...

(Our Mutual Friend, pp. 214 - 215)

There was, however, a much thinner,and to many a much

finer book,published the same year as Our Mutual Friend

4

i(;:e{ 1865) which was part of this same counter-attack and

making the same points as the Inimitable ~ though in a more

gentle and more subtle way. This was Carroll's Alice in

Wonderland* - a book that not only was very much a product

ﬁ*That Carroll was innovatory in this respect is not merely

~a modern judgement; the paper The ILady's Pictorial for
27.1.1898 (i.e. Carroll's obituary notice) said that "To
him, undoubtedly, belongs the honour of having TURNED THE
TIDE OF NURSERY LITERATURE into its present channel.

. Before Alice went to Wonderland and journeyed through the
Looking Glass all the books that were written for children

- were positively appalling in their dullness; but when Alice
came all was changed ..," o




TR ITE T T TR

40

of its time but also,in some measure at least,a product of
this side of Dickens' teaching. Here, for example, is
Carroll's satiric barb against the equivalent of “the
Adventures of Little Margery" (Alice has found the bottle
labelled "DRINK ME", and it seems to offer the only solution

to the problem of becoming small enough to enter the tiny

door in the hall, and so into the beautiful garden):

"Tt was all very well to say "Drink me", but the wise
little Alice was not going to do that in a hurry. 'No T'1l1l

look first', she said, 'and see whether its marked poison

or not': for she had read several nice little stories

about children who hadgot burnt, and eaten up by wild beasts,
and other unpleasant things, all because they would not
remember the simple rules their friends had taught them:

such as, that a red-hot poker will burn you if you hold it
- too long; and that, if you cut your finger with a knife, it
usually bleeds; and she had never forgotten that, if you
drink from a bottle marked 'poison' it is almost certain to
disagree with you, sooner or later.”

(Mi p. 31)

Gently Carroll implies here that such books are

fundamentally inadequate in wonderland. It is not surprising

that, though Dickens himself never wrote a book specifically
~f0r children (except the MS Life of Our Lord which he did

not intend for publication but only for his own children;
and the rather inept A Child's History of England - a work
of non-fiction)* nevertheless for him they had a special
piace,not only in his affections,but also in his philosophy
of'life. The best of them were above all something of an

antidote To what he considered to be the harsh contemporary

o ————

*In 1856 the publisher Thomas Tegg offered Dickens £100 for a

childrens' book which was to be called Solomon Bell the Raree

Showman which was, however, never written.
House and Storey, I. 163).

See Letters,
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poison of a diet of hard facts served up by the industrial
revolution. They were also a vital method by which

imaginative perception could be nurtured. Typical of

Dickens' enthusiasm in this respect is the following letter

to Angela Burdett-Coutts:

"It would be a great thing for all of us, if more who
are powerfully concerned with education thought as you do,
of the imaginative faculty. Precisely what you say in
your note is always in my mind in that connexion. The
three best houses for childrens' books are Arthur Hall,
Paternoster Row - Grant and Griffiths, Saint Paul's
Church Yard - Darton and Co., Holborn Hill. Tegg of
Cheapside, also published a charming collection of stories,
called the Child's Fairy Library - in which I had great

delight on the voyage to America."
(Letters from Charles Dickens to Angela Burdett-Coutts,
For Dickens this kind of value which he placed on the
fairy-tale was not a pose or merely theoretical; he read and
cherished them. It is hardly surprising that this also

drew him towards friendship with Hans Christian Andersen -

and indeed sustained it for a time, despite obvious tempera-

ﬁental.differences between them. As Elias Bredsdorff has

Hshown.infhis Hans Andersen and Charles Dickens: a friendship

énd its ‘dissolution (Heffer, Cambridge, 1956), their

r

relationship was not without its difficulties, though it
drz';.d manage to come to a climax with Andersen staying with
Dickens and his family for five weeks (which was three weeks
too long apparently) in 1857. But before this visit, and
indeed what prompted it, Dickens knew and admired Andersen's

ﬁork,as Bredsdorff shows:
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"T+t is certain that Dickens admired Andersen the writer
before he met Andersen the man, and that his admiration was
just as sincere as that of Andersen for Dickens. Before

they met Dickens had in any case read the Improvisatore,
A Poet's Bazaar and some of the fairy tales. When he met

Andersen for the first time, he mentioned particularly

The Little Mermaid, which he knew from Lady Duff Gordon's
translation in Bentley's Miscellany in 1l846. 'My father
thought very highly of his literary work', wrote Dickens'
son, Sir Henry Dickens, about Hans Andersen in his memoirs"”.

(ibid. p. 15)

Though after Andersen's stay Dickens does not seem to

have written other than twice to Andersen again, he was full

‘of enthusiasm before it and, for example, travelled to London

especially to meet him in 1847* and made him a present of

his complete works (12 volumes then) which he inscribed as

1 %

being from a "friend and mdnirer”. In letters to Andersen
at this time he sent the "love of your true and admiring

ffiend"ﬁand by July 1856 he was enthusiastically writing to

press him to come and stay:

"And you, my friend - when are you coming again?
Nine years ... have flown away, since you were among us.
Tn these nine years you have not faded out of the hearts
of the English people, but you have become even better
krnown and more beloved, than when you saw them for the
first time. When Aladdin shall have come out of those
caves of science to run a triumphant course on earth and
make us all the wiser and better - as 1 know you will -
you ought to come for another visit. Iou ought to come
to me, for example, and stay in my houss. We would all
do our best to make you happy «.."

(cit. ibid. p. 40).

xibid. pp. 20 - 2l.
#ibid. pp. 22 - 23.
'éibid. p. 30.
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Bredsdorff detects a patronising tone here, but certainly
Andersen missed it and took Dickens up on his offer. Though
things did not go very well, they also did not always go badly
during his stay, and,despite the sometimes miserable tone of
- a few of his diary entries, there is the occasional one that
illuminates the area of their mutual interest:

"Friday 19th June, 1857. Dickens came home, and we

spoke much together of Danish folk legends; 1t was hard
for me to express myself.

(cit. ibid. p. 59)
As Bredsdorff records however:

. "As for Dickens himself, despite his pressing invitation,
his acclamation of the Dane's genius, and his untiring

exertions to make the visit an enjoyable one, he could not -
after his guest's departure - resist the temptation of
writing on a card which he stuck up over the dressing-table

mirror:

'Hans Andersen slept in this room for five weeks -
which seemed to the family AGES!'™"

(p. 115)

What had obviously happened was that Andersen was less
interesting to Dickens than his writing which, at its best,
was exactly the kind of literature that he himself cherished.
Again and again this was the subject of his virtual propaganda

'wéeklies, Household Words and All the Year Round, and especially

during the 1850s and 60s (i.e. in the years just before Alice)

his championship of the course of fancy and fairy tales was
at its height,and he energetically hit out against those who

denied_their value or who tampered with them (see "Frauds on

!

the Fairies" Household Words 1.10.1853). An even more lengthy




campaign was carried out in another article* in Household Words

two years later (in 1855):

"There is in all literature nothing that can be
produced which shall represent the essential spirit of a
man or of a people so completely as a legend or a fairy-tale.
The wild freaks of fancy reveal more of the real inner life
of man than the well-trimmed ideas of the Jjudicious thinker.
The inventor is completely off his guard when he has set
his fancy loose to play among impossibilities; but when he
sports with the affairs of life by twisting them into odd
forms, gives unrestrained licence to his ingenuity, for the
invention of any conceivable picture of what seems to him
to be the most beautiiul and desirable, or the reverse;
his unstudied dealing with ideal things shows all that is
most unalterable and essential in his own mind, or the
minds of those whom his inventions are designed to pleass.
Everybody knows that fairy-tales and other compositions
of that kind represent the spirit of the age and nation
out of which they spring; there are few who trouble them-
selves to consider why, or to how great a degree that 1is the
case, or to reflect upon the use that might be made of this

fact in the education of children.

The fancy of a child is - for the first six or seven

years at least of childhood - by a great deal the broadest

channel through which knowledge and wisdom can be poured
into the mind. The flower comes before the fruit, in man

as in the tree; and in each case the fruit is developed
from the flower. To clip fancy in youth for the sake of
getting more wisdom from age, is about as wise a scheme of
mental culture, as it would be wise in agriculture to pick
off the leaves of apple blossom in the spring, for the sake

of getting monster apples in the autumn.”

("The School of the Fairies™, Household Words
June 30th 1855) "

*Though this essay was ostensibly by Henry Morely it has an
unnistakeable Dickens flavour. Moreover it was a "leader" -
which was where Dickens' own writing usually appeared and/or
implies that it was closely scrutinised and probably
corrected by him, It would certainly have had his positive
approval.  (See Stone, Uncollected Writings of ... Dickens,
p. 36 ff). Similar ideas as are voiced here are also the
theme behind a rather poor poem that appeared five years
later (August 4th 1860§ in All the Year Round called "Fairy

Lore" which, though this clearly has nothing of Dickens in it,

is interesting 1n that it is another instance of the approved
party line being faithfully followed.
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Later, near the end of the same article, this aspect of

the Dickensian ideology is defined in a statement that 1s not fg

only important in itself but especially significant in the i

&
light of his own novels where it was more skillfully presented. “
This again stresses one of the important focal points of
attention significantly current in the decade before Carroll

~ had written Alice,and indicates one of 1ts purposes:

"Let the child, familiar not with [one type of fairy
story] alone, find liveliness and grace in other circles,

and in energy and massive strength. With the whole play-
sround of fancy open to him, let him exercise all faculties,

and so acquire perfect agility of mind. My underlining

Agility of mind, as an ideal, was not however the

easiest quality to recommend to the Victorians, and Dickens

himself recognised that "Fancy" was a "frail bark ... on the

angry main."* Moreover his ideals of freedom and mental
agility were intrinsically unattractive to the era that knew,
and enforced, the meaning of "Above stairs” and "Below stairs".
Dickens, no doubt aware of the difficulties of hls message,
more usually aimed it towards those who might be more
receptive - that 1s towards the younger generation. In ths

following speech, for example, that he delivered to the

"playground and General Recreation Society" on lst June 1858,

ﬁe quite clearly dismisses as beyond redemption a large body
of public opinion (the "majestic minds") and concentrates on
the needs of those upon whom some impression can still be

made (the children):

*Prologue to Wilkie Collins' The Lighthouss. i
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"... I begin with children, because we all began as
children, and I confine myself to children tonight because
the child is the father of the man. oome majestic minds
out of doors may, for anything I know, and certainly for
anything I care, consider it a very humdrum and low
procesding to stop, in a country full of steam-engines,
power looms, big ships, monster motors, and great-guns of
all sorts, to consider where the children are to play.
Nevertheless, I know that the gquestion 1s a very kind one,
and a very necessary one [hear, hear]. The surgeon and
the recruiting sergeant will tell you with great emphasis
that the childrens!'! play is of immense importance to a
comnunity in the development of bodies; the clergyman,
the schoolmaster, and the moral phllosopher, in all degrees,
will tell you with no less emphasis, that the childrens’
play is of great importance to a community in the development
of minds. I venture to assert that there can be no physical
health without play; and there can be no efficient and
satisfactory work without play. [Hear, hear]. A country
full of dismal little old men and women who had never played
would be in a mighty bad way indeed ...".

(The Speeches of Charles Dickens, ed. Fielding, Oxfard
1960, p. 272).

Dickens is simplifying and exaggerating here in order
to make his rhetorical point, but he is also defining one of
ﬁisimajor premises - that the new capitalist-industrial
Wéfldl was lowering the quality of life by ignoring its
ch:l.ldren or by educating them badly, if at all and this was
'most often the result of the restrictive vision of the
ﬁrbfit-and—loss world of materialism - which, as Wilde was
léter to put it, knew "the price of everything and the value
of nothing." Most of all, this world respected factual
définition; Dickens'’ moéf sustailned and heated protest
aéainst such coldness was, of course, Hard Times,

Hard Times appeared in 1854 and,in a sense, synthesises
all Didkens' scattered references and ideas about the fairy
tale,ﬁ'fancy and 'play' that have been looked at in this

chapter, and presents them with more sustained force and

Sy e oy e
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conviction than ever before. The indignation that he felt
did not allow for much subtlety in making his point, but
his satire was as energetically fashioned as that in a
Gillray cartoon. Thus the government officer who appears
in the opening pages of the book is nothing more than an

inhuman mouthpiece, advocating the glories of an inHuman

world:

"You are to be in all things regulated and governed ...
by fact. We hope to have, before long, a board of fact,
composed of commissioners of fact, who will force the people
to be a people of fact, and of nothing but fact. You nmust
discard the word Fancy altogether. You have nothing to do

with it.™"
(Hard Times, p. 7)

1 },I"'t

Seeing a man wholly in terms of a factual machine 1s
5apd1y subtle but, for the sake of total clarity, subtlety
ieldeliberately scorned in this novel. Yet, as we have
elready noted, the parallel with Gillray is not random, and
chkens even personally owned the magnificent volume of
Celebrated Caricatures ("comprising the best Political and
JHumorous Satires of the Relgn of George III 1779 - 1810")
ane it1is in Hard Times that the effect of that volume is
.eeet‘substantially registered. Firstly, Dickens' novel,
like fhe-certoons, is totally committed to a single point of
critic?sm of society (his condemnation is, as has been noted
before, always more diffuse elsewhere, and invariably laced
'Wlth humour, in Hard Timeg, as Chesterton with some truth

pointed out, Dickens, though writing about happiness,"forgot

to be happy"). Secondly, such humour as there is in

Hard Times is, like Gillray's, of an almost Juvenalian kind
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in its harsh wildness. Despite this (and because of it) as
Ruskin observed, "The essential value and truth of Dickens?
writings have been unwisely lost sight of by many thoughtful
persons merely because he presents his truth with some colour
of caricature. Unwisely, because Dickens' caricature,
though often gross, is never mistaken., Allowing for his
manner of telling them, the things he tells us are always
true, "* Ruskin's "always" here is perhaps over-emphatic,
but his understanding of the reasons for the neglect of
Dickens by "thoughtful persons" seems essentially accurate -
caricatures have always seemed too informal and too playful
to achieve the status of "fine art". Yet Poe, who got on
well with Dickens when they met in America, was one of the
carliest to defend this element in Dickens' writing as being an
effective weapon in the illusionist's armoury:

"We have heard some of [ the characters] called
caricatures - but the charge is grossly ill-founded. No
critical principle is more firmly based in reason than that
a certain amount of exaggeration is essential to the proper
depicting of truth itself. We do not paint an object to
be true, but to appear true to the beholder. Were we to
copy nature with accuracy, the object copied would seem
unnatural. The columns of the Greek temples, which convey

the idea of absolute proportion, are very considerably
thicker just beneath the capital than at the base.™

. (The Dickens Critics, Ford and Lane eds. Cornell U.P.,

N.Y., 1961, p. 22)

Poe was specifically writing about The 0ld Curiosity
Shop (i.e. well before Hard Times appeared) yet his words |
seem especially applicable to Hard Times and, incidentally,

*Cornhill Magazine II (1860), 159.
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tones, are aimed towards the championship of the same kind

of freedom, and Hard Times, especially, was written

specifically as a coherent whole to persuade rather than

record individuals, or entertain. (It was significaﬁtiy

issued plain and unillustrated and, after it had appeared in
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the weekly Household Words, it was published as a single-

volume five shilling novel). Such a purpose makes Hard -

Times unique both 1in its particular strengths and weaknesses.

For it uses more consistently the machinery of caricature
than Dickens' other work, so that people are symbols or
éﬁblems rather than anything else. Hence the government
inspector says his piece and disappears from the ﬁovel, and
Sléary and the Circus are not much more than an antidote to
the School and Coketown. The final chapter of the novel is

also little more than a summary rather than an ending and

readily forgotten by the reader - the resolution, as far as

Diékens*was concerned, was to be a philosophic one rather than

"

that of the history of his dramatis personae. Within this

Scheme of writing, moreover, Dickens' own voice legitimately

intrudes and comments, leavingnothing to the reader to

interpret (or ironically, imagine) for himself:

'I'.'-.l_'.——'|-|'--._— - e s kil bt o g
nlller

"If he [M'Choakumchild] had only learnt a little less,
how infinitely better he might have taught much more!

- . e
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He went to work in this preparatory lesson, not unlike

Mofgiana in the Forty Thieves: 1looking into all the vessels
ranged beifore him, one after another, to see what they
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contained. Say, good M'Choakumchild. When from thy \
boiling store, thou shalt fill each Jar brim full by-and-by, -
; dost thou think that thou wilt always kill outright the
i robber Fancy lurking within - or sometimes only maim and

distort him!'",

.. (Hard Times, p. 8)

Explicit as this is, it is also a highly imaginative

piece of rhetoric and, by example, exactly displays the

' fancy' that Gradgrindery is determined to destroy and

replace by fact. The simile here is significant too in

L LE

that it deliberately invokes a type of literature that would

be tabooed in Coketown -~ a literature that, as has been seen

earlier, was especially cherished by Dickens as the

inspiration to 'fancy’. Accordingly, one of the bitterest

moments in the novel is the description of the Gradgrind

children's education:

.. "No little Gradgrind had ever seen a face in the moon;
it was up in the moon before it could speak distinctly.
No little Gradgrind had ever learnt the silly jingle, Twinkle,
Twinkle, little star; how I wonder what you are! No little
Gradgrind had ever known wonder on the subject, each little
Gradgrind having at five years old dissected the Great Bear
like a Professor Owen, and driven Charles' Wain like a
locomotive engine-driver., No little Gradgrind had ever
associated a cow in field with that famous cow with the
crumpled horn who tossed the dog who worried the cat who
killed the rat who ate the malt, or with that yet more famous
cow who swallowed Tom Thumb: it had never heard of those
celebrities, and had only been introduced to a cow as a
graminivorous runinating quadruped with several stomachs,"

(Hard Times, p. 9)

We are told that Sissy, on the other hand of courss,

used to read to her father "about the Fairies ... and the

Dwarf, and the Hunchback, and the Genies"* - literature

+Ibid. p. 48.
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that she 1is later taught is virtually wicked. But,*as she

explains to Louilsa:

"'T used to read [to him] to cheer his courage, and
he was very fond of that. They were wrong books - I am

never to speak of them here - but we didn't know there was

any harm in them'.

J 'And he liked them?' said Louisa, with a searching
gaze on Sissy all this time.

'Oh very much! They kept him, many times from.what

did him real harm. And often and often of a night, he

used to forget all his troubles in'wondering'whether the
Sultan would let the lady go on with the story or would

have her head cut off before it was finished.'"

(Ibid. p. 59)

Dickens 1s here yet again insisting that recreation
and amusement are necessities rather than luxuries in a
hard world. In her first confrontation with her father,

Louisa, influenced by Sissy, asks him the questions that

Dickens effectively asks all parents on behalf of their
children:

"What do I know father ... of tastes and fancies;
of aspirations and affections; of all that part of my

nature in which such light things‘might have been nourished?
What escape have I had from problems that could be demonstrated
and realities that could be grasped?.... The baby-preferencs
that even I have heard of as common among children, has never
had its innocent resting—place in my breast. You.have been

so careful of me that ‘I never had a child's heart. You

have: trained me so well, that I never dreamed a child's drean.
You have dealt so w1sely'with.me, father, from my cradle, to

this hour, that I never had a child's belief or & child's
fear- “. )

(Ibid. pp. 101 - 102) .

.

_Dickens' indictment here is clear: what he is saying

is that for his socliety as he sees it rationalism has gone
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too far; schematization and rules, in seeking to measure
life, have become instruments of repression and inhibition.
Like Blake before him, (whose "One law for the Lion and Ox

is Oppression" might be-the epigraph to Hard Times) Dickens,
having had little formal education, could readily see the
dangers in it - and especially in the often primitive |
education of Victorian England. Dickens was unlike Blake,
however, in that, especially when fired with conviction, far
frombeing aphoristic when saying something important, he

was always in danger of becoming laboured and sermonizing.
This, almost more than anything alse in Hard Times (even
including the unbearable Stephen Blackpool) is the major

fiaw of the novel - and surely keeps it from being the master-
piece that Leavis takes it for. Here, for example, is the

moment when Loulsa returns to her father's house when her

mother is dying - and Dickens breaks into a kind of passionate

blank verse:

. "Neither, as she approached her old home now, did any of
the best influences of old home descend upon her. The dreams
of childhood - its airy fables; 4its graceful, beautiful,
humane, impossible adornments of the world beyond: so good

“to be believed in once, so good to be remembered when outgrown,
for then the least among them rises to the stature of a great
Charity in the heart, suffering little children to come into
the midst of it, and to keep with their pure hands a garden
in the stony ways of this world, wherein it were bettser for
all the children of Adam that they should oftener sun them-
selves, simple and trustful, and not worldly-wise - what had
she to do with these? Remembrances of how she had journeyed
to the little that she knew, by the enchanted roads of what
she and millions of innocent creatures had hoped and
imagined; of how, first coming upon Reason through the
tender light of Fancy, she had seen it a beneficent god,
deferring to gods as great as itself: not a grim Idol,
cruel and cold, with its victims bound hand to foot, and
its big dumb shape set up with a sightless stare, never to be
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moved by anything but so many calculated tons of leverage -
what had she To do with these? Her remembrances of homne
and childhood were remembrances of the drying up of every
spring and fountaln in her young heart as it gushed out.
The golden waters were not there. They were flowing for
the fertilization of the land where grapes are gathered
from thorns, and figs from thistles.™

(Ibid. pp. 196 - 197)

Monumentally earnest and over-emphatic as this passage

is, its success 1s to be found in the passion with which it *
is written,which is implicitly its real message - for it is ’

exactly this that Gradgrindery seeks to annihilate. In a

strange way also, even the energetic awkwardness which is ,
‘ P
often found in the writing in many parts of the novel, is i

thus part of the point. For measured precision is the

stock-in-trade of the coldly correct Coketown,and Dickens'’ |
contrasting energetic enthusiasm is, in itself, refreshing !

and vitalising. Indeed he himself says of Gradgrind that |

"his character ... might have been a very kind one indeed,
if he had only made some round mistake in the arithmetic
that balanced it, years ago" (Ibid. p. 27) and, in this

A

significant as the positives.

 Aside from this unwitting display (Dickens after all
was not being deliberately awkward) the strength of Hard

Timesﬁlies, of course, in the way in which it is squarely

on the side of mystery, imagination and freedom in its

sense, the mistakes and negatives of the novel are as 1
reaction against the scientific "explanations"™ and the

- joyless sobriety of the voice of the officialdculture:
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"So many hundred Hands in this Mill; so many hundred
horse steam Power. It 1s known, to the force of a single
pound weight, what the engine will do; but, not all the
calculators of the National Debt can tell me the capacity
for good or evil, for love or hatred, for patriotism or
discontent, for the decomposition of virtue into vice, or
the reverse, at any single moment in the soul of one of
these its quiet servants, with the composed faces and the

regulated actions. There is no mystery in it; +there is
an unfathomable mystery in the meanest of them, for ever - ".

(Ibid. p. 69)

The insistence on this mysteriously spiritual life

- that is uniquely different and unfathomable for each
individual, is what makes Hard Times such an important

work with such large implications for Victorian writers to
take heed of. Yet it is clearly true that there are times

when it makes its points against the calculators badly and

cfudely:

- "tThen Mr. M'Choakumchild said he would try me once
more. And he said, Here are the stutterings - '

'Statistics', said Louisa,

| 'Yes, Miss Louisa - they always remind me of stutterings,
and that's another of my mistakes - of accidents upon the
sea. And I find (Mr. M'Choakumchild said) that in a given

time a hundred thousand persons went to sea on long voyages,
and ‘only five hundred of them were drowned or burnt to death.

What is the percentage?' 'And I said Miss,' here Sissy
fairly sobbed as confessing with extreme contrition to hser

greatest error; 'I said it was nothing' ... 'Nothing.to the
relations and friends of the people who were killed.'"

(Ibid. pp. 57 - 58)

Here, no doubt, Dodgson the mathematician would have
protested at the heavy handed Jibe against statistics, yet
elsewhere Dickens, sometimes through sheer energetic

indignation,made the same points extremely well:
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- ", .. although ... [the eighteen religious denominations
of Coketown] differed in every other particular, conceivablse
and inconceivable (especially inconceivable) they were pretty
well united on the point that these unlucky infants were
never "to wonder. Body number one, said they must take
everything on trust. Body number two said they must take
everything on political secononmy. Body number three wrote
leaden little books for them showing how the good grown-up
baby invariably got to the savings-bank, and the bad grown-up
baby invariably got transported. Body number four, under
dreary pretences of being droll (when it was very melancholy
indeed), maddbhe shallowest pretences of concealing pitfalls
of knowledge, into which it was the duty of these babies to
be smuggled and inveigled. But all the bodies agreed that
they were never to wonder."

(Ibid. pp. 49 - 50)

This "wonder" that the Cocketowners are forbidden to

indulge in is, of course, the theme (and even part of the

~fitle) of the major work of Lewis Carroll. Indeed Dickens

was defining the area of Carroll's interest at least ten

*yeéfs before Alice in Wonderland appeared. He even, 1in a

way, defined the generic term of "Nonsense" as for example

when he says of Mr. Gradgrind's approval of Mrs. Gradgring:

"She was most satisfactory as a question of figures, and ...

i
she had "no nonssnse' about her. By nonsense he meant

féhéi."* | Thewérds "Fancy" and "Nonsense'", in the sense of
the free play of the imagination, are clearly also synonymous
for Carroll, - and it is, for example, this same "nonsense"
6f1imaginative subjectivity that Dickens tells us was missing
fréﬁ fhe courtship by Josiah.Bounderby of Louisa Gradgrind:
"The business was all facts, from first to last. The
Hours-did not go through any of those rcsy performances, |
which foolish poets have ascribed to them at such times;

neither did the clocks go any faster,_or'any'slower, than at
other seasons. The deadly statistical recorder in the

*Ibid. p. 17 (my underlining).
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Gradgrind observatory knocked every second on the head as
it was born, and buried it with his accustomed regularity."

(Ibid. p. 107)

We shall see in subsequent chapters how deliberately

different the world of Wonderland and Through the Looking-

é Glass is to this (in that there, fancy reigns supreme).

_ For, by contrast, the unreasonableness and the unpredictability
of that world heighten perception by making Alice see answ;

and hence, paradoxically, she is stimulated to question and
learn. It is Just this kind of education that is not open

to the Gradgrind children and those like themn. As Louisa

says to her father:

"'Yet, father, if I had been stone blind; if I had
groped my way by my sense of touch, and had been fres,
while I knew the shapes and surfaces of things, to exercise
my fancy somewhat, in regard to them; I should have been
a million times wiser, happier, more loving, more contented,
more innocent and human in all good respects, than I am with

the eyes I have.'"

The ability to be free to make mistakes is, as Dickens
knew, an essential element of education. In this he again
anticipated modern educational theory, where "finding out for
oneself" takes quite definite precedence over the teacher
impartiﬁg ready-made, though correct,answers, and it is this

that .is perhaps the conclusion of Hard Times. As Mrs.

Gradgrind discovers and tries to write down at the moment of
her death: "there is something - not an Ology at all -

that your father has missed, or forgotten,lLouisa. I don't
knc;w what it is". ouch an admission of not knowing
constitutes a considerable advance, yet it is appropriate

that as she attempts to communicate her knowledge of the
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inadequacy of her husband's "QOlogies", death intervénes and
we are told that all that survives of her deathbed insight
are "figures of wonderful no-meaning" that she traces with
her hand on her bed wrappers. Such "no-meaning" can indeed
be quite legitimately be described as "wonderful" in a
milieu where only facts that are absolutely relevant have
been allawv ed To count. By the same token,what Gradgrind

has missed cannot satisfactorily be defined.

Dickens' answer to the mechanical life on the other
hand - the nourishment of fancy - hardly got an audience
for it was an answer to a question that would not occur to

those it was directed towards; "people equally like one
another". Moreover if Hard Times is in any way a mirror

of reality, the idea of a liberal education for children,
especially when it stressed the value of play, leisure and
"wasted" time, was hardly an attractive philosophy to the
Victorians. To begin with,Dickens' voice was far too late
to be heard. Though this is not the place to go into any-
thing like a history of children's literature, one example
must be cited as typical of the propaganda that Dickens and
Carroll had to fight against. Over fifty years earlier than

Hard Times (1804) the once immensely popular children's poets

Ann and Jane Taylor (authors of,amongst much else, "Twinkle
twinkle little star") had trotted out their miserable
doggerel and established what might be taken as the official
view of 'play' as being a positive hindrance rather than an
aid to understanding and education. In the following

typical "poem" from their collection, ominously called



and inelegant as the streets of Coketown;

Original poems for Infant Minds (why not children?) they
glibly destroy The Idle Boy whose love of play is no less than

"vice and vanity" and "wicked":

"Young Thomas was an idle 1lad,
Who lounged about all day;

And though he many a lesson had
He minded nought but play.

He only cared for top and ball

Or marble, hoop, and kite;

But as for learning, that was all
Neglected by him quite.

In vain his mother's watchful eye,
In vain his master's care;

He follow'd vice and vanity,

And even learnt to swear.

And think you, when he grew a man,
He prosper'd in his ways?

No: wicked courses never can
Bring good and happy days.

Without a shilling in his purse,
Or cot to call his own,

Poor Thomas grew from bad to worss,

And harden'd as a stone.

And oh! it grieves me much to write

His melancholy end;

Then let us leave the mournful sight,

And thoughts of pity send.

But yet may this important truth
Our daily thoughts engage,

That few who spend an idle youth,
Will see a happy age."

- The hopeless mechanical rhyming here is as repetitive

yvyet to the

uncritical whose attitudes were reflected by it, it was, for

all that, infinitely preferable to what were considered to

be the blows struck for progressive education and socialism*

*cit. Ford, Dickens and His

===aCllo alld H1S nKeaders
for other contemporary reactions to Hard Times.
were favourable except Ruskin'g -
some effect on Carroll!
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Readers ed. cit. p. 102.
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See p.lo2fr}
Few, if any, |

LN £ himself a. figure who had
s thinking as will be shown later.
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("sullen socialism" according to Macaulay) in Hard Times
and such opinions were, as the contemporary reviews of the
novel show, a widely held one. The novel's closing words

were nevertheless the most coherent attack on so much bad

thinking that preceded 1it:

"But happy Sissy's happy children loving her [i.e.
Louisa]; all children loving her; she, grown learned in
childish love; +thinking no innocent and pretty fancy ever
to be despised; trying hard to know her humbler fellow
creatures, and to beautify their lives of machinery and
reality with those imaginative graces and delights, without
which, the heart of infancy will wither up, the sturdiest
physical manhood will be morally stark dead, and the
plainest national prosperity figures can show, will be the
writing on the wall - ... did Louisa see these things of
herself? These things were to be."

(Ibid. p. 299)

It would be oversimplifying the issue to claim that_
what Dickens was explicitly trying to do in Hard Times was
to destroy the credo of an entire generation*, but the flaws
in the novel seem to be largely the result of the urgency
with which he wrote. We, in needing less rhetoric to
understand his point, find the novel perhaps too stridently
fighting‘for‘what is now a commonplace cause. In saying

this, however, it must be remembered that Dickens was
originally preaching to the unconverted. Moreover, Jjust as
contemﬁorary'Victorians'were exasperated at not finding their
own opinions confirmed in the novel, we, finding them over-

étated, tend either to overpraise or dismiss it (in the latter

*George H. Ford in Dickens and His Readers pp. 82 - 84
effectively summarises Dickens role as a critic of society,
and emphasises how variable his stance was regarding
industrialism.  For Dickens was the born bourgeois, an
anarchist, a foe of institutions, a Macaulean. but élso a
follower of Carlyle and Ruskin and all simulténeously;

~ however "In@ust?ialism appalled him wherever it became
associated in his mind with huimman hardness ~ as in Coketown.

Here one does arrive a :
- Dickens' position". (Igig_cg?Séggfpt reference point in



case through the recognition that it is an elementary
expression of what is seen now as a complex problem). It
remains a testament to Victorian inflexibility, however,

that Hard Times failed for so long to achieve the respect

it deserved; yet it seems accurate To accept that Dickens
was telling the truth - but loudly.

We might conclude therefore that Dickens was misunder-
stood precisely because the damage that he tried to correct
had been conclusively done before he had even started to
write. Thus though Hard Times advocated fancy and
imagination in education and spoke out against the physical,
mental and spiritual pollution of the age, this governing
principle of the novel was intrinsically inimical to the
already flawed adults of the system that had, for example,
proudly produced that largely tasteless monument to the
assembly-line, "The Great Exhibition"* It was, as we shall
see, rather Carroll's Alice in Wonderland and Through the
Looking-Glass, informed by Dickens'yg work especially of the

kind fhat has 'been looked at here, that were able to more
effectively satirise similar targets as Dickens' by using

the very same form of literature that he himself advocated

as being specially vital in the Victorian utilitarian age -
the fantastic fairy-~tale. Indeed, what Dickens meant by the
term !'fancy' was very largely the stock~in-trade of the
magician, Lewis Carroll,whbwas able to out fairy-tale the

fairy-tale through his special power of nonsense:

*For Dickens' "instinctive feeling against the Exhibition"

(as he himself described it to Wills) see Butt and
Tillotson, Dickens at Work p. 179 ff.
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"!'It was much pleasanter at home,' thought poor Alice,
'when one wasn't always growing larger and smaller ... 1
almost wish I hadn't gone down that rabbit hole - and yet -
and yet - it's rather curious, you know, this sort of life!
I do wonder what can have happened to me! When I used to
read fairy-tales, I fancied that kind of thing never
happened, and now here I am in the middle of one!'"

(AAIW, pp. 58 - 59)
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II Dickens, children and play

™~

It was not only the fairy-tale and the notion of fancy
fhat Dickens cared about as ways in which to defeat
Gradgrindery; for though these ideas were an important
ingredient of the antidote to what he saw as the terrifying
hard times.of his day, they were nevertheless only one part
of a whole cluster of related ideas that he also thought
effective and consequently valued. Nor, for similar
reasons, was the implicit effect of Dickens' writing on the
background of Carroll's wonderland limited to his ideas on
the fairy tale and of fancy - his others on childhood and the
essential nature of play were equally important and can be

fbund not merely in Hard Times but (as Leavis points out*)
in various stages of development in almost all his other
novels. It is this second group of ideas that will be
‘looked at here.

) To find the root of the whole notion of what was
virtually a mystical/religious view of children that both
Dibkens and Carroll shared - children alone being capable
of living life as an integrated whole and not in a fragmented
Dodgson/Carroll orWemmick-at-home/Wemmick-at—business'way -
there is little need to go further than Christ's "Verily I
say unto you, except ye be converted, and become as little
chiidren.ye shall not enter into the kingdom of heaven.
Whosoever shall humble himself as this little child, the

, .

*Dickens the Novelist, p. 210 ff.
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same 1s the greatest in the kingdom of heaven. And whoso
shall receive one such little child in my name receiveth

me." (Matthew, XVIII, 3 - 5).* As Coveney has shown in

his Image of Childhood these words have inspired a whole

tradition of literature and philosophy. There is, as he
argues, a definable line of inheritance and influence from
Blake's "Some Children are Fools ... .But there is a vast
Majority on the side of Imgination or Spiritual Sensation",
to Wordsworth's "Bless the infant Babe / ... No outcast he,
bewildered and depressed: / Along his infant veins are

interfused / The gravitation and the filial bond / Of nature

that connect him with the world ..." (Prelude, 11l. 233 - 245),

to similar ideas in the presentation of the child in the work

of Coleridge, the Brontes and Kingsley, amongst many others,

*Tn this vein Carroll even went as far as to see his work
as a writer for children as a positive mark in his favour

~in his personal Final Reckoning:

= e Iy

"... And if I have written anything to add to those
stores of innocent and healthy amusement that are laid
up in the books for the children I love so well, it is
surely something I may hope to look back upon without
shame and sorrow (as how much of life must then be

recalled!) when my turn comes to walk through the valley
of shadows.”

(Easter Greeting)

Carroll also actually refers to the biblical passage above

in Sylvie and Bruno Concluded when Lady Muriel asks the
narrator/Carroll:

"Dear friend ... do you think Heaven ever begins on ~
- Earth, for any of us?" |

. "For some,"™ I said. "For some perhaps, who are simple
and childlike. You know He said 'of such 1is theiKingdomP !
Of heaven' " "

(E_B_Q.-.- De 581)




ol

Dickens' part in this tradition is also examined by Coveney

and, in a sense, was arguably the greatest part of Dickens'

influence on Carroll, though the latter also admired the work :i
of both Blake and Wordsworth. It 1s not a coincidence that
an entry in his Diary for 19th October 1863, for example, - i?

runs as follows: :

"... got Macmillan, [who owned the blocks at that time -

they published Gilchrist's Life of Blake -] to print me some
of Blake's Songs of Innocence on large paper ..."

Further, the Dodgson Sale Catalogue shows that he owned

Gilchrist's Life of Blake (in two volumes, the second one

containing the poems) (lot 916); Blake's Poetical Sketches

(lot 829) as well as the specially printed Songs of Innocence
(lot 357).* Similarly, the fact that Carroll knew

,_
L T —r— f T p——— - -
L I

Wordsworth's work can be gleaned from his letters - such as

this one to Macmillans:

*There is also evidence to show that Carroll was familijar .
enough with Blake's work to be able to guote it. There
is, for example, a letter to one of his child friends
extant which begins with the opening four lines of Blake's

Infant Joy:

'"What shall I call thee?
"I happy am -

Joy is my name."

Sweet Jjoy befall thee!

There, my dear Dorothy; 4i1f you happen not to have seen
these lines before and if you can guesé?“from the stvle
who wrote them, I will admit that you are a fairly good
judge of modern poetry!!

(Hatch, Letters of Lewis Carroll, letter CIXVI, p. 239 }
11.11.1896).
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"You never made a more judicious present than when you gave
me your "Golden Treasury" Wordsworth.* It is a real
delight to me: so handy, so well printed, and so well
selected - containing pure gems only ..."

(quoted by Hudson, Lewis Carroll, p. 229. Letter dated
22.8.1886).

This was not insincere praise to his publisher,
Macmillan, for Carroll sent a copy of this volume to one
of his little girl-friends, inscribing it "May, with love,
from Lewis Carroll Aug. 2, 1895"": and books given "with
love" are usually themselves adﬁired by the donor. Carroll

also owned a 7 volume edition of Wordsworth's Poetical'Worksd

and for some reason no less than 4 other editions (see DSC

lots 365, 369, 450, 731 and 945) and, of course, he knew it |
well enough to be able to parody Resolution and Independence
in Through the Looking-Glass.

But though these literary influences can be traced as
being a possible background to Carroll's thinking, it is
nevertheless between him and Dickens that there is the most

significant congruence in this respect. For in Dickens'

work as in Carroll's, not only was the child and what he

*This is the edition "chosen and edited" by Matthew Arnold
which has as its epigraph "The Child is Father of the man ..."
and opens with the poem We are Seven, |

%The Lewis Carroll Centenary Catalogue (1934) shows this
volume as item 622 in the exhibition (see p. 104).

—— ———
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ﬁDickens, appropriately enough, also owned the Poetical
Works (6 vols. 1836) as well as a first edition of

The Prelude (1850) see Stonehouse, Catalogue of the Library
of Charles Dickens, reprint,PiCcadilly, 1955, p. 119.

There is no record of Dickens owning any of Blake's work. k
|
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stood for important, but actually considered essential
enough to merit the focus of much of their work. ¥Yor the
first time in the history of the English novel, Dickens
placed a child at the centre of his work so that in
virtually all his major writing children have a vital part

to play. Indeed in five novels they are absolutely central -

in Oliver Twist, Dombey and Son, The 0ld Curiosity Shop,
David Copperfield and Great Expectations. Ssuch an emphasis

on childhood and its problems was unmistakeable and for

someone like Carroll would have had immediate interest,
since for him children were similarly important. Indeed

he admitted that they "[were] three-fourths of [my] 1life ...
I cannot understand how anyone could be bored by little

children ..."* and as Evelyn Hatch observes:

"[Tewis Carroll's] child friends could be numbered by
~the hundred. The secret of their fascination for him lay

chiefly in the appeal which their fresh beauty made to his
very keen artistic sense, and in the stimulus which their

ready acceptance of anything new or strange gave to his
powers of invention ..."/

Dickens too was capable of rhapsodising over children -

and he also claimed that they had special qualities that

do
the adult would/well to appreciate and acknowledge;

*See Isa Bowman, The Story of Tewis Carroll, Dent, 1899,
p. 60. *

#A Selection from the Letters of Lewis Carroll to his'
Child-Friends, Macmillan, 1955, p. 1.
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Nell's death above all emphasises her divinity, a divinity

denied to adulthood:

" She was dead. No sleep so beautiful and calm,

so free from trace of pain, so fair to look upon. She
seemed a creature fresh from the hand of God, and waiting
for the breath of life; not one who had lived and suffered

death."
(01d Curiosity Shop, pp. 538 - 9)

It is not coincidental that Carroll also emphasised the

painful,heart-stopping beauty of his "unearthly" creature

"fresh from the hand of God%:

. "I had felt ... a pang [ through my heart] only once ...
in my life, and it had been from seeing what, at the moment,
realised one's ideal of perfect beauty - it was in a London
exhibition, where, in making my way through a crowd, 1
suddenly met, face to face, a child of quite unearthly
beauty ... Then came a rush of burning tears to the eyes,
as though one could weep one's soul away for pure delight.”™

(SBC, p. 693)

But most important amongst all that children had to offer,
as both Dickens and Carroll understood, was an extraordinary
pergeptual ability; it is 6nly*the 6hiid who can senter
wonderland or go through the loocking-glass, just as it is only
the chiid'who can see his*ﬁarehts by léoking at the letters

on their tombstones:

" "tAs T never saw my father or my mother, and never saw
any likeness of either of them ... my first fancies regarding
what they were like were unreasonably derived from their
tombstones. The shape of the letters on my father's gaves

me an odd idea that he was a square, stout, dark man, with
curly black hair. From the character and turn of the
inscription "Also Georgiana, Wife of the Above," I drew a
childish conclusion that my mother was freckled and sickly.'"

(Great Expectations, p. 1)

Pip's conclusion is "childish" for two reasbns; firét-

because it would surely be condemned as such by'ah.adult*mind
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("childish" = silly, illogical, fanciful) and secondly
because only the lively and unfettered perception of the
child's eye would be capable of making a connection between
the shape of letters and the physique and bearing of the
person they have been used to form words to describe

("childish" in this case imaginative inspiration). In

i

this capacity Pip is not, of course, alone in Dickens’
| world, but such fertile imaginations are most readily found

uniquely amongst the children of the novels. In Dombey and

Son, for example, it is stressed that:

"fPaul] loved to be alone ... he ... liked nothing so
well as wandering about the house by himself, or sitting on
the stairs listening to the great clock in the hall. He

was intimate with all the paper-hanging in the housej; saw
things that no-one else saw in the patterns: found out

miniature tigers and lions running up the bedroom walls,
and squinting faces leering in the squares and diamonds of

the floor cloth".
- (Dombey, p. 166) .

Tven the celebrated clock in Dr. Blimber's hall is

enough to set Paul's imagination into activity:

"1And how do you do, sir?' he [Dr. Blimber] said to
Mr. Dombey, ‘'and how is my little friend?’ Grave as an
organ was the Doctor's speech, and when he ceased the
great clock in the hall seemed (to Paul at least) to take
him up and go on saying 'how, 1s, my, 1lit, tle, friend?
how, is, my, 1lit, tle, friend?' over and over again."

(Dombey, p. 145)

It is this kind of power of perception that enables
Paul to "read" the waves of the sea at Brighton as emblematic
in their ineffability of the heaven to which his mother,

and then he, "journey". Paul, we are told, significantly
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learns about the waves from a fantastic called Glubb whom he

describes as "a very nice old man ... He used to draw my

1

couch. He knows all about the deep sea, and the fish that
are in it, and the great monsters that come and lie on rocks
in the sun ... And though [he] don't know why the sea should
make me think of my Mama that's dead‘... he knows a great

deal about it ..." (Dombey, p. 152). Glubb's "education”

is, of course, in contrast to Blimber's, who predictably

reacts scornful;y against him with "Ha! ... this is bad, but
study will do much." |

In Hard Times, as we have already discussed, "seeing"
iméginatively'and perceptively is Louisa Gradgrind's province -
h;i "medium",as it was for Carroll in his poem "Faces in the
Fire", most commonly being the coal fire -~ for which powers

even her selfish brother Tom has a grudging admiration:

"1You seem to £ind more to look at in it than ever I
could find ... Another of the advantages, I suppose,
of being a girl.' [...] Tom went and leaned on the
back of her chair, to contemplate the fire which so
engrossed her, from her point of view, and see what he

could make of it.

'Except that it is a fire', said Tom, 'it looks to
me as stupid and blank as everything else looks, What do
vou see in it? DNot a circus?'’

'T don't see anything in it, Tom, particularly. But
since I have been looking at it I have been wondering about
you-and me grown up'.

'Wondering again!' said Tom.

'TI have such unmanageable thoughts', returned his
sister, 'that they will wonder'."

‘*(Hard Times, p. 53)
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What is wrong with Gradgrindery is virtually the same

as what is wrong with any education that ignores the

necessity of "fancy". Indeed as F. R. Leavis observes

"Dickens was insisting that 'play' as a need is intimately
bound up with 'wonder', imagination and creativity and
that any starving of the complex need is cruel, denaturing

and sterilising, and may be lethal."* - and to support
this he gquotes the brilliant example from Bleak House:

"During the whole time consumed in the slow growth

of this family tree the house of Smallweed, always early
to go out and late to marry, has strengthened itself in
its practical character, has discarded all amusements,
discountenanced all story books, fairy tales, fictions
and fables, and banished all levities whatsoever. Hence
the gratifying fact, that it has had no child born to it%,
and that the complste little men and women whom 1t has
produced, have been observed to bear a likeness to old

monkeys with something depressing on their minds.”

(Bleak House, p. 288)

The play and 'wonder' that the Smallweeds have always
deprived themselves of are to be found personified 1in the
figure of Mr. Sleary (that "brandy sodden Fairy Queen"é)

whose encomium to Mr. Gradgrind at the end of Hard Times

ié a clumsy expression of what he really has to offer:

"People mutht be amuthed. They can't alwayth be a
learning, nor yet they can't alwayth be a working, they

ain't made for it. You mutht have uth ..."

| (Hard Times, p. 293)

*Dickens the Novelist, p. 210.

Butt and Tillotson, Dickens at Work, p. 221.
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Discounting the tiresome lisp, this is not an effective or
accurate statement of the circus's vital function as inspira-
tion for the imagination. Indeed, Sleary's insistence on
being mere "amuthment" is as much an understatement of the
truth, as 1s the conclusion that Dickens himself was merely
én entertainer. What both really have to offer, as we have
éeen,is food for the imagination or 'fancy' and as this
cannot be quantified, or factuaiised, or defined, it was
most often missing from the Victorian educational diet as
‘Dickens saw it. And because this diet is one which is,

of course, largely determined by a child's parents, Dickens
centred much of his attack on bad parenthood. A few
examples will make the point: in Nicholas Nickleby, Squeers
breeds Master Squeers as a sample of the product that

Dotheboys can turn out, and Crummles breeds "The Infant

Phenomenon"; 1in Chuzzlewit, Old Anthony admits to the
faithful Chuffey "It's a dreadful thing to have my own child
thirsting for my death. But I might have knowanit I have

sown and I must reap ..." (p. 784); in Dombey and Son

Edith confronts Mrs. (Cleopatra) Skewton with the accusation:
"A child ... when was I a child? What childhood did you
ever leave to me? I was a woman - artful, designing,
mercenary, laying snares for men - before I knew myself ..."
(p. 294); in David Copperfield Uriah Heep confesses "They
taught us all a deal of umbleness - not much else that T
know of, from morning to night ... 'Be umble', says my

father, 'and you'll do!! And really it ain't done bad!"

To which David comments appositely "... I had seen the
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harvest but had never thought of the seed.” (p. 575). In

the later novel Little Dorrit, Clennam similarly explains to

Mr. Meagles:

"'T have no will. That is to say ... next to none
that I can put into action now, Trained by main force;
broken not bent; heavily ironed with an obJject on which
I was never consulted ... what is to be expected from me
in middle 1life? Will