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OZET

Tezin girg kismi pikaresk tirti romanlarin gegiminakkinda bilgi verirken, bu

tur romanlarin genel karakteristik 6zelliklerindldat cekmektedir.

Birinci bolum, pikaresk roman turindeki kurgu verddderleri irdeler ve
pikaresk romanin ortaya cskmni aciklar. Tarintn ilk érneklerinden sayilaazarillo de

Tormesi de inceleyerekispanyanin o giinkii tarihi hakkinda kisa bilgileigdir.

Ikinci bolum, geleneksel pikaresk roman kurgusu iadeki benzerlikleri ve
farkhhklar ve bu pikaresk 6zelliklerin onsekizin yuzyll Ingiliz romanindaki
kullanimina vurgu yapar. Bu bolim ayni zamandanesa roman turindeki kadin ve
erkek karakterlerin arasindaki ayrima ve bunlarinsekizinci yizyil Ingiliz
romanindaki 6zellikleMoll Flanders, Roderick Random ve Tom Jouas kullanim

farkliliklarina odaklanir.

Sonug kismi ise pikaresk romanin genel ozellikleaimlatir. Defoe, Smollett ve
Fielding gibi tc¢ ayri yazarin sosyal gieg yapmak icin kullandiklari pikaresk roman

turinin G¢ yazar tarafindan farkl kurgular ve kéederle ele alingini gosterir.
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ABSTRACT

The introduction gives general information on theapesque tradition, and

draws attention to the general characteristichigfdenre.

Chapter | discusses the origins of the novel, fbeand character pattern in the
picaresque novel. It also contains background mé&iion on the history of Spain by

discussingd.azarillo de Tormes

Chapter 1l points out the similarities and diffecea between the traditional
Spanish picareque plot and usage of the picaresgtiee Eighteenth century English
novel. Chapter Il also focuses on differences betwihe picara and the picaro and
different characteristics of them in eighteenthtagn English literature especially in

Moll Flanders, Roderick Random and Tom Jones.

Conclusion establishes the general features ofrgsgae novel, and it focuses
on how the 18 Century English novel writers Daniel Defoe, Tob&mollett and Henry
Fielding.
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INTRODUCTION



The present thesis focuses on the influence opiteresque genre on the rise
and consolidation of the English novel writing fitah in the 18' century. In this study,
we have attempted at revealing the picaresquetiverrand thematic influence on the
rise of the 18 century English novels by focusing on such noeslsloll Flandersby
Daniel DefoeRoderick Randorby Tobias Smollett, andom Jone$®y Henry Fielding.

Our research is justified by the fact that theiaalt suitability and the up-to-
dateness of the chosen topic postulate as the amairof our study the scientific and
value research, by applying adequate comparativestigation methodologies and a
pre-established work program, of a number of Ehglierary works written in the
eighteenth century which were a product of a heaflyence by the picaresque literary

pattern.

The confirmation of this major aim in the contekiaoscientific research regards
the following concrete objectivesof our thesis, which also justify the scientific
innovating character of the study:

- the presentation of the general theoretical amttta considerations of the
Picaresque as the novel of character formationudireg its definition and major
thematic and structural characteristics

- the research, diachronic and synchronic, of thtbemamatic elements that
marked the rise and consolidation of the picaresaktion in European literature.

- the critical and theoretical evaluation of thegmesque influence on the rise of
the 18" century English novels through the textual appndadvioll Flanders Roderick
RandomandTom Jones

- the identification and evaluation of particulaic&esque novel in the 16
century European Literature and its continuity anfluence in the 1% and 18
centuries in English Literature by the textual agmh to a number of literary works
(Lazarillo de Tormes, Moll Flanders, Roderick Randamd Tom Jonés

- the emphasis placed on literary reception andimaity of the picaresque in
18" century English literature in relation with wrigjriradition of the era.



The theoretical and methodological foundation of oustudy focuses on those
exigencies of the contemporary scientific reseatttét find their applicability as
interpretative premises and modalities (theoretarad critical) that would allow the
exposition and argumentation of the picaresqueiénite on the fBcentury English
novel, having its own specific thematic and struatuelements, along with the
affirmation of its literary continuity through litery reception, influence, and

intertextuality, concerning its consolidation agerary tradition.

In this respect, our research represents more jiginthe critical review of
different schools, principles and methods of redgaor a compilation of different
theoretical and methodological perspectives of yaiml of the literary discourse.
However, the theoretical and methodological bagisup research is connected to the
most recent and accessible bibliography, or toftilg acknowledged and accepted
nationally and worldwide contributions to literaapalysis, and the essential reference
points of our study constitute the theoretical antical contributions of, among others,
Watt, Wicks, Miller, Chandler, and Forster.

The picaresque novel emerged as the prose autapiogof a real or fictitious
personage who describes his experiences as a g@riadite and who satirizes the
society which he has exploited. If we put the anicigovels likeSatyricon or Golden
Ass aside,Lazarillo de Tormesand Guzman de Alfarachean be called as the two
Spanish prototypes of the picaresque genre. Botlelsare told in the first person
narration and both of them present the life stdrg poor boy who comes from nowhere
and climbs the social ladder in order to achiewmesd&ind of success by adapting to
society. Thus, three novels examined in this sexhlains how these three"8entury
novelists use the picaresque characteristics byaexpg each writers’ using the
thematic and narrative elements in the genre. Deé8oaollett, and Fielding adapt the
picaresque genre’s thematic characteristics bytadpgphem in their novels. In these
novels, they made their adaptations by concerriiegsbcial differences in economical
and emotional respects. Money and love themes @gettthree 18 century English
novels are different elements when compared toee&8panish examples of the genre.

It is also clear that Henry Fielding uses a diffeérearration than other two writers.



While Defoe and Smollett uses the first personatam, Fielding uses a combination of
first person and omniscient narration. On the ottaard, episodic plot, importance of
fortune and misfortune, learning process and thd sdements are highly used in by the
three authors. Episodic plots Tom Jonesand Moll Flandersare more different than
earlier picaresque novels because in these nokielsepisodes are independent but
Defoe and Fielding make the episodes in their rovilked. In Moll Flanders
Roderick RandorandTom Joneselements of the picaresque novel like the roleate
and road are again different than earlier novelsoAg these three novelBpm Jones
uses all of these elements totally differently.character Tom’s coming from a wealthy
family, highly related episodes and using the raddentures only in one part of the

book prove this.

The 18" century is also referred as the age of novel.ddde English literature
the 18" century was an age in which a new form of writaygpeared and marked a
change in human literary interest and taste. Thesnpmena was late if compared to
other European countries and it manifested as desudruption of the novel marking a
literary tradition which was to be of primary impamce until the end of the #@entury
and has been one of the major types of literaryings nowadays. The novel emerged,
at first, as a major genre, with apparently no sttzd models or system of rules to
follow. However, we can trace the origins of nowelancient times with Apuleius’
Golden Assand PetroniusSatyriconwhich was extremely influential during Italian,
Spanish and English Renaissance. In this respgmctof the novel may be also found
in ancient epics in which the narrative elemeng, ¢dbmplexity of events and character
representations are predominant. Another sourcheinovel was medieval romance
which had great importance in the Spanish picaeshat originated in 6 century

Spain.

The 18" century English novel expressed the concern wittaracter
representation, with a complex representation @antss and incidents and a realist
observation of human behaviour but we have to roantihat picaresque mode both
narratively and thematically influenced "1&entury English novels. In T8century



English novels, the road and the meeting chronotve the reader a chance to shape

the novels plot.

The principles and methods of researclapplied in our study are those used
and applied by traditional and modern literary sgadand represent a combination of
methods considered according to the material unelsarch and the purpose of the
study: philological, comparative, typological, braghical, as well as a number of
methods and principles related to text analysiteriextualism, thematology, literary

theory.

The structure of the thesiscorresponds to the proposed objectives and censist
of an introductory section, followed by two chagtezach chapter containing a number
of subchapters, which are followed by a sectiom@iclusions, representing our final
reflections, and by the bibliography of literarxt® and critical studies, and finally by

the index.



CHAPTER ONE
THE RISE OF THE PICARESQUE NOVEL IN EUROPEAN LITERA TURE



1.1 The Origins of Novel in World Literature

The novel has been the most popular form of naediterature for the past
three centuries, especially in the West. Fictioraatatives such as myth, epic, romance,
legend and allegory can be found as far back ashaamwritten records, but these lack
many of the characteristics that today we assoacatle the novel. The two major
differences between the previous fictional naregivand the novel are; they are
normally in verse rather than prose. Moreover ttey’'t concern themselves with the
real life of past or present times. Among otheratares which were important for the
rise of the novel, the picaresque tradition tookiraportant part. The picaresque has
very precise cultural and historical roots, bubas mutated into a number of different
literary forms during the past 400 years. In itgioal mode as a Spanish narrative of
roguery, the picaresque follows the adventurehefpicaro, whose inclinations toward
wayward living and moral proclivity position him iopposition to qualities of virtue
and decency. The picaresque novel emerged at awine®m Spain was in a period
moving towards decline when starvation and beghacame the order of the day. The
picaresque novel arose from this background teizathot poverty but corruption, not
merely to present a distressing portrait of appgliconditions but to criticize the kind
of social order responsible for such a state dfiesf

Different definitions about novel and its charaistécs, were made by the critics
during the years. One of these definitions is NophFrye’s, he divides prose fiction
into four parts — novel, romance, anatomy and asib®, furthermore he states that
Moby Dick is a combination of anatomy and romance aidll Flanders is a
combination of novel and confession. Frye callsrdibn to the fact that “narrative, is a
certain mode of writing and that a particular presgk such as a novel need not be
narration from beginning to the end; it can contaescription, exposition and

dramatically rendered dialogue” (Frye, 1957: 27).

A different view of the novel’'s character and hrgtappears infhe Nature of
Narrative, by Robert Scholes and Robert Kellogg. They acdape’s thesis that
Western literature has undergone two cyclic evohgifrom myth to realism and adopt

some of his distinctions in naming narrative kin#kwever, they replace his two



classifications (of modes and of genres of prost@ofi) with a unified theory and
history of narrative. For Frye’s linear sequencehistorical modes, they substitute a

structure that begins in the epic and then spfiteto varied kinds.

Scholes and Kellogg states that:

The epic itself, from our point of view, is a conypal of myth, legend, history, folktale,
and genealogy. But these categories are a prodilateo thought; they do not exist in
preliterate cultures. The epic story-teller isitgl a traditional story. The primary
impulse which moves him is not a historical one, a@reative one; it is recreative. He
is retelling a traditional story, and therefore pigmary allegiance is not to fact, not to
truth, not to entertainment, but to the mythoslfitsethe story as preserved in the
tradition. From this “epic synthesis” two streameparate with the passage of time: the
empirical and the fictional, which themselves sulité as society develops more
specialized activities and discourses. Later thetsnds recombine to produce new
genres, one of which is the novel. The novel is thet opposite of romance, as is
usually maintained, but a product of the reuniothef empirical and fictional elements
in narrative literature (Scholes and Kollegg, 1972:15).

In epic and romance, which gave the origins tonioglern novel, and even later
in picaresque tales, the main concern is the esipeei of the character, who would be
from upper class or from the middle class, wheee lihckground of the narratives is
always the society and social customs. The heraldHmht for his people and die as a
hero in epic; the hero should be physically brawmrally strong and a lover in
romance; in first novels the main character shaxt within society and be under
social determinism, and whose existence shouldatesemblance to reality. Society
shapes his behaviour and action, which could mdstlpbout the status in the society,
yet the psychology of the character is hardly sttbje change. In the nineteenth
century, however, when individualism became an i topic of everyday life and
literature, the inner experience of the hero, hisughts, desires, feelings and inner
conflicts came into consideration. Then the literatchanged his perspective from

social to the inner life of the character.

In English Medieval literature, romance, whichhg imajor genre of the period,
is a kind of continuation of the ancient “noveltcdvel and wandering” and the “novel
of trial and ordeal” where love, adventure, traged the quest represents the main
thematic elements, and, like in Antiquity, beinghdered through the aspects of the

supernatural. The shift from the supernatural te tkalistic element marked the



appearance of a new genre, which is novel, the ianifestation of which being the
Spanish picaresque novel that played an importetin the further development of
European fiction writing tradition. Picaresque mafewriting contains the aspects of
travel, adventure, autobiography, love, and triakbciety, which are to be found later
as some of the main elements of the Bildungsronsameauded in the process of
formation of the character.

In picaresque narratives, these aspects reveahtimacter's development within
society and human relationships, although this ldgweent is not for the psychic
completeness and formation of the personality. threowords, the picaresque novel
added many elements to the process of characteokiteon both biologically and
spiritually, and these characteristics of the msgue made contributions to the
consolidation of the Bildungsroman but Bildungsromaritings also recounted the
character’s psychological and emotional developraadtchange.

The novel emerged with no definite rules and noofmsriting. The roots of the
novel go back to ancient epic and prose, and matremance. The main influence on
the rise of English novel is the picaresque modé dppeared in the sixteenth century
Spain. The development of the novel is a compl@&cess during the years of poetry’
and drama’s reign. Since it was a new form of wgtiwhich struggles for literary

affirmation, English novel in the T&entury had flexible narrative organizations:

The first novels tried hard to assume some othemtity (“memoirs”, “true histories”,
collections of letters, found manuscripts, and 8} that is to say, any form compatible
with revealing a particular, circumstantial view Igé. One may talk actually about a
lack of recognizable form rather than about thewmess” of concern, as the individual
experience is always unique and therefore new,Usecane often finds the same novel
under several headingstoll Flanders for example, is an autobiographical novel, but
also a picaresque novdipseph Andrews a comic novel, or a parody, or a picaresque
novel; Pamelais a sentimental novel, epistolary novel or cosifarsal novel; Fielding’s
Tom Joness a novel of manners, but an important part @ in the picaresque mode
and so on (Golban, 2003: 39).

In this respect, Lucaks and Bakhtin define the hovéerms of a difference that
is not as exclusive as it pretends to Dee Theory of the Nové a historical poetics
and is more concerned with broad dichotomies thath woncrete sequences. It

characterizes the novel as antithetical to the, dpit then asserts a continuity of spirit
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or mind between the two forms that undermines émsa of a difference. Lucaks states
“The genre-creating principle which is meant heamesd not imply any change in
mentality, rather it forces the same mentality tonttowards a new aim which is
essentially different from the old one” (Lucaks,71940). The derivation of novel from

epic turns out to contain a nostalgia for return:

The epic and the novel, two major forms of great &terature, differ from one another
not by their authors’ fundamental intentions butthg given historico-philosophical
realities with which the authors were confrontetie Thovel is the epic of an age in
which the extensive totality of life is no longdrettly given, in which the immanence
of meaning in life has become a problem, yet wisth thinks in terms of totality
(Lucaks, 1971: 56).

Up to Renaissance heroic literature had been araio, if not always written
by aristocrats. However after the Renaissancehasniddle classes started to appear,
wantings of these people became important for pvasers. Giddings words support

this idea:

Beowulfand Childe Rowlandjave place to the more highly polished courtly aoces
that eventually yielded to the grand —opera woeldealed in the heroical romances of
the courts of the Europe in the sixteenth centBryt. at the same time the social order
was changing in such a way bound to be reflectethén literature of the period.
Coupled with the rise of the middle classes theas an increasing interest shown by
people in the world around them instead of the ainamd glorifiedly ideal world of
romance. Romances still retained their populaatyd indeed the seventeenth century
produced some of the finest, especially in Frahcg,there was a new spirit abroad.
Therefore, picaro started his career. And it waSpain where social conditions were
most acute, that the picaro, the anti-hero, thghtrerrant of the lower middle classes
came into being (Kettle, 1976: 31).

As Giddings recounts that the picaresque genre lwticmore realistic than
romances, make the reader show interest to theesigae novels. Due to social
corruptions and economical difficulties, people avant satisfied by the unreal worlds
of romances. Arnold Kettle’s words support thisads these words:

The picaresque novel, in many respects, is thehasis of the heroical romance. We
may say that the picaresque novel arose as atieadiaction to the medieval romance.
Romance, was non-realistic in the sense that g h@irpose was not to help people
cope with the realities of the world but to trangpthem to an idealized world. The

world to which medieval romance transported itsi@uck was a world of chivalry and

exciting adventures, of gallant men and charmingnes of bad magicians and above
all of idealized love (Giddings, 1967: 34).
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In this respect, the picaresque novel is much meaéistic than romance. The
picaresque tradition presents the real life wighaill aspects by mentioning corruptions

in both social and political issues.

In the 17th century the picaresque novel continuegrancisco de Quevedo’s
La Vida del Buscon don Pablos de Segaia Luis Velez de Quevaral Diablo
Cojuela but this kind of fiction also spread over othedtural areas: in France —
Charles Sorel'sHistoire Comique de Francion1623-1633), Paul Scarron’ke
Romance Comiquél651), Francois de Fenelorlgs Aventures de Telemaqi®99),
in Germany — Hans Jacob von Grimmelshaus8mglicius Simplicissimud668), in

England — John Bunyan®he Pilgrim’s Progres$1678).

Thus, as a result of the translation of the foumn&panish picaresque novels in
French, German and English, they began to emergther cultural backgrounds of the
17" and 18 centuries and gave types of national picarescutioffi. In this respect,

Richard Bjornson argues that:

Each of these novels is a unique fusion of existiogventions and an imaginative
response to specific historical circumstances,vithtin the novel writing traditions of
their respective countries, they all performed Emiunctions. By breaking down the
traditional separation of styles and expandingrérge of acceptable subject matter to
include the morally serious treatment of nonarisitic characters, they constituted one
of the most important stages in the transition leetvearlier literary prose and the
modern novel, which itself became the dominant mofi€fictional expression in
eighteenth- and nineteenth- century Europe (Bjarn879: 3).

CervantesDon Quixoteis one of the picaresque novels. Novels that lsavee
episodic plot and themes can be seen as picaresyats. However, novels aft@on
Quixote in some terms, are different than it. In RobeddBgs’ words, this difference

can be seen:

It is important to make a difference betweBon Quixoteand its followers. The

confusion arises because these quixotic wandeetrsfson a tour through the world
and an occasional ingredient is social satire. dHference is the cause of their
wandering. The true picaro is forced to travel idey to earn his living. He therefore
criticizes the corrupt society of whose diseasestzesymptom (Giddings, 1961: 34).
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Don Quixote, on the other hand, wanders the warldeip other people and put
right other people’s wrongs. The picaro’s actiwt@re simply for his own immediate
benefit. He is concerned only with feeding his stom and clothing his back. The

picaro does not think it fit and proper to wandeni home; he has to leave home.

Although the picaresque novel has been criticizethfthe earliest beginnings of
the tradition because of certain artistic crudjtieszarillo, the first picaresque novel,
nevertheless made an important and lasting imgnessn European literature. The
popularity of the picaresque in Spain soon spreadther European countries as
translations made the major works widely accesdiblEnglish, French, German and
Italian readers. By the middle of the sixteenth tagn the picaresque was an
international literary phenomenon as translatioagsegway to narrative attempts to
perpetuate the genre while simultaneously integgaiti with native literary conditions
and conventions. Many subsequent picaresque newatsged both in Spain and other
parts of Europe. Among these aBizman deAlfarache (1599-1604), written by a
famous Spanish author, Mateo Aleman, Thomas Nashees Unfortunate Traveller
(1594), which is considered to be the first picguesnovel in English, Le SageGil
Blas (1715), Defoe’sMoll Flanders (1722) and Smollett’®Roderick Randon(1748).
Modern novels such d3ecline and Fall(1928) by Evelyn Waugh anthe Confessions
of Felix Krull (1954) by Thomas Mann written in the picaresqadition show that the

tradition is still alive in the twentieth century.

1.2 Narrative Strategies and Thematic Perspectives Fiction

Among the many narrative and thematic elementsfaftianal text, of primary
importance should be plot and character representathe concept of plot has been a
subject of discussion throughout the history ofi@em and critics have developed
different definitions of plot. The simple definiticcan be expressed as the arrangement

of events in a certain order. And it is the orddrick distinguishes one kind of plot
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from another. Each writer employs a different tygeplot according to his purposes.
Aristotle, the earliest critic who discussed plotetail in hisPoetics defines plot as the
way in which action works itself out, the whole gakchain which leads to the final
outcome. Although Aristotle’s chief point of refeme was Greek tragedy, some of his
formulations have been much debated and modifieidséilh have relevance to the craft
of fiction. According to Aristotle, “plot is an don that is complete and whole, one
with a beginning, a middle and an end” (Aristotlptsetics, 1956: 44).

The end must be of some kind of logical outcomthefevents in the beginning
and middle. A well constructed plot therefore can Ine finished randomly that means
plot can not either begin or end at random. Moreave plot must be of a length to be
taken by the memory. Aristotle further draws ouemtion to the importance of the
unity of a plot and argues that this unity does ewntsist in its having one man as its
subject. He sees action as a complete whole, wgthseveral incidents so closely
connected that the transposal or withdrawal of@&rtpem will disrupt and dislocate the
whole. He adds, any action which makes no perdepby its presence or absence is no

real part of the whole.

In narratology, point of view describes the rolattithe narrator plays in the
story. In general, there are four sections aboat rtarrative structure. “First person
narrative” is a point of view for which the narraie a part of the story. The character
refers to himself as “I”. This is a very commonheigjue since it allows inserting more
personal feelings and thoughts into the text thiéaers. On the other hand, it is often
incapable of giving an objective view on the stolty.most picaresque novels first
person narration can be noticed. Daniel Defdédtl Flandersalso uses first person
narrative. “Second person narrative” is a pointiefv in which the narrator is narrating
the story to another character through that characpoint of view. Third person
limited omniscient is a point of view such that tleader and the writer observe the
situation from the outside through the scenes &ondghts of a single character. This
form is a combination of first person and omnistiearrative and is therefore likely the

most frequently used one in fictional texts. Omi@st narrative is a point of view
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similar to third person limited omniscient but weliit, omniscient narrator shifts the

character instantly, without any special eventstauthe change of the viewpoint.

Various discussions arose about the concept ofvatbtthe rise of the realistic
novel. E.M Forster irAspects of the Novehrgues that “a plot is a narrative of events,
the emphasis falling on casuality” (Forster, 1920). In plot, we tend to look for cause
and effect: character A does one thing which, peshiater, is shown as affecting
character B in a probable or realistic way. Thalegdy tracing the clues and chains of
cause and effect will reach the final. Another edammwhich is considered essential in a
well made plot according to Forster is the elenwnsurprise or mystery. He further
draws our attention to the importance of ‘organiityl meaning every detail in the

novel is indispensable, every feature has a funatiplace in a central design.

Another critic, R.S Crane, discussed the concepplof, agrees with E.M
Forster’s definition of plot. However, he arguestthit is not necessary to remain
content with this limited definition and statesttltze plot of any novel is the particular
temporal synthesis of the elements of action, adtarand thought” (Crane,1957: 67).
In his view of a good plot, it is essential tha¢ thriter should so have combined his
elements of action, character and thought as te kahieved a complete and ordered
whole, with all the parts needed to carry the motast, by probable or necessary

stages, from the beginning to the end of his change

Despite Aristotle’s adequate critical definitiondathe long tradition of plot in
drama, fiction remained a matter of ‘story’ withils early history, in the sense E.M
Forster puts forth in hidspects of the Novetaying that “story is a narrative of events
in their time sequence, deprived of the elementsasuality and suspense” (Forster,
1927: 47).

Eighteenth century plots were usually episodic,Kimel of plot which Aristotle
analyzes and criticizes iRoetics Novelists followed certain traditions in startiagd
ending their plots. Incidents were arranged in saickay that finally good characters

were rewarded with happiness and the bad ones pugrished. Among the prominent
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eighteenth century novelists, Defoe and Smollettehtaken little trouble about the
construction of their plots. Before Fielding théad been little attempts at constructing
a well made plot. Fielding was the first novelishavseriously dealt with plot-

architecture.

It was not until the nineteenth century that nastsliat last mastered plot in their
novels. Novelists began to subordinate the prold¢rbheginnings and endings to the
problem of constructing a logical sequence of eveatsequence in which no event
occurred without a reason or cause. The tempoaogression of their novels tended to
become a clearly articulated causal sequence froenstate of affairs to another, in
which both beginning and ending were arbitrary. Ibleger are endings distinguished
by their finality, rather they tend to become omsled or at least ambiguous in terms

of justice.

During the first two decades of the twentieth cepntthe fashion in plot
development began changing again. Novelists lastrest in constructing logical or
rational sequences and turned to the third posggilithat of structuring the events of the
novel so as to present a coherent ‘world’ or visadrreality. When the reader starts
reading a modern novel it may appear to be incangu contradictory, and
inconsequential facts. However, as he reads stalatelations begin to emerge which

tie the various facts together and give them sigguifce.

The concept of character is perhaps easier to ahmepd and put into words.
Character in the novel is the result of a cohesioimaits or qualities, both personal and
physical, which we assign to a single name (Koreg3/d985: 25). The criterion of
judging and understanding character in literatae dlways been lifelikeness. Aristotle
when expressing general principles on characterssts the importance of lifelikeness.
He argues that character must be true to life. Wewethis notion is inadequate for
judging a character. The standard of lifelikenessst’t help us to understand very
much about the ways in which character is presentéidtion. Perhaps we should not
judge characters in their alleged relationshipghto human beings we come across in

the real world. A character has a certain functgilin the fictional world. Unlike the
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real human being, the fictional character is param artistic whole and must always
serve the needs of that whole. Any discussion afadter in fiction, therefore, must
attend to the relationship between character amer @lements of the story and between
character and the story as a whole. That is, ctearawst be considered, analyzed, and

discussed as a part of the story’s total intertratture.

With the emergence of realism in the eighteenthturgn writers paid more
attention to the relationship between fictionalrelcters and real human beings. Henry
Fielding defended that his characters were ‘realgopy from Nature’ (Dudden, 1952:
68). It was his effort as a novelist to picturesthuman nature faithfully and accurately
as he saw it. However, in the definition of his relwders Fielding did not simply
produce a series of literally exact portraits of feople whom he had observed and
known. He was not a mere copyist but a great algartist. His characters are
compounded of both observation and invention. Swonest Fielding took known
persons as the bases of his characters; but hedreia models imaginatively, selecting,
recombining, exaggerating, toning down and othexwisdifying their qualities and
changing their conditioned and circumstances ira@mpt to make hem parts of a
unified vision of humanity. At other times, he appeto have started with types, with
fabricated figures illustrating various temperamselntimours or passions; but then he
took care to individualize his types, filling inetHictitious outlines with details copied
from real men and women attentively observed. Akydyowever, these partly copied
partly imagined characters are made to speak anah atrictest conformity with the
laws of Human Nature and the facts of Human Life.

E.M Forster is another critic who discusses thendsied of lifelikeness in
Aspects of the Novdtorster states that there is bound to be a diffex between people
in daily life and fictional characters. Forster arlg explains this distinction in the
example of Queen Victoria: “If a character in a elous exactly like Queen
Victoria...then it actually is Queen Victoria, atige novel, or all of it that the character
touches becomes a memoir. A memoir is historysibased on evidence” (Forster,
1927: 71).
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He further states that:

in daily life we never understand each other, meitcomplete clairvoyance nor
complete confessional exists. We know each otheroagmately, by external signs,

and these serve well enough as a basis for saietgven for intimacy. But people in a
novel can be understood completely by the reafiénginovelist wishes; their inner as
well as their outer life can be exposed. And thisvhy they often seem more definite
than characters in history, or even our own friends have been told all about them
that can be told; even if they are imperfect oreahrthey do not claim any secrets,
whereas our friends do and must, mutual secreaygbene of the conditions of life

upon this globe (Forster, 1927: 74-75).

Character creation should be based on true lifejelier keeping in mind that
since characters are a part of a certain fictiovald and must serve the demands of
authorial intention, different kinds of characteme portrayed in fiction. The basic
practice applied with regard to the kinds of pomch by many critics is to divide the
characters into two general categories. One ofntiest suggestive and influential
statements of the distinction is by E.M Forster wvdnades fictional characters into the
‘flat and the ‘round’. Flat characters were callddumorous’ in the seventeenth
century, and are sometimes called types, and soregtcaricatures. In their purest
form, they are constructed round a single ideauatlity; when there is more than one
factor in them, we get the beginning of the curowards the round. The really flat
character can be expressed in one sentence sutheer will desert Mr. Micawber.
She says she won't desert Mr. Micawber and shendtéBorster, 1927: 103-104).

Round characters, on the other hand, are shown witir different
characteristics... These characters are likelyeteelbp. The round character, perhaps,
more lifelike than the flat character because fm fieople are not simply embodiments
of single attitudes. The fact that there are d#ifértypes of character means that
novelists use characters for a range of differamppses. They can be used to tell a
story, to exemplify a belief to contribute to a syotic pattern in a novel, or merely to

facilitate a particular plot development.
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In the eighteenth century, characters in fictiorrevehiefly flat. Most writers
dealt with types such as the generous many virtladies, the villain. The central
agents were characterized as virtuous and thuswvilegehappiness, or evil, and thus
deserving suffering. Fielding and Richardson batbktpains to construct characters
that are either virtuous or evil and to make th&tinictions clear to their readers. And
this could perhaps be attributed to the moral conoéthe eighteenth century writers.

1.3 Narrative Strategies and Thematic Perspectivas the Picaresque Novel

Although novelists created more complex plots, esflg after the rise of the
realistic novel, the episodic plot or chronologipattern has been used by many writers.
Episodic plot has been considered the crudest &mhot whose unity depends only on
its being the history of one character and a plbenvthere is neither probability nor
necessity in the sequence of its episodes. Thenaitthe picaresque novel employed a
plot structure formed by stringing a number of edes following one another without
much concern with causality. Each episode in theehs like a section in the large
picture that the writer wishes to draw of contenapgrsociety. This is a highly
functional plot because it is among the aims ofrtbeelist to draw a panoramic picture
of society and this type of plot with its infinifgossibilities of expansion perfectly
served this aim. It gives the writer the advantegenove the principal character from
one place to place, from job to job and from mastemaster and thus to present a
satiric picture of society at several levels arairfrseveral aspects. The novel therefore,
consists of adventures loosely chained to eachr.othie the same, this does not
necessarily mean that the picaresque novel is etlteg deprived of unity. In its
simplest form, the element which holds the episarfes picaresque novel together is
the fact that the same character figures in thdmrae characteristic picaresque plot
begins with the picaro, who is driven from his hooneplace of seclusion into a highly

unstable and disordered world in which he driftswtb
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Unal Aytir states that:

The weakest point in an episodic plot is when théew finishes an adventure and
wishes to start a new one. On the whole the pigaresiovelist has not much concern
with creating a plausible plot and so tends to ter@aseparate story complete in itself.
Usually episodes end abruptly when the writer febiat he has completed that
particular section of his panoramic picture and the time to move on. Therefore the
transitions often depend on coincidence. The pstare writer often uses the device of
coincidence to transfer his protagonist from oneeatlre to another. Coincidence is
usually attributed to the workings of fortune iretpicaresque world. This again is
highly functional use of plot structure because phesence of fortune as a dominant
force in the picaresque world contributes to theseeof chaos which the picaresque
novelist aims at creating (Aytir, 1977: 164).

The random operations of fortune and coincidence gise to a sense that
nothing is certain or secure in this universe. ®gain is an integral part of picaresque
novelist’s vision of human existence. The unprexhtd operations of wheel of fortune
make it clear that human beings are almost plagthin the hands of a capricious force.
This is why Stuart Miller points out in thiéhe Picaresque Novéhat the episodic plot is

an integral part of the picaresque writer’s visidriife.

The road narrative as Bakhtin claims is the clddaedual expression of the link

between time and space.The Dialogic ImaginationBakhtin wrote that:

of special importance is the close link betweenrtiwif of meeting and the chronotope
of the road, and of various types of meeting onrtzal. In the chronotope of the road,
the unity of time and space markers is exhibiteth wikceptional precision and clarity
(Bakhtin, 1981: 98).

Bakhtin also states that “the road is a particulgibod place for encounters
since people who are normally kept separate byabamd spatial distance can
accidentally meet” (Bakhtin, 1981: 243).

The chronotope of the road is a typical charadterdf the picaresque novel. It
is because that the road is a suitable place irctwtifferent adventures may occur.
Thus, writer prefers using the road adventuregderoto make them more adventurous.

In the history of the novel the road plays an intgatr role. PetroniusSatyriconand
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Apuleius’ Golden Asshave this road element in them. In medieval roraanberoes
either start a journey or adventures occur duringpuaney. The road is also very
common in 18th century English Literature espegiallDefoe’s and Fielding’s novels.
In these novels, the road adventures are not affecs in Don Quixote and
Simplicissimusor in romances. However, 18th century English towehich have
picaresque elements, are influenced by the roadradres. Both iMoll Flandersand

Tom Jonesadventures on the road determine the plot ohtwels.

The first examples of the picaresque genre in Sgh@importance oGuzman
de AlfaracheandLazarillo de Tormess different because both novels have the basic
characteristics of picaresque genre, indeed, tbdy dreated characteristics of the genre
which can be divided into two groups: thematicallyd narratively. In these novels,
picaro’s adventures in the society and the workehwican be taken as a thematical
perspective. First person narration and organimgadioplot can be taken as a narrative

structure.

This process, takes an important place in picaeeswyels written in Spain.
Simplicius Simplicissimudy Hans Jacob Christoffel von Grimmelshausen is an
example of it. Learning process faimplicius Simplicissimuss one of the main
characteristics of picaresque genre. Picaro, irbdgnning, is a naive character but he
is forced to live apart from his family or forced guit his education and faces the
conditions of outer world. This makes picaro lodkela fool but picaro is of good
understanding and talented, he comes to know fitetarns into a cunning, shameless
and asocial person. Lazarillo, Guzman and Simgdieiligo through a learning process.

The same process is also see@iBlas by Alain-Rene Lesageé.

Beside these, there is also another thematicalegiemhich is common in the
picaresque novels that is, although picaresquels@rel with the picaro who seems to
have reached happiness, there is no guarantee wbidlhrms that this happiness will
last forever. The picaresque novels in this semse lan open ending. This is mainly
because the picaro lives in a rather chaotic wah@re unexpected things happen all

the time. It is in fact a world where chance playsimportant role which makes the
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story unconvincing and because of this factor tbecluding point which is usually
reached with the picaro’s becoming established se@ure position leaves a question
mark. However, this fact is of no great importatcehe writer since his aim is not to
make his story believable but to give a pictureasfmany events and characters as

possible and in doing so to paint a broad a piadfintemporary society.

The picaresque writer presents his characters ynfimin outside because what
is important for him is to convey his social ciigim through his characters. In other
words, he is not interested in his characters dwiguals but rather as social beings.
And through their relation to a social environmairhs at displaying the follies of the
society. Each character represents a group, arpaton or a certain kind of behaviour.
Thus, in picaresque novels we do not get analypiaabages dealing with the psyches of
either the picaro or any of the other characters.mdy get brief passages descriptive of
their minds, morals and manners. The charactershare to build up a picture of the
society, showing it with all its defects, an aimig¥his in fact the picaresque form’s real

centre of interest.

The picaro is almost a convenient tool used togrea society in turmoil. The
characteristics of the picaro are important simgefbcus is on the picaro, not mainly as
a character but as a device used for reflectingtiocgety. The picaro is most of the time
likable and interesting figure despite all the nagaaspects of his character; he is
characterized by cleverness, cunning and skillkgnevhich enable him to overcome
the difficulties he confronts in life, as in theaemple of Jack Wilton iThe Unfortunate
Traveller, who is able to turn every opportunity to his atege. However, this
description is not true for all the picaros. Anathge of picaro can be characterized as
an innocent hero who is incapable in the face dficdities and corruption. The
protagonist is an innocent young person at thenmagy; he passes through a period of
experience and training. “The world depicted in hbahe picaresque and the
Bildungsroman is a changing, unstable place, arghaacter or type emerges and
evolves with it” (Bakhtin, 1934: 365). An innocemlpless child turns into a cunning,
irresponsible wanderer as a result of the vicesdeugption in the society. In certain

novels, this learning period is protracted. It &kgite a long period of time before the
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picaro can learn the ways of the world and becomnielester. For example, iRoderick
Randomalthough Roderick encounters numerous misfortuhesfalls into the same
trap again and again. He is able to preserve mscence although he succumbs to

various vices.

1.4 Picaresque Novel as the Product of an Age of iSis

In examining a literary work, it is vital to condesite not only on the narrative
and thematical elements but also on the age arwk preluding the economical and
social concerns of both age and place where petiemost important element of
literature, take place. In this respect, a litenapork reflects the events and problems of
its age. Picaresque novel, we may also call notes have picaresque elements not
only reflect the picture of days they were writteut also criticize the social elements

and difficulties of life.

The picaresque paradigm arose in a crisis age aeamed by a gradual
infiltration of innovative ideas into a traditionabciocultural and political base. Spain
in the sixteenth and seventeenth centuries wasrnamgeng nation and world power in
which various structures of change were slowly isipg themselves upon traditional
mindsets. In all realms — the economic sector,gialis and spiritual doctrines,
statehood and political consciousness, attitudeands class, concepts of work, the role
of money, receptiveness to new intellectual corg;egit. - there was a tension between
the ideal and the material. The crisis was left nd anarkedly expressed in the
picaresque novel — as the age become charactdmzen bankruptcy of traditional
values and a desertion of the medieval universatistal system which was replaced
with a materialistic system. Various different ldgey manifestations expressed the
conflicting viewpoints of the age: “iDon Quixote for example, both attitudes — the
yearning towards innovation as well as the presenvaof chivalric social idealism —
are expressed” (Creel, 1988: 38); certain romageicres such as the pastoral or the
Moorish novel, promoted traditional ideas. A strapgritual culture was felt in mystic,

ascetic, and religious poetry and saints’ liveswiweer, the picaresque novel expresses
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a different orientation — the crisis of a cultunenhich the material standard is supreme.
One of the first truly destructive sociocriticalrges in European literature, it hinges
upon class structure as determined by a materalistses as well as by a different
ethical system. The picaresque novel is a produanhascent capitalist mentality, like

in Defoe’s bookMoll Flanders contrasted with that of chivalry and social idealis

In order to understand the starting of the picaresgovel as a new material
culture, we must first examine the changes in s¢vegisic sociocultural institutions.
The picaresque novel reflects a criticism of thetd&icacion nobiliaria” which had
been typical of Spain during the Edad Media. Thétipal system of sixteenth and
seventeenth century Spain was not really that réiffiefrom the way it had been during
the medieval period. Medieval Spain is not as dtarsstically feudal as some of its
neighbours. According to Maravall, because of thakg foothold of feudalism in
Spain, it was easy to institute the mentality andicsures of statehood. It was during the
reign of the Catholic kings that there was a stiteerging of centralized power — very
largely aided by the strength of the Spanish “Clathahurch, an institution which was
the very arm of the monarchy. The result of thialle power was a strong unit formed
by Church and State.” (A Concise History of Spa®i73: 204)

The Church and state connection was importantraaaionary instrument in its
establishment of the statutimpieza de sangrer purity of blood. In this respect the
Church acted as an arm of the new absolutist mbgarctry to limit the possibilities
for entry into the upper classes. The expulsioMofs and Jews was not so much as an
act of Church policy, but of the church as a sagiitipal organ. The church and state
body thus made an attempt to try to maintain thevgwoof the aristocracy and the
absolutist monarchy when threatened by the upskasses. The aristocracy, threatened
by the specter of social ascensiomofiveaux richesclung to the absolutist monarchy
as a supporter of its privileged status. It was gostection of aristocratic privilege,
rather than because of any feudal link, that thistaaracy usually supported the
reactionary tendencies of the church and statenorBaring this period the upper
classes paid lip service to democratic innovatiohilev still nervously imposing

measures to preserve the status quo (A Conciserkist Spain, 1973: 205).
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Time-honoured traditions and the existent socideomwere preserved, yet the
new attitudes of a money-based economy and sogistera were establishing
revolutionary changes. For the first time the notid taking risks with money through
entrepreneurship was accepted over the idea ofeoaaton of wealth. The idea that
one who had amassed a fortune was in some way yarttd thus entitled to a high
social status challenged earlier conceptions ofsglaank, and the worth of the

individual.

Thus the picaresque novel arose in an age of claislict — an age when the
material basis was taking precedence over the sdedl social idealism and
universalism. This specific situation may be geliegd: it represents a society in the
crisis of transition, a culture bankrupt of a dpi@ center, in which a central character
outside the inner circle criticizes tBatus quoThe essential situation which was to be
instrumental in the genesis of the picaresque, b®yound again and again in any
society which experiences discontent and turno8eme picaresque novels present
social ascension and individual values as attagmatlt all show class struggle and

change.

These social, economic, and existential conditivos the background of the
picaresque novel, a work in which antiheroic litgrenotifs dominate. The picaresque
mode creates a morally and spiritually depleteddavior which everyone is a two-faced
“con man.” This degraded world is the amphithe&drean antihero who has no choice
but to deceive and trick in order to win partiat@gtance in the target social group.
Sometimes he is never accepted, but merely stredglsurvive. The generic variants
within this mode, even during one historical periae myriad however we can say that
in the early stages the picaresque genre dealsangtinflict of exclusion into a desired

social group at first connected to thecient Regime

The conditions in Spain caused an enormous incre@astarvation and poverty
and this situation brought about important moratwations which made people keep

their individual benefits in front of everything. Me people were facing economical
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and moral corruptions, a new kind of narration aregich was going to be called
“picaresque” later. This new kind of writing help#te writers of Spain to depict the
country’s difficulties. Moral corruptions and ecanic recession in the society filled
with beggars, wretches, rogues, and orphans weendo the readers by picaresque

novels.

The fool characters in Medieval literature were amigant elements of story
telling. These real fools were also important cbtma of the Middle age real life.
These real fools, who could be seen in everywhetbat age, were being mocked by
the societies they lived in but they were also gmmotected as they had personal
immunity. They could say and criticize everthingttivere prohibited for other people.
In those years, artificial fools were the most gdapeharacters in the literature. They
were used to wit and criticize the social corropgidn societies. By the picaresque
novels’ emergence those artificial fool charactawsned into picaros in Spanish
literature. Those picaros were traveling from ofee@ to another and they were telling
the corruptions they faced with. Those picarosaficial situations were just like the

other usual people. This kind of narration soorea@rover the European literature.

In literature, each era has its literary protagsnigho symbolize the premises,
aspirations of the moment. During the Middle Agesre were the pilgrims, the perfect
knights and warriors but in Renaissance fool aedpibaro emerged. Harry Levin states
that “across Europe, along the drift from Renaissato Reformation... stride two
gigantic protagonists, the rogue and the fool” (hel963: 67).

Since the English picaresque developed in parallih its European
counterparts, it is important to examine the tiaditwithin its context. Therefore, a
general examination about the genre’s history &mdnhfluence on European literature

should be done.

Some critics have designated the anonymdéda de Lazarillo de Tormedirst
published in 1554, as the first true picaresqueshdazarillo de Tormegstablishes the

picaresque mode and the picaresque genre withatttiberoic lower-class character
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who reacts to his hopeless circumstances by begpjuét as degraded as those around
him. In this work irony and satire predominate, mgkLazarillo a counter genre to
several other contemporary forms such as the edcammance” genres like the
sentimental novel, Moorish novel, pastoral novedurtly novel, etc. And to the
idealistic complexity oDon Quixoteand to popular mystic literature, such as religious
poetry and saint’s lives. This vigorous satire iiected at certain groups in the ruling

inner circle and their empty and superficial systédnalues.

Lazarillo de Tormesachieved a great popularity both in Spain and other
countries. As soon as the inquisition, “eager topsess the evidence of any Protestant
influence, seriously embarked on the project ofkboensorshipl.azarillo de Tormes
fell as one of the first victims” (Chandler, 1938).

The novel's popularity mostly rested on its entertey nature. As a record of
the jolly adventures of a social outcast, it cattaappealed to the wider reading public.
At the same timel.azarillo de Tormegchoed chords familiar from an oral tradition of
longer standing. Being on the surface, the storgroingenious trickster in unrelenting
combat against the odds of fortune and rigid sostialcture, it contained motifs and
incidents reminiscent to its contemporaries ofaarelements common to their folk

tales.

The narrator of the novel is Lazarillo de Tormeswly town crier. The author
makes Lazarillo tell his own story. The carefulhnstructed prologue which introduces
the tale, points out to the reader that usefulblessan be gained from what appears to
be simply entertaining stories. Lazarillo inclirtbe reader to examine his story deeply,
because if he looks deeper, he will profit from\Vite are also informed of the occasion
for his writing: the particulars of the “the casd’azarillo chooses to start in this
manner: “And since Your Honour wrote that | writeyiou and explain the case fully it
seemed proper not to take up the story in the raibddt to start at the beginning so that

you may have a complete account of my person” (likzal954: 19).
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What we read is in fact, a letter which gives a plate account of Lazarillo’s
life and of the intriguing case of his life.

Lazarillo’s life story is told in seven chaptersdifferent lengths which he calls
“treaties”. They take the reader from Lazarilloigtlio to a poor miller on the banks of
the river Tormes, through his childhood to his youthen he served seven different
masters and later on he became independent ggiosigon as town crier in Toledo.
Each episode is a link in the chain leading to rlaerative core which is both the

sources and aim of the tale.

Lazarillo’s father’s a miller of meagre means. Cioted of stealing grain, he is
exiled, serves a nobleman and dies with him in>greedition against the Mors. Left
destitute, Lazarillo’'s mother becomes a cook amguadress. She eventually procures
the help and protection of a Moorish stable-harditeas a child by him.

Later on, Lazarillo is given to a blind man as asistant. He follows his master
from town to town helping him deceive women who phg blind beggar for his
prayers, in the belief that the heavens are malead to this invalid. The blind man is
rich and avaricious, and Lazarillo is often fordedise his newly-learned tricks to steal
food and wine from his master, although he is abvdigcovered and punished. Unable
to endure hunger and punishment, Lazarillo takeslarengeance on the blind man and
runs away to the village of Maqueda where he besoamealtar boy to a priest. His
second master is even more miserly and keeps hiargeon the verge of starvation.
During his days with this master, Lazarillo prags people to die because funerals are
the only occasions when he can eat well. Subselyudre becomes to Toledo and
offers to be servant to a prosperous-looking sdire nobleman turns out to be as poor
and starved as Lazarillo himself but hates to adtndut of a sense of “honour”.
Lazarillo’s initial horror at being the victim olush cruel fate gives way to pity for a
man trapped by his own distorted ideals. Insteadeskrting his squire, he chooses to
help him carry on his miserable charade and nevesveal that he knows the score and
mindful of the nobleman’s proud feelings. In a senldeversal of the establishment of

the pattern, his master eventually deserts Lamamearing that bailiffs will seize his
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property, he escapes from Toledo leaving his sért@manswer to the authorities.
Lazarillo is quickly cleared, and for a short tinhe, comes under the protection of some

spinning women.

His education is now complete and after that heliaeg a goal in life which is
to become a respectable man and sets out to adhi¢¥e has become so cynical that
nothing and no one surprises him. He serves a n@okaplain, a pardoner and a bailiff
in succession. With the chaplain he earns moneyveater carrier, buys a suit and finds
himself “on the first rung of the ladder to suc¢edhile serving the pardoner he
observes various tricks. His service with the Haik very short, for the dangers
involved are not “outweighted by the comfort of lnng he is on the right side of the
law”. Lazarillo realizes that in order to be suafas he must engage in a trade
sanctioned by the crown by having a real occupatidith the assistance of friends and
superiors he becomes the town crier, charged wvdtleréising wines, lost objects and
announcing the sentence of those led to their ¢xecuWhile in this office, Lazarillo
receives the protection of the archpriest of Sdna8ar who is kind enough to marry
him off to his servant girl. The town people, whention the fact that she was and is
the archpriest’s mistress and has had three childyehim, are told that “ God has
granted Lazarillo undeserved happiness and goddnierwith this marriage and that
she is as good a wife as there is in Toledo”. Lilaactoncludes his story by bringing
into relief his remarks in the prologue about tiheag) worthiness of those who achieve
respectability only by individual effort: “Well ahis time | was prospering and at the
peak of all good fortune”. The cooperation with Hrehpriest assures success in which

Lazarillo can not praise enough his excessive gesitgr

Lazarillo is the first character in literature tatize that his present self and state
can be explained in terms of heredity and hist@uwillen thus states: “A complete
account of a person could not be accommodatedeimdinrow confines of an ‘Italian —
style novella’, limited as it is by a focus on axgle situation and incapable of

conveying a character’s individual peculiarity antkgrity” (Guillen, 1953: 31).
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As Miller indicates:

the choice of the epistolary form, long considermgted for a confession and

extraordinarily popular as a genre in the fourtkeantd sixteenth centuries, gives the
author significant advantages, which also serves getext for the autobiography of a
humble character, it satisfied the need for histgyri (Miller, 1967: 38)

Parker in this respect states:

The carefully placed remarks to the addresseesdbee to link a given episode from
the past with the narrative present. For exampléhe first chapter, a very funny story
about Lazarillo stealing a sausage from the blirahns told in great detail. Lazarillo
immediately gives an account of how the prophecguafcess was fulfilled later in his
life. In this connection, the beggar’'s words comestin the last chapter. According to
the prophecy, not only does Lazarillo derive pdiis income from advertising wines,
but from his friendship with the archpriest of S&alvador. The crucial scene with the
stone in the very beginning of the novel is follaiMey a comment addressed to the
reader about the overall panorama of his life. KBarl967: 47-59)

Guillen states that “the repeated appeals to aehiddrrespondent reinforce the
total impression of factuality projected by the alB\(Guillen, 1953: 45). That is to say,
we learn about Lazarillo from the most direct seuldis integrity and individuality as a
narrator are established by the use of the mostralatnearly colloquial language,
totally unaffected and free from any literarinefbe easiness of Lazarillo’s discourse
has led Claudio Guillen to call the novel a “spolegistle”. In this way, the reader is
allowed to read other people’s correspondence, biserve the inner workings of
another’s psyche and another’s life, free fromrdaarfering third person narrator. What

is more, the customary dialogue between authoreader has also been preserved.

Another important feature of the genre is its ®ngiss of view point. The
picaresque singleness of viewpoint consists inmjatshing appearance from reality
and fiction from fact with exaggeration. This aksxplains the dilemma of the picaro.
That is to say, the contradictions in his behaviand the changes of the individual-
environment relationship do not seem to affectidasic unity of the picaresque novel,
because all elements are presented from a comnesnpaint. “It is common that the

narrative of the picaresque novel is told by tream himself who is a rogue or a former
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rogue” (Altar, 1964: 22). And whatever happens he story the narrator is always

involved, never an impartial observer.

The author of the picaresque novel identifies hifrsampletely with his subject
and thus with his narrator. As a result of it, thest trivial detail or insignificant action
is integrated into this overall perspective, somes seeming to be more important than
the narrative itself. This effect requires a cotesisy of style. Truthfulness in the
picaresque novel is achieved through doubt, insigcand cynicism of the picaro, the
narrator. With the help of its unique style, thegoo is able to look upwards and laugh
quietly, simply indicating the hypocrisy and thds&a pretences. This critical attitude
seemed to several modern writers harmful and uniaaried. But, the picaresque novel
is most original, as we have seen, when it is rwsted. The singleness of approach is
very effective. More clearly, it brings togethermgdoose ends and blends the different
sections of the narrative. And by doing so, it h&gs the effect of the reading

experience.

Lazarillo’'s wanderings from master to master argeduto the presentation of
corruption and moral decay. Lazarillo’s contacthnall social classes, particularly with
the three major levels of sixteenth century Sparighe nobility, the clergy, and the
underworld — broadens the scope of the panoramaetAsr, the fact that Lazarillo
himself is not spared, that he is shown to be &ngilparticipant to the daily existence
indicates that the ultimate purposelaizarillo de Tormesies beyond the boundaries of
social criticism. Rather, its purpose is a moratdmy, the chronicle of the gradual
corruption of an innocent and his spiritual dedthat is, Lazarillo feels lonely in the
world, and every experience serves his egoistferskhnce. As a mature person, he is
an outsider and ready to conform to society. Batwiorld he aspires to is corrupt, thus,
false appearances can only lead to false ideals.

Lazarillo may be spiritually dead, but his morabdeeration is reminiscent of
the corruption of conventional values. His naivenorents about the empty ideals and
false honour bring into question an entire hieraradf ideas and values in the

contemporary society.
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The picaro’s loneliness is not due to his poorighbfbr friendship. The basic
situation of the picaresque novel is the solitudéhe world, of its principal character.
This is not the retreat of the hermit or excludimm society. The picaro is lonely in the
world, totally isolated from society, and cut ofbim any foundation of “security”, such
as family, money, friends or social position. Sarly, he is unattached, boundless, at
loss in a hostile, social position. The extent isfigolation includes solitude insecurity
and restlessness. In addition, life appears togrimarily as a long wandering without
end. Therefore, solitude, confusion, shipwreck amskery are some of the most widely
used terms used to describe the situation of tter@i The picaro, unlike the jester, the
criminal, or the ruffian, is in no way outstandinggither in heroism nor in vice. He is
simply faced with the immediate problems of existersuch as food, shelter and

heating. He needs to subsist, to keep himself @iftode confusion.

The picaro has no past nor any trust in the futdrs.living must be fought for
and extorted from a corrupt society. He is obligegdome to terms with an environment
that is cruel and unrewarding toward all. For tb@stest he is equipped with both
offensive and defensive weapons. His greatest defernweapons are his resiliency or
capacity for adaptation as well as his stoical gbachour. He is willing to learn and
make concessions, but, in case of failure, henaitlwhine and brood, but forget and be

merry. In this sense he is not indolent, for heaser discouraged.

One of the dominant devices of the picaresque nisvigle highly episodic plot. “As a
work of literature the picaresque novel was sinplseries of episodes whose sole link
was their occurrence in the life of the picaro, dgde anti-hero who joins together all
the events by sole reason of the fact that heesrtiportant actor in them all” (Miller,
1967: 12).

The episodes in the picaresque novel are rarelkedinby rationally
comprehended cause and effect. Strict chronologgierally its ordering factor being
the only link between episodes. And since thereniy evolvement, not development,
of the picaro’s character, this potentially unifyifactor is missing as well. As Claudio
Guillen puts forward, “the most episodic eventslod picaresque novels do not even

provide for the reintroduction of supporting chaeas to further action and develop
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plot. They may appear in one episode, never tceba again as the picaro travels on”
(Guillen, 1971: 37). Like chronological sequenciagd a swiftly changing cast, the
travel element represents one more characteristickhe episodic picaresque plot.

Accordingly, the picaro travels on.

The picaro tells his tale about his adventures. d$eeof the word “tale” places
emphasis on the “telling” of the story by the padrom his own unique viewpoint.
“The picaresque novel is always a picture of theldvas seen through the picaro’s eyes
and with the colouring he gives to it. His autobagghical narrative reveals his
compulsion to convince others of his vision andezigmce” (Guillen, 1971: 44).

Guillen adds that “Dame fortune” also plays a spleomble in the picaresque
novel” (Guillen, 1971: 52). She spins the wheel aalls the stops. This is not chance;
because the word “chance” refers to the unpredetasiture of events in the physical
world. “Fortune”, on the other hand, refers to thece” behind chance events. As to
fortune, Miller puts forth, in the picaresque notred classical and Renaissance motif of
fortune dominates the entire action... The whole ngisque tradition is full of
statements, laments and complaints about fortu@aillen, 1953: 64).

For the picaro there is no grand providence, nacédgcause and effect, no
obvious author covering about to shape the plaifef Only fortune dominates, and
fortune holds continuation. The picaro can notdxnciled to it in a dynamic, organic
relationship. The picaro can only wend his way ast las he can through the obstacle
course which fortune has set up for him. In theapts experience, fortune is either
decadent or absent. Miller says: “His fate is ie tap of gods, but the gods are

continually dropping it” (Miller, 1967: 28).

Closely related to fortune are the themes of aatidad rhythm. Fortune refers
to the unpredictable nature of events in the playsiorld. Accident seems to lie at the
heart of all occurrences. In fact the picaro’s @udi are frequently separated from the
very events that accompany or parallel them. Thsisnitiatives in given occasions are
often met by wholly unrelated and unpredictablegesmings and absurd accidents.
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The life of the picaro is never static but prognesly developing. His life is of
cycles, events following events with many characjestling him without establishing
any meaningful relationship. Although some characteappear in the tale, the total
effect is one of a relentless cycle of mechanicaloenters. Therefore, the picaro’s
world is inherently chaotic. There appears to becaase and effect relationship in the
nature of the universe and society where he liNesnerous devices and themes in the
picaresque mode combine to build the overpowererge of chaos. The episodic plot
serves as metaphor for a world in essential chasMiller points out; “It is a world
fully beyond the creative scope of human action r@tationships” (Miller, 1967: 36).

Following the appearance afazarillo de Tormesn Spain in the sixteenth
century, the influence of the picaresque traditmon came to Elizabethan England.
The picaresque novel became extremely populareaSpanish picaresque novels were
translated and became widely read. Only eight yafies the first English translation of
Lazarillo de Tormesappeared Thomas Nashelfhie Unfortunate Travelle(1594)

accepted as the first picaresque novel in England.



CHAPTER TWO
THE PICARESQUE TRADITION IN THE EIGHTEENTH CENTURY
ENGLISH NOVELS
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2.1 Moll Flanders by Daniel Defoe

Translations of foreign picaresque novels continueabated in the Elizabethan
and Jacobean period. But it was not until the eighth century that British novelists, of
whom Defoe was the first, began to contribute te tevelopment of the English
picaresque novel. Defoe was conscious of socialelsas economic isolation in his
time. In his first bookAn Essay on Projec{d767), he proposed schemes for improving
a range of contemporary social systems: bankirgyrance, lotteries, bankruptcy, and
debt payment schemes, education (particularly foman), commercial law. Defoe’s
knowledge of his own society was intimate and ba@adying. As a dissenter and a
journalist, he could stand back from society ineortb record and anticipate its rapidly
changing character. “The picaresque tradition sefefoe’s aim in showing what it is
like to struggle for survival in a marginal situati” (Paulson, 1967: 44) At a time when
economic individualism was gaining importance, [@&foheroes and heroines were
somewhat different from the protagonist of the pmsgue novels. The difference
between the Spanish picaro and Defoe’s protagohestsn the fact that the Spanish
searching for a means of substance, whereas tlee athbitiously designing to gain
economic individualism and security in an irratibrvaorld. With few exceptions
Defoe’s major novels dramatize themes and ideas\aee to human experience: the
journey from isolation to dependence or from inmmeeto experience; the tension

between nature and civilization.

Defoe insisted that his heroes and heroines wetmlggeople. In his preface to

Moll Flanders he calls his novel a ‘private history’:

The world is so taken up of late with novels anchaaces, it will be hard for a private
history to be taken for genuine, where the namesaimer circumstances of the person
are concealed: and on this account we must be miotitdeave the reader to pass his

own opinion upon the ensuing sheets and taketibmitie pleases... (Defoe, 1963:)p.1

Defoe’s fondness for a realistic presentation @faddife may have inclined him
towards employing the picaresque tradition. Becguisaresque novelists also go to

much trouble to convince their readers of the traththe story they are telling.
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“However, we see that Defoe was also influencedhgycriminal biographies of the
period” (Sieber, 1977: 55). The first-person naveatviewpoint, the concentrated
interest in crime, crime reporting and courts ok lare all part of the conventional
elements of criminal biographies that were so fasible at the time. Rogue literature
as it existed in contemporary England however, @¢owit serve the aim of Defoe since
it merely sets before the reader scenes from ladvcaiminal life in a usually comic
manner. Such works do not deal with the life, caeeel the process of development of
a rogue. Moreover, there is usually not much saomidiicism. And since Defoe’s aim
was to present a critical picture of contemporanglgnd, the picaresque tradition
perfectly suited his aim.

Despite the general assumption that the picareptpieconsists of a string of
events, a close examination Moll Flandersreveals that Defoe pays a great deal of
attention to establish fairly strong causal linketviieen the different episodes of the
novel.

It is true that at first sigh#oll Flanders exhibits the episodic structure of the
picaresque plot. However, certain events, such al§dvtelationships with her mother,
her half-brother and her favourite husband areclihtogether and this gives the novel a
degree of structural coherence that is not usuahast earlier picaresque novels. lan
Watt states that:

The novel falls into two parts: the first part isvdted to the heroine’s career as a wife,
and the second to her criminal activities and tleeinsequences. The episodes in the
two parts can be regarded as separate storiesyeoweo of the main episodes in the
first part are not wholly independent. Moll’s thindarriage, with her half-brother, leads
to the discovery of the secret of her birth, and ttas links both with the beginning of
Moll's life and with the final scenes in Virginiahere she finds him and her son again.
The fourth marriage, to James or Jeremy, the Lameabkusband, is connected to the
second part of the book dealing with Moll's trial the Old Bailey onwards. The
connection of the second part of the book withrte of the plot is that it finally leads
to her arrest, then to the reunion with Jamesrisop, to her later transportation and
eventually to her return to Virginia and her fantiyere (Watt, 1957: 117-118).

Therefore, Moll’s criminal adventures end in a reakof our contact with the
two main episodes of the earlier half of the phat. episodic plot usually progresses by

means of coincidences. An adventure is finishedthadovel takes a new turn because
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something accidental happens to give it this nawction. In Defoe’s novel too there
are numerous coincidences and chance incidentshwimay at first seem highly
unlikely. However, we see that most of the timeythee keeping with the heroine’s
character and the nature of the world in whichlsres. A close look at the plot reveals

the care Defoe takes when he moves his heroine driaradventure to the another.

Another important picaresque element Moll Flanders is the non-episodic
form. As we mentioned befor#loll Flanders is a kind of novel that has some
characteristics of this type. Another pattern thaght distinguish the plot oMoll
Flandersfrom a purely episodic one is the appearance dhicecharacters through
sizable sections of the narrative. To take a premtiexample, Moll’'s governess figures
in more than half of the book. We might expect thédtern to weaken the sense of
discrete separation of events. But even though Malhders lives with her governess
during the whole time of her thievery, each thigvepisode is distinct, happening in a
different place, among different people and, thamt&sher disguises, often to a

seemingly different character.

Fortune and misfortune are other important elemerftpicaresque novels.
Misfortune and fortune can be seenDon Quixotebut fortune highly takes place in
Moll Flanders In fact, despite all the explicit moralizing Moll Flanders despite the
apparent security of the heroine at the end, degpié suggestion of a religious
providence that rewards the penitent and punidhesinner, the major plot pattern of
Moll Flandersis one of Fortune. The word fortune is only meméid occasionally in
the novel, but the pattern of fortune is everywhaesnped on the book’s action. Moll
experiences a great number of highs and lows, anddarch for security never seems

satisfied until the end.

Although Moll seems to be the victim of fate beeosher ignoble birth, all the
same fortune seems to be on her side most of e ttiroughout her life. If we take
into consideration the first part of the novel dieebto Moll's married life, she seems to
be a most fortunate person. For example, when hesendies when she is fourteen
years old, her daughter taking charge of the estatds Moll into the world. Moll left
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to herself, thinking that destiny is working agaiher, is in a short time taken care by a
wealth family, where she receives protection andcation. Fate continues to favour
her, when she gets pregnant by the elder brotheroufh the younger brother’s
marriage proposal, Moll rises above the statusowfobrn, desolate young girl to the
status of gentlewoman, which was her dream as ld.dni spite of the social codes
which work against her, fortune coming to her aiovides Moll the opportunity to live
in prosperity as the wife of a gentleman. Moll lmnsenting to this marriage is able to
turn the events to her advantage, dealing withctimsequences of the relationship with
the elder brother without suffering. However, foeuworks against her in her third
marriage. It forces Moll to a tragic confrontatianth her brother. Moll is leading a
happy married life until she deduces that her mmithéaw is her mother and Moll
recoils at the thought that she has unknowinglyrodted incest. And so she returns to
England after living a happy life of eight years \irginia. The ups-and-downs of
fortune continue in Moll’'s later marriages. MolNédis a modest existence with her fifth

husband and mistakenly foresees a reversal ofrfertu

Now | seem’d landed in a safe Harbour, after ther8y Voyage of Life past was at an
end; and | began to be thankful for Delivaranceat many an Hour by my self, and
wept over the remembrance of past Follies, anditbadful Extravagances of a wicked
Life, and sometimes | flatter’d my self that | heidcerely repented (Defoe, 1963: 161).

Feminine counterpart of the picaro is picara. Tiwana in literature has its own
identity.

The first point where the picara separates from piearo is the age of
experiencing adventures. “A picaro can begin higeatures at an early age, however
the picara must wait until puberty to claim heryostrong advantage — her body”
(Kaler, 1991: 1). “Lazarillo, for example, is a ymy pre-pubescent boy who is old
enough to ‘run errands for the guests to get theme &@nd candies’ when he leaves the
blind beggar” (Kaler, 1991: 2). His age does nottarabut his agility does. Once he
experiences the beggar’s cruel trick he feels d® ihad woken up and his eyes were

opened. He learns from this experience and he besdme trickster, not the tricked.
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For the picara, however, the process is differéd. a girl, she can not
experience full knowledge of the world, especiaflysexual matters. Her defloration is

relatively easy and always to her advantage. Ksibges that:

Where the primitive picaro never profits from higerience, the picara does.
She learns early that she has a marketable a#ributer sexual favors and this
prowess leads directly to her obsession with #s lnd in accumulating money
as a substitute for her sexuality (Kaler, 1991:)120

As well as the use of wit, sexuality becomes anargnt weapon for the
picara’s survival. Her body in fact becomes hernecoic resource. She uses her
sexuality to attract men and to convince them tsymade them to marry her. The picara
sees marriage as an economic security. Howeveughrexperience, the picara realizes
that marriage does not provide security. When ttengpts at marriage fail to assure her
of security, the picara is forced to prostitutismce there were not many alternatives in
employment for women. The picara having neither liheaor trades is eventually
forced to prostitution. This tendency of the picdoavard prostitution is usually
detrimental, especially in the picaresque world.alhostile world, with its lack of
security or stability, the picara sees the accutimraf wealth as her only salvation no
matter whether through prostitution or some otheans. The picara uses prostitution

as only one of her trades; she is equally adejbiedit and deception.

One clear deceptive characteristic is the changgohent. The picara adopts a
dress suitable to her situation. She wears dressesdisguise to deceive her lovers or
society. Every garment she wears is a calculatedenmoher game plan. The picara at
times even disguises herself as a man in ordeurtbdr her picaresque tricks. Another
deceptive characteristic of the picara is her nah@ge. Seldom does the picara retain
her original name since it would uncover her disguiFurther isolation of the picara
occurs when she is forced to reject her originantdy by adopting a new name.
Whether it is a change of name or a change of efpttihe picara is skilled in disguising

herself to deceive others to achieve her goals.

The picara experiences isolation in a different nean As a woman, her

reputation is immediately affected by her societfts prejudice against women without
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men. Secondly, within her profession of prostitutee picara is ostracized by her
society as a malignant influence. Therefore mosheftime picaras suffer ostracism by
the various societies they enter. It seems thast picaros do not seem to suffer from
isolation. They are only that they are likely to pp@or and therefore uncared for. In
order to survive, acquire wealth, the picara cagilydistance herself from her children,

seeing them as a hindrance to her survival.

In picaresque literature, marriage is not considlexepopular institution. Both
marriage and children restrict the picara’s advessult lessens her ability to wander
and to enter different societies. The family unihs contrary to the picara’s unstable
world. As a married woman, the picara seldom needwactice her picaresque tricks,
but when marriage fails she is again forced to amown living. Therefore, the picara
ends her marriage one way or the other and abartdanshildren after each marriage,

carrying on with her adventures.

In her adventures, the picara does not experierastemservant relationship
which is considered to be a significant contribatio the picaro’s education. Instead,
perhaps the picara’s switching of lovers can besictamed as a form of the picaro’s
switching masters. The picara in her relationshkwgh her loves and husbands obtains
different information which helps her search foomemic security. She learns from her
love affairs and marriages as does a picaro fremtasters. Each marriage throws light
upon the picara’s path towards achieving finansedurity. However, like the picaro,
the picara has to start her journey towards her again and again. Like the picaro, she

never gives up, starting a new with her vigorousrgy.

Defoe’s female heroines are important steps inddgaeelopment of the picara.
Defoe was the first English writer to create thistfpicaraMoll Flanders Although she
may not be a full-blooded picara, she neverthddesss many of the characteristics that

a traditional picara has.

Like most of the picaras, Moll Flanders is of lowth. And she suffers the

consequences of her disreputable heredity botlalbpend financially throughout the
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novel. Despite her low-birth, we see Moll form theginning of the novel, preoccupied
with the idea of becoming a ‘gentlewoman’. However understanding of the concept
of a ‘gentlewoman’ is quite different. Moll innodgn being unaware of the harsh
realities of the world, considers a gentlewomars@seone who does not serve pother
people but earns her own bread by working. In ottands a ‘gentlewoman’ meant for
Moll, a self-employed individual. Even as a childhe condition of servitude is
abhorrent to her. After all, any state of depengeincludes a certain helplessness.
However, for Moll, avoiding servitude is not enoyughe must also live in higher social
standards. Moll believes that she deserves totleadife of a gentlewoman. Her vanity
in fact partly arises because of the society’s cemsion beauty.

For Moll, money is an important concept. Besidesenbing the importance of
money for Moll, it is also clear that money is venych related to her appearance, since
it is her physical characteristics which have ediner the financial reward. Even in her
first affair, we witness that she earns money tgholer sexuality. Sexuality becomes a
weapon for her survival. However, one shouldn'toign the fact that, Moll is not
conscious of the powerful weapon that she posseS$éesis aware that her beauty is
being used and that she is not using her weapaus, Bhe is being exploited. Unaware
of the ways of the world, she can not blend heuabty into finance.

Moll makes it very clear to the readers that hémgypal motive in whatever she
does is profit. She measures people and theiriop&dtip to her almost solely by the
consideration of how much money can be get outeit Money for Moll is not an end
but a means of security and to lead a comfortatde$he accumulates money because

money is power and superiority and lack of it giwes/ to vulnerability and insecurity.

Although, at the beginning Moll accumulates mofaynecessity, further in the
story, in her criminal life, because of her avami nature, a characteristic shared by all
the picaras, Moll can not stop herself from accwatingg much more than needed for
necessity. The accumulating instinct drives heraod on. However, it is important to
remember that what motives her to accumulate modenaore money is her fears for

her own survival, her desire of rise above her ¢wigins. Moreover, Moll Flanders, in a
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way is forced to become a tough person in accumglamoney in a harshly
competitive world. Like all the picaros, Moll Flaed is aware of the fact that she must

be self-dependent in a world where everyone idifighfor his own interest.

The development in Moll's character shows that isheore than a device for
portraying exciting adventures. We clearly see $it@ges how Moll passes from
innocence to experience. In the opening sectionhef novel, Moll Flanders is an
innocent child who wants to be a ‘gentlewoman’ nse@arning one’s own keep without
being a servant. At this point the writer cleaillystrates the extent of her innocence
when Moll in fact expresses her wish to be a phatgti Early in the novel, Moll makes
her assessment of other people in terms of genfilliere is no question that part of her
fascination with the elder brother who seduceshasrto do with his station in life and
is manners. Of course, another point which deseouwesattention is that Moll at this
point gives importance to love. She is in love whkb elder brother, therefore when the
younger brother makes a marriage proposal, shkstuhrefusing him without thinking
of the consequences. Being innocent she devoteselhdo the elder brother and
deceives herself by thinking that she will spentdappy life with him. Moll is not
behaving with financial prudence in this early affahe has not yet learned the ways of
the world. She is too taken up with her own beauny its immediate rewards, for she is
given gold by the elder brother. At this point sh&ot using her beauty but her beauty
is being used. Moll is misused by her lover wherfdrees her into marriage with his
younger brother. Her protestations of love ared@wail; her lover is quick to point out
his precarious financial situation, and Moll mustegin to economic realities. She lives
in marriage with the younger brother for five yebud feels little affection for him. His
death leaves her free to face the world, a morergxpced and a smarter person. She is
now worldly-wise, but still she has a craving tod&entlewoman’ which foresees her
wish for stature. She says that she doesn’t mindying a tradesman but that he should

also have the characteristics of a gentleman toavésstill see this vanity in Moll.

After her second marriage, Moll goes to Mint. Theeg section is about the
position of women in society and the importanceaajood marriage. It is significant

because it puts in her mind the necessity for red#itudes towards men and marriage.
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Based on her observations in Bath and her formpergnces, she is able to help a
young woman get married. Following Moll's advice tyoung makes a happy marriage.
From now on, Moll opens her eyes to the realitiethe world and from then on she
uses her wit to secure herself financially. Thekra lovers, in a way becomes an
economic barometer of Moll's financial state. Tmstion which she later acquires
contrary to her first experience where marriagendideem to be important for her,
despite the fact that she had the chance to rearchdal; becoming a gentlewoman and
living in considerable wealth. As Moll learns abdl¢ world, she sees marriage as an
institution for securing her life financially. Slggickly comes to realize that in order to
secure her life she has to be in search of a wealtsband. Moll's purpose, which is
the motivation behind each action, is the acquisiof capital. And in order to reach her
aim she engages in many intrigues. She makes hdrrttarriage through a scheme
devised together by the captain’s wife and her&He is successful in carrying out the
plan and soon marries a merchant. Following thisl tnarriage, we tend to encounter
the words ‘intrigue’, ‘design’ frequently. We obsgerthat each marriage contributes to
the development of Moll's character. From now dme sises her ready wit to survive.
Except for her fourth marriage where she is deckivghe is able to turn every
opportunity to her advantage. Moll learns from eaohident and as the novel
progresses she becomes wiser and more knowledgebbi¢ the world. She makes
better judgments about the incidents that she emiems She seems to better understand
the system of which she was ignorant early in theeh.. Although Moll is deceived in
her fourth marriage, she is prudent enough to glatseeds of the fifth marriage in the
meantime. Because Moll is now pragmatic personwkmgp not what awaits her, does
not lose contact with the bank clerk. And so whea parts with her fourth husband,

she does not fall into poor circumstances.

Unlike the picaros who do not openly complain abthdtir isolation, Moll at
times becomes sentimental about her being aloner &d over in the novel she admits
her need for other friends as well. Moll fears eirlg left alone in the world to shift for
herself. Always she looks to her lovers and heibhods for protection. Her husbands
in a way essentially father-figures providing patten and security for Moll despite the

fact that although only momentarily. And at certaitages in Moll’s life, there are
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women acquaintances who act as mother figuresthale women are comforters and
helpers. They provide homes and give her instrostio the way she should go in the
interest of her own prosperity. Unlike the traditi picaro, Moll usually has someone

who acts as a guidance in Moll's deeds for survival

Men and marriage are means of survival for therpicaly for a limited period
of time. Once the picara starts to get old, shé&ssé& other resources. While aging is
not considered to be a problem for the picaro,eshme can play his tricks at any age, on
the contrary it is a matter of loss of resource ttog picara. Moll complains about
getting old and losing her attractiveness, andhslscomes conscious of the reality
that from then on it will be difficult for her toiw the love of men using her sexuality.
At this stage, the picara usually turns to thdftnlike the traditional picaro who steals
so regularly that he must name each action, th&rgis only an occasional thief who
steals when her other resources fail” (Kaler, 19P4). Moll Flanders begins to steal
when she is nearly fifty, a time when she can mgéw use her sexuality. This time she

combines her wit with her thieving skills and be@sna successful criminal.

Moll Flanders survives in the criminal world by ading a series of disguises so
that not even her closest associates know her itkeietity. Moll Flanders puts on
disguise in both her marriage life and her crimiiifal, always pretending to be better
than she is either in wealth or in social statidbhus, she lives out almost her entire
career wearing masks, costumes, makeup. In fachulse of this fact we do not see the
‘real’ Moll, her entire story is one of pretencedatisguise.

The other characters in the novel serve the purpbsenvincing the novelist's
vision of life. Similar to the secondary characterghe other picaresque novels, these
figures are not fully described. They are introduddrough their physical details
however, we do not get to know their psychologiqaklities, they are not fully
presented. But in Samuel RichardsoR@melathis fact is rather different. As always
introduced as one of the first psychological nov&ghardson gives the details of
characters not onlfamelas but also other charactelBamelaby having epistolary
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form differs fromMoll Flandersor other picaresque novels despite having picaeesq

elements in it.

Beside Moll Flanders a novel that has an important amount of picaresqu
elements in it, there are also two other novels ¢ha be called as picaresque novels in
18" century English literature. One of them is Tolasollett'sRoderick Randorand

the other is Henry Fieldingom Jones

2.2Roderick Random by Tobias Smollett

Roderick Randons about the adventures of a young Scotsman. Ré¢demnm
orphan, is left to the care of his grandfatheryrarinical village squire. He is sent to
school to be out of his grandfather's way. With @qgpearance and intervention of
Lieutenant Tom Bowling, his mother’s seafaring best Roderick’s fortunes appear to
improve; but the ungenerous squire dies, leaviegotty penniless. Roderick, having no
other choice, goes off with Bowling who provides fos nephew’s education before he
himself returns to the sea. Bowling’s misfortuneswever, leave Roderick to his own
devices; and he becomes the apprentice of LaunCe#dt, a scheming apothecary. To
cover up his own affair with a young girl, Crab denRoderick to London.
Accompanied by his friend Hugh Strap, Roderick eigpees the hazards of highway
and roadside life. In London, while Strap resumisstiade as a barber, Roderick seeks
an occupation as a naval surgeon. He encounteo$ thié bribery and corruption while
seeking a political appointment. When Roderick algrs that he can not get a position
as surgeon, he goes to work for a French apothecanement. He becomes involved
in the complicated illicit relationships of his eloper’'s wife and daughter with one of
their boarders and narrowly escapes being killestidRick, through some misfortune is
put aboard a man-of-war. Through a series of fartwircumstances he becomes
surgeon’s mate to Morgan, a colourful WelshmansTmables Smollet to describe life
on board ship in all its misery, including the tyng of Captain Oakum and brutality of

Mackshane, an insensitive surgeon. Roderick igrpubns; and, during a naval battle
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preceding the disastrous engagement against tineti-e¢ Cartagena, he lies chained to
the deck. After recovering from a severe fever, &wm#t finds himself first under the
command of Captain Whiffle, a homosexual, and tihensferred to the Lizard, where
his renewed conflict with Crampley, former matetloé Thunder, leads to his being
beaten and deserted upon shore after a shipwrebkn\Roderick recovers, he enters
the service of a wealthy lady. He wins the favotiNarcissa, his mistress’s niece, by
saving her from attempted rape, and also gainsetimity of Sir Timothy, a rival.
Seized by smugglers, however, Roderick is takem fr@r and cast ashore in France.
He encounters his uncle, Tom Bowling, whom he he§psrn to England. With Strap
he returns to London, seeking a wealthy wife tagrband increase their small fortune.
Roderick experiences a rise and fall in his fortunatil he goes in desperation to the
resort town of Bath to pursue the unattractivevbelthy Miss Snapper. When Narcissa
appears at Bath, Roderick advances his romanced &g Miss Williams, who is now
her maid. However, his luck runs out, and he isrisgmed for dept. Released from
prison by Bowling, who has gained command of his @ip, Roderick returns to sea.
He discovers that his father is alive and an ex¢tgrmwealthy plantation owner. He is

able to marry Narcissa now and finally makes antphant return to Scotland.

Roderick Randomexhibits all the episodic characteristics of tharlier
picaresque novels. The plot mainly consists ofotlisggd episodes and individual
scenes. Smollett did not take as much care as Defastablish links between his
episodes. Transitions from one episode to the @heemost of time rapid, arbitrary, and
unconvincing. However, this does not necessariyaimm#éhat the plot is altogether
deprived of causal links. A close examination wslhow that Smollett was not

completely indifferent to the way his hero moveahfirone adventure to another.

Early in the novel Roderick is left an orphan os grandfather's estate. We
learn that his mother has died and his father ¥acisThere is no information or any
clue given as to where the father went. Throughustchildhood, we observe that
Roderick is neglected and resented by the famiteré@fore, when the grandfather dies,
the fact that Roderick has been disinherited isptetaly convincing. Later in the novel

we witness that whenever Roderick is in troublénoa miserable condition, his uncle
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reappears. It is his uncle, for instance, who sémahsto the university. Meanwhile he
boards at the house of an apothecary, and thisniafiion is important because it
prepares the reader for Roderick’s later adventunere he is apprenticed to an
apothecary. In picaresque novels stability achidwedhe principal character does not
last long. Thus, Roderick is soon forced to leavllege as a result of the uncle’s
sudden loss of fortune. He finds himself all aloméhe world again. While he is in this
deplorable situation, a gentleman called Mr. LalotcErab desires to see him. This
transition which depends upon a strange man wartnigelp Roderick may at first
seem highly unlikely. However, we soon learn that Krab is an old rival of Mr.
Potion, Roderick’s former landlord. When Mr. Crababs that there was a quarrel
between Roderick and him before leaving the holle.Crab seeing Roderick talk
slightingly of his rival, makes him an offer, asgihim to stay at their house. Roderick
accepts, having no other choice. However, not wgnid be a burden on him he says
that he will serve in his shop, which is pharmatyis is a likely thing for Roderick to
do, because we hear that while he lived with MntiBo, he employed some of his
leisure hours in the practice of pharmacy. Morepwer acknowledges that he is not
altogether ignorant of surgery, which he has sthdigh great pleasure and application.
In short, he enters upon a career as a servanobfooécessity like Moll. However,
Roderick is not happy with his life, being undeeayr burden because of his menial
position. He does his best to break out of his ddpet position. Suddenly ‘a small
accident’ (Smollett, 1972: 37) occurs which pladbs apothecary in his power.
Roderick is able to help his employer out of a dstcedilemma, and in return, he is
furnished with enough money to ‘maintain me con#bly in London until 1 should
procure a warrant for my provision on board of sosmgp’ (Smollett, 1972: 38).
Moreover, he is given a letter to be handed to mb& of parliament, which Crab says
would do Roderick’s business effectually. This mfiation of course prepares the
reader for Roderick's adventures in London, wheee wWill have a difficult time
attempting to attain a position on board some sHie. writer at this point tries to make
a link between this episode and the next. At thd ehthis episode, we see that
Roderick is as frugal and calculating as Defddall Flanders when she reveals her
skill in insuring herself against any possible Iséuigs. There is a similar strain in

Roderick’s temperament, as shown in the followisg of his possessions at the outset
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of his journey: My whole fortune (consisted) of oseit of clothes, half a dozen of
ruffled shirts, as many plain, two pair of worstadd a like number of thread stockings,
a case of pocket instruments, a small edition ofae, Wiseman’s surgery, and ten

guineas in cash.

As in the case dfloll Flanders for Roderick too much money is the only means

of gaining a position in society. Without moneydas not achieve anything.

In picaresque novels transfer from seclusion t@etive life is important. In
Roderick Randomthe hero’s transfer from seclusion to an actifee ¢f struggle is a
long and drawn out process. Roderick is the gramdsb a Scottish laird ‘of
considerable fortune and influence’ (Smollett, 2992 The moment of his birth is in
actual fact the moment of his ejection, like Mbigcause his father had married ‘a poor
relation’ (Smollett, 1972: 9), without his grandfat’'s consent and he had been
disinherited. Roderick is born in a miserable gaimehe laird’s house. His mother dies
soon afterwards, his father vanishes, and the chileft on his grandfather’s an orphan.
He is ‘the darling of tenants’, but neglected aasented by the rest of the family as a
rival in the merciless fight for the old man’s favand money. At school or on the
estate, efforts are continuously made to get rithiof. He is under continual threat of
being expelled, but from an early age, the boynedo protect himself. He survives
because of his intelligence and strong fists, aodthrough any assistance from his
grandfather. He is, however, not without helpehgre is his uncle Tom Bowling to
protect him. Roderick’s process of ejection inte torld is completed when it becomes
clear that he has left him nothing in his will. Ttleild inherits only his name and the
family pride which do not help him at all duringsHater adventures. And so Roderick
is all alone in a hostile world like so many otlpécaros, he is utterly ignorant of the

ways of the world at this stage in the story.

The effect of events rapidly following one anotherRoderick Randoms
somewhat different and more typical of our groupnaivels. Unlike most of the
bombardment irMoll Flanders here the rush of events is accompanied by vielenc
ugliness, and pain. These picaresque motifs catérilbo the protagonist’s loss of

sanity. In chapter twenty-four Roderick, lately oeered from venereal disease, is
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accosted by a press gang. He defends himself,dagime man ‘motionless on the
ground’ (Smollett, 1972: 143), but is captured rafeeceiving a ‘large wound on my
head, and another on my left cheek’ (Smollett, 1943). Taken to a ‘pressing tender’
(Smollett,1972: 143) and put in the hold, he exgreres the reaction of madness to the
mad picaresque world: ‘ | was thrust down into bieédd among a parcel of miserable
wretches, the sight of whom well-nigh distracted(®mollett,1972: 143). Not having
his wounds bandaged, and not being able to bantiaga himself, he gives his
handkerchief and promptly sells it to a bum-boatmaa ‘for a quart of gin’
(Smollett,1972: 143). When the miserable Roderigkglains of the robbery and his
bleeding wounds to the midshipman on deck, thatcaffsquirts ‘a mouthful of
dissolved tobacco upon... (him) through the gratit§mollett, 1972: 144).

All these events are recounted in the space ofpaige. The rush of events is
coupled with Roderick’s going mad and all the shefflect of violence and pain. The
moral order we expect in life has also dissolvedhis rush of events we find an image

of the world’s deep disorder, typical of nearly@itaresque novels.

Roderick too, like the other traditional picaros, the victim of events and
circumstances over which he has no control. Hea assult of his experiences soon
learns that fortune is a fickle mistress and herotalks about the caprice of fortune and
change of fortune throughout the novel. ChancRaderick Randonappears to work
through some hidden plan. For instance, when Rokeésiforced to enter his uncle’s
old ship, the first man he meets is one of the &isold friends. When Roderick
eventually thinks he is on his way to better day&mgland in a new ship, he discovers
that his old enemy Crampley is its captain. Th&cdvery is the customary moment of
abrupt reversal, which thrusts Roderick form happato misery. His return to England
is as dramatic as his departure. About to get Wws back on Crampley in a desperate
fight on a beach in Cornwall, Roderick is struckwiicand abandoned to his fate, ‘alone
in desolate place, stripped of my clothes, moneychy buckles, and everything but my
shoes, stockings, breeches, and shirt'(Smollet1211). He is again without any
helpers.
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Like his fellow picaros, Roderick has to begin fraeratch again. As before,
poverty forces him to become a servant, this tima tich lady, under a false name.
Fortune again hesitatingly changes for the betRaderick falls in love with his
employer’'s beautiful niece, Narcissa, and seek®diblish his real identity as a
cultured and well-read young gentleman-in factpbl@eman in disguise. However, this
event, too, ends with an act of exclusion. Rodewokinds a neighbouring squire in his

brave attempt to defend Narcissa and is forcedrniaway.

As his name suggests, Roderick Random is tossadratdom from event to
event. And experiencing the maliciousness of fatdfers a long series of misfortunes
during his adventures. However, in the end allatis of fortune work to the advantage

of Roderick, and the resolution moves rapidly $oeihd.

The traditional picaro is of uncertain origins. Mas the time, he has no or
little knowledge about his background. This factpares the reader for an ‘inconstant
figure’ (Miller, 1967: 47). And when the picarasdbvers the identity of his parents, he
finds out that he is born of poor and dishoneséma: This situation always affects the
picaro’s life in a negative way and hovers abowehead like a dark cloud remaining
him of his position in the society. Therefore, céoetply abandoned to his own
inadequate resources, he moves from one positianather. He never has a stable

place in this system.

As a rootless person, unsupported by family nameealth, he is forced to
search for his livelihood wherever he can. And sashrequired to abandon home at an
early age in order to improve his situation. At theginning of his adventures, the
picaro is an innocent child, who is unaware of thies of the real world. Because of
this fact he falls prey to the traps prepared leysbciety. However, he gradually learns
from each incident that befalls him and as a resuits into a resourceful rogue. Once
he has learned all the rules of the game, he gaoeplaying tricks with skill and
confidence. While in some novels this stage of atlan is short, in others it covers a
long period. And in certain novels, the processvinich the protagonist is transformed
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form an innocent victim to a rogue lasts so lorgg this innocence carries on to the end

of the novel.

“The picaro in his struggle in the hostile worldechuse of his valueless
position in society, moves towards lower levelsenfiployment, usually servitude”
(Kaler, 1991: 7). Since the picaro does not hatrad@e, he has in a way no other choice
than that of serving. “One has to remember, of ®uthat the picaresque novel was
born in the sixteenth century and flourished in $bgenteenth and eighteenth centuries
in a society which still retained a strong senseamfial hierarchy” (Alter,1964: 15-16).
The picaro, in this case, accepts the position sér@ant because being aware of the
social facts accepts the position of a servantisHeonscious of the impossibility of
altering his original position in the social systeBecoming a servant within this
society, however, provides the wanderer with thpoofunity both to observe and to
take advantage of society. In this way we are &blabserve the society from different
angles because each master that the picaro senawjay, represents a different social

unit.

Roderick is a stereotype picaro; he is the victimewents and circumstances
over which he has no control. He, too, learns pageand endurance. The journey in his
case is a matter of necessity, he must strive tabksh his real identity under the
difficult circumstances. However, Roderick is niike the picaro, an outsider who is
striving to get into social hierarchy. Since he bagn thrust out from a system where
he originally belonged. The goal of his journeytasget back into the system. The
ideology behind his journey is in keeping with gtatico oriented view of man’s place

in the community as expresses by Strap:

“Mr. Random, you are born a gentleman, and havesatgleal of learning — and indeed
look like a gentleman; for, as to person, you maidiup your head with the best of
them. On the other hand, | am a poor but honesbledb son...know a little of the
world...though you be gentle and | simple, it doesfotlow but that | who am simple
may do a good office to you who are gentle” (SniplE972: 100-101).

Of two kinds of traditional picaros, Smollett chessto cast Roderick as the
butt of fortune, who suffers many adversities, eattihan as the anti-hero who controls

his own fate. But, the possibilities for transfotioa in the genre led to important
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differences between the Continental and the eighiteeentury English picaresque.
Departing from the Spanish tradition, the Englisigue novels stressed the picaro’s
ingenuity rather than his mere struggle for suryivand, at the same time, they
developed the individual personality of the anticheemphasizing the man rather than
his adventures which is a reversalRdderick Randomvhere the hero is “jack of all
trades” (Hartveit, 1987: 61).

The picaro, since he has no trade and not a fixagitipn in  society is the
ultimate competitor, because his very life depamifis success. Without guidance and
protection, he soon finds out that in order to Bunhe has to count on his own skills.
For the picaro, all situations call for strugglee Rever thinks of giving up, although he
is always thrown back to his former status. Henagttis all methods he deems necessary
in order to obtain the goods of this world, andolesues his means wherever they take
him. Therefore, we feel that there is a touch ef\lctim about the picaro; he is forever

exposed to merciless fate.

“The picaro is a versatile character who not omlgves many masters but plays
different roles, and his essential character ti®ithe way in which he constantly
changes roles” (Wicks,1989: 60). There is no phet tthe picaro will not play.
Typically, he can turn his hand to anything, assuime social disguise of every
profession and vocation. Lazarillo, for exampleaiservant, an altar boy, a beggar’s
boy, a constable’s man, a water seller, a town-amel so forth. Inevitably, he becomes
an artist with a large and varied wardrobe. “Thetggonist also assumes other guises,
such as changing clothes and assuming a differanmteneither in order to escape
difficulties or to further his picaresque trickdiller,1967: 47). Thus, disguise is part
of the picaro’s function. He can easily providewith an opportunity for criticism and

comments.

Wit is an important concept for the picaro in &lat he does, once he becomes
conscious of the ways of the world. He finds hig/\ea an accomplished rogue bent on
deceiving others. The hero will play a trick on gmme to achieve his aim or to show

up foibles of society. One of the skills that thelister possesses is his thieving skills.
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The art of thievery can be claimed to constituigag of the education that the picaro
acquires through his experiences. The picaro isa@ons of the fact that this skill is

necessary for his survival, honest work appeainiget out of the question. On a moral
level, theft does not seem to affect the picaroaleociety where all the values are

upside down, he thinks first of bread than of naral

All the above mentioned qualities belong to thetqrgical picaro. However,
the possibilities for transformation present in tenre led to important differences
between Continental and English eighteenth cemiggros. The two basic differences
strike us as: in the English picaresque novelspiharo’s ingenuity is stressed rather
than his mere struggle for survival, and secondigportance is given to the
development of the individual personality of theidmero, emphasizing the man rather
than his adventures (Spector, 1989: 31).

Smollett’s Roderick Randomhas been criticized for the inconsistency of
Roderick’s character as a picaro. It is true thati&ick does not fully fit the image of
the traditional picaro however, it is importantreanember that Smollett in his preface
to Roderick Randonexplained why he changed some of the traits oftthditional
picaro and modified them to his own purposes.

The first and foremost deviation from the tradifibrpicaros concerns the
circumstances of Roderick’s birth — he is givere ‘tdvantages of birth and education’
(Smollett, 1942: 5). Roderick Random, unlike thaditional picaros, comes from a
wealthy family and he receives education while fiemimember of that family. His
heritage puts him into a different position frone thther picaros. Although, Roderick
gets disinherited and cast into the world withooy awoney and left alone to struggle
for existence like the traditional picaros, beivgage that he is a ‘gentleman’ of birth
makes him behave differently in his adventuresikérthe other picaros who search for
self-identity, Roderick wants to reassume his ‘higbsition. He has no social status to
win because he already has the natural right tohoaiself a gentleman. Roderick is
not, like the traditional picaro, an outsider wlm striving to get into the social

hierarchy. The goal of his journey is to get bactoithe system. This awareness of
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‘high’ position, leads to ‘pride’ irRoderick Randomnwhich the picaro does not posses.
This knowledge governs both his behaviour and Isgonr of the world. From his

savage beating of the schoolmaster, through hgbshrd antagonisms to his colonial,
French, London and Bath experiences, his motivasitamts with pride and ends in
violence. Because of his pride, Roderick alwaygnagits to take revenge on those
people who have mistreated him. In most of thes&gl@mts we observe Roderick as a

defiant and passionate young man.

Although it is usually claimed that we do not nessggy witness development
in the character of the traditional picaro,Roderick Randomhowever, we trace some
sort of progression in his response to his enviemmLike most of the traditional
picaros, Roderick starts his adventures as an emazthild. He is not aware of the fact
that the world outside does not function in the samay his own enclosed does. The
remark he makes about the injustices at the beggneiearly shows his innocence:

| was often inhumanly scourged for crimes | did moimmit because having the
character of a vagabond in the village, every pietamischief, whose author lay

unknown was charged upon me. | have been foundygafilrobbing orchards | never

entered, of killing cats | never hurted, or stegligingerbread | never touched, and of
abusing old women | never saw... | was flogged foritig narrowly escaped drowning

by the sinking of a ferry-boat in which | was pasger. — Another time for having

recovered of a bruise occasioned by a horse ahduraring over me. — A third time for

being bit by a baker’s dog (Smollett, 1972: 14).

2.3Tom Jones by Henry Fielding

Henry Fielding'sTom Joness highly different than the novels in eighteenth
century. Tom Jonesis a major force in the development of the nowaimf both

narratively and thematically.

While Defoe still followed the seventeenth centargdition of claiming his
fiction was fact, and Richardson professed thatFasela were emphasizing moral
facts by emphasizing instructional rather thanfitt@nal aspect, Fielding was the first

major novelist to clearly write fiction. At the senime he undertook an initial critical
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theory of the new fictional form he was creatinggdther with the Preface ttoseph
Andrews Fielding described his own fictional form as ‘@mc romance” or a “comic
epic poem in prose” and ihiom Joness a “heroical, historical prosaic poem”; a form
of “prosai-comi-epic writing”. In defining the noveas an epic genre, Fielding
emphasized its function in presenting a broad pectf an era, but one, unlike verse
epic, in which primarily the weaknesses of humaaity put on display. Although he
termed his new style of writing “history”, his deiion of the budding genre still
influences our understanding of novelistic fictioAccording to Fielding, the
appropriate subject of the novel is human natutfgerahan ghosts and fairies; he sees
no excuse for the modern writer to introduce sugemal agents. His insistence on
conforming to the rules of probability rather tharere possibility is integral to the
development of the novel. Fielding knew what he t@dno do in prose fiction and
understood the novelty of his undertaking in a whiis predecessors had not. Fielding
generally claimed that he was doing something rdttiough his claims to originality
are largely justifiedTom Jonesontains many conventional narrative elements el w
which Fielding had already made use of in Josepldréws including an obvious
picaresque form, inserted narrative and the diggoeé true identity. But while the
character Joseph with his origins in parody, saffeom an element of the ridiculous,
Tom emerges as a deeper character who even gomgghhma certain amount of
superficial moral developmenf.om Jonesxemplifies serious aspects of Fielding’'s
concept of benevolence and good nature, his gesgrensonality reflecting Fielding’s
moral philosophy. At the same time, it is from imgulsive and affectionate nature that
many of his troubles spring. He is contrasted ® itthibited, self-seeking hypocrite
Blifil, his opposite and as it turns out, his hhalother. Fielding frequently uses this
method of contrasting pairs to manage his huge afasharacters: Tom is opposed to
Blifil, Sophia to Molly and later Lady Bellastonné Allworthy to Squire Western. The
same technique is used with the minor charactées:tutors of Tom and BlIifil are
Thwackum, representing blind respect for authomdityd Square, representing abstract

ethics.

Despite Fielding’s insistence on realism, for thesimpart the figures ifom

Jonesare recognizably indebted to stock theatrical $ydeke his predecessor Aphra
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Behn, Fielding was a dramatist before he was alisbyeut while this dramatic training

primarily leads Behn to introduce the rhythms ablggm language to prose fiction, the
influence of drama on Fielding’s novels was infofstauctural elements. For example,
he employs concrete visual symbols such as Sopmaft$ to anchor the reader and
focus his or her attention in a way similar to thee of stage properties. The most
obvious influence of drama ofom Joness in the intricacies of the plot, which are the

typical confusions of comedy.

The neatly constructed plot reflects a basic emftte century faith in the order
of the world, which Fielding, despite skeptical deees, displayed in this huge but far
from sprawling novel. Although it seems to haveeamisodic structure episodes and
events are wisely linked. In this respéladm Joness a kind of novel that is affected by
the genre picaresque but also achieves many nesellamuel Taylor Coleridge saw
the plot of Tom Jonesas one of the most perfectly planned plots irrditere. Even
seemingly random details have a place, and atritleokthe tale the reader notices that
elements which might have appeared superfluousi@essary to round off the story.
The role of the lawyer Dowling is a case in pointhis original appearance he seems
only to contribute to the busy atmosphere of thensecbut at the end he is revealed to
have been instrumental to the developments of evdifiie scene at the inn in Upton,
exactly halfway through the novel, is a plot nodegeeat complexity: here all of the
major actors and plot threads come together, atidngcand misunderstandings occur
which will be crucial for the climax and denouemddéspite the involved construction
and numerous plot twists, the author is at gremisp@ provide adequate motivation for
these machinations, creating an appearance of lbasuaually lacking in the

monumental prose romances popular in his day.

Not only is the plot ofTom Jonedamous for its intricacy, it is also highly
symmetrical in design. The novel has eighteen bosiksfor the beginning, six for the
middle, and six for the end, conforming to the ¢hparts recommended by Aristotle.
The first six books give the cause of the actioom™ open, sensual nature; the conflict
with Blifil; the misunderstanding with Squire Allwilyy; Tom’s love for Sophia and

their separation. The next six contain both thesegnences of the first six and the
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incidents and details which will bring about a deson. The last six books plunge Tom
into disastrous circumstances through his actioasget him out of them again. When
he is in prison about to be hanged, he hears thgahi& has refused to speak to or see
him again as a result of his affair with lady Bsttan. As if this were not enough, he
even has to face the possibility that he might heaamitted incest. But it is this last
misfortune which also brings about his change ofufee: it is through Jenny Jones,
Tom’s purported mother who is known as Mrs. Waténat the truth of Tom’s birth
emerges. This brings about a reconciliation withiggAllworthy and Sophia, and the

downfall of Blifil.

The most original and memorable elementTafim Jones however, is the
narrative voice informing the action and discougsim the philosophy of writing to the
reader in the introductory chapters. Fielding colstthe reader’s response through the
urbane, tolerant presence of the figure of the sment author, a polished and rational
gentleman with a pronounced sense of the ridiculene emerges as the true moral
focus in the novel. While this technique sacrifitesa certain extent the sense of
identification and verisimilitude provided by thest-person or epistolary forms used by
Defoe and Richardson, the reading experience ighed by the analysis of the all-
knowing author. On the other hand, the wry nareatigice accounts for various comic
effects Fielding achieves in this remarkable noitels often the detached description
which transforms a melodramatic situation into anwo one. What Fielding did
establish withTom Joneshowever, was the role of the novel as the moeera form
and many other rules he put forth, plausibility ogessibility, for example still exert a

strong influence on novelistic fiction today.

The French and English romance, though Fieldinéegs®d a low opinion of it,
made its own contribution tbom Joneslt often also used the idea of journey; but it
turned on a love-plot dominated by aristocratic adealized characters, typically
involving a conflict between passion and some lipftonceived duty, and it dealt with
the improbable. What Fielding takes from the roneaiscnot only the idea of honour,
against which Tom is sometimes ironically, sometinseriously measured but the
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devices of concealed gentle birth, suppressed bedthrevelations, and ultimate

reinstatement of the well-born.

In Tom Jonespicaresque adventure starts with the second bdwn he is
expelled by Mr. Allworthy. After being expelled r. Allworthy, Tom starts to think
about his future and he decides to go to Bristdl am the way to Bristol, he seeks his
fortune at sea. On the way to Bristol, the guy wimdlertakes to conduct him on his
way, misses the right track and now they are ontag to Glocester. On the road they
come across with a Quaker who advises them to sihencight in his friend’s house. A
group of soldiers come to the same house. Thesesblhave been marching against
the rebels and are commanded by the glorious Déikeumberland. Tom decides to
join this group of soldiers. During the adventuneshis little army, Tom gets injured
after being discharged by a bottle full at his hbgdVr. Northerton. The wounded Tom
is carried to his bed in another house where hasweigh the barber named Partridge.
They leave that house and arrive at Glocester.r Ad&ving Gloucester, they come to
house of the man of the hill. While his walk wittetman of the hill, Tom rescues Mrs.
Waters from Mr. Northerton. He captures Mr. Nortbarand goes to the man of the hill
but when he comes back, Mr. Northerton has alrgmaaye. By the words of the man of
the hill Tom decides to take the woman to UptonsThad adventure of Tom, which is
the main theme of the picaresque mode, makes tomddook much more interesting
than other two books. Even this characteristic lo$ ook, shows the picaresque

influence onTom Jones

After the incidents in Upton, they leave Upton amd the way, they met a
beggar-man. This man wants to sell them a pockek-bdiich was a present from Mrs.
Western to Sophia. As soon as Tom sees this pbdai; he understands from the
notes in the pocket-book that it belongs to SopAiter this event they change their
way to Sophia’s way by the help of the beggar-ntam.the way to Sophia, they come
to the land of Gypsies. In this chapter, Fieldiegaunts the advantages of the absolute
monarchy by referring the events in the Gypsies land the justice of the king of the
Gypsies. Before leaving the Gypsies land for Cawerthe king gives them a guide.
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Similarity between Partridge and Cervantes’ Sanehnza character is highly seen in
the thirteenth chapter of the twelfth book.

Nor could he possibly get again into the saddleptikt two; for post-horses were now
not easy to get; nor were the hostler or post-badyalf so great a hurry as himself, but
chose rather to imitate the tranquil dispositionRartridge, who, being denied the
nourishment of sleep, took all opportunities topypts place with every other kind of

nourishment, and was never better pleased than \Wwhearrived at an inn, nor ever
more dissatisfied than when he was again forcéeitee it (Fielding, 1992:476).

Indeed, Henry Fielding, himself, admits that hesvaéfected by Cervantes and
sees Cervantes as the master. Parson Adams chanaliseeph Andrewsemembers us
Cervantes’ Don Quixote character.

In general, Fielding made an important contributiorthe development of the
novel as a unified narrative structure held togetwe a coherent authorial vision.
Editorial omniscience — narrative dominated by atith voice, speaking as “I” or
“we”; the tendency is away from scene and towatdareary narrative. Ifom Jones
this kind of narration can be noticed especiallyhe introduction parts of chapters or
books. For example, in the fourth book’s chapter a0 editorial omniscience is

obvious.

Jones retired from the company, in which we hawendem engaged, into the fields,
where he intended to cool himself by a walk in tpen air before he attended Mr.
Allworthy. There, whilst he renewed those meditasian his dear Sophia, which the
dangerous illness of his friend and benefactorfbadome time interrupted, an accident
happened, which with sorrow we relate, and withras@rdoubtless will it be read;
however, that historic truth to which we profesdrsgaolable an attachment, obliges us
to communicate it to posterity (Fielding, 1992:169)

Narratology ofTom Jonesas point of view, has different characteristidsew
compared with other picaresque novels that hageperson narration. Henry Fielding
uses picaresque narration and' t8ntury so called realism. Henry Fielding usesba m
of literary sources. As mentioned, narrative sitracomes from the picaresqueom
Jones especially the second six parts, tells the stdra dispossessed young man’s

peregrinations around the country, accompanied ligitaful servant who acts as a
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character-foil for him is a theme like Bon Quixote The title of fourth chapter of book
eight is “In which is introduced one of the pleasahbarbers that was ever recorded in
history, the barber of Bagdad, or he Bon Quixote not expected” (Fielding,
1992:283). The picaresque elements that HenryiRglases infom Joneselps him to
survey a much broader range of human types thaug tise same characters if the hero
stayed at home. The low life material is in pafie@ure of picaresque as Tom was born
as a bastard and found at Mr. Allworthy’s home. &ese of being an orphan he faces
some economical difficulties although Mr. Allwortthelps him. However, when he
starts his journey after being expelled by Mr.Alnlty, he encounters with money

problems.

What course of life to pursue, or to what businessapply himself, was a second
consideration; and here the prospect was all amobtdy void. Every profession, and
every trade, required length of time, and what wasse, money; for matters are so
constituted, that ‘nothing out of nothing’ is notraer maxim in physics than in politics;
and every man who is greatly destitute of moneynghat account entirely excluded
from all means of acquiring it (Fielding, 1992: 223

Scenes in servants’ quarters, public coaches, spmging houses and prisons,
bedroom scenes, fisticuffs, chamber pot comedyemwmbunters with yokels, sharpers
and criminals are stock material. This is one efrifain sources of what the™&ntury
might have called “realism”, if a literary-criticeense for the word had then existed.

Picaresque introduces secondary figures via tliesetained episode in which
they displayed their natures in some sort of im@a with the hero and then disappear
again, usually for good. Picaresque episodes hawaunse and effect linkage, and made
little difference to the hero’s final fate. It wabke possibility of variety, not the
disconnectedness, that attracted Fielding. Straktaooherence is as important as
rhetorical, and Fielding uses various means tadisecure it: first, and most obviously,
by exploiting the birth-mystery to counteract thifeet of episodicity. Quaker at
Hambrook, the various innkeepers, the Gypsy kimg, the Man of the Hill are plot-
functional than is usual in picaresque. They sezither to augment the series of
misrepresentations that lead to Tom’s ejection fRemadise Hall and to the subsequent
growth of his ill reputation, or to contribute toet clearing up of these at the end. Four

of the characters in particular, Dowling, Partridyrs. Waters and even Nigthingale
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junior, are possessed, knowingly or otherwise,ashe of the circumstances of Tom’s
story, and they have to be kept apart for as langassible, so that their information
can not be dovetailed. Tom successively encoutkens without realizing that they
hold knowledge bearing on his origin or situatiangd the unraveling of secrets can only
begin when a character turns up, who is in a positdo link Tom with someone else
whom he already knows in a different context. lis tliespect, people, events and social
categories are identified by the road and the mgeathronotope. Tom’s encountering
with people from different social classes makepassible for the writer to criticize
about the society. As in Tom Jones, Henry Fieldingcizes the social conditions in
England and recounts about the advantages of thawb monarchy by referring the

Gypsy King.

ExceptMoll Flanders Roderick Randonand Tom Jonesanother 18 century
English popular novel that may be called as picpressGulliver's Travelswritten by
Jonathan SwiftGulliver’s Travelsas a novel has picaresque elements; it can bedcall
as a road adventure as Gulliver travels from oaeegto another, the novel has also an
episodic plot. First person narration is also aeotkign of picaresque element.
Gulliver's Travelswas unique in its day; it was not written to waoeatertain. It was
an indictment, and it was most popular among theke were indicted — that is,
politicians, scientists, philosophers, and Englishmn general. Swift was roasting

people, and they were eager for the banquet.

Swift, in Gulliver’s Travelsnot only uses exaggeration in his satiric method bu
also uses mock seriousness and understatemerdarddigs and burlesques; he presents
a virtue and then turns it into a vice. In additewift mocks blind devotion. Swift has
at least two aims iGulliver's Travelsbesides merely telling a good adventure story.
Behind the disguise of his narrative, he is satigzhe pettiness of human nature in
general and attacking the Whigs in particular lRen Quixote’s and Lazarillo’s
satirizing their own societies. By emphasizing #ie-inch height of Lilliputians, he
graphically diminishes the stature of politiciansdandeed the stature of all human
nature. And in using the fire in the Queen’s champthe rope dancers, the bill of

particulars drawn against Gulliver, and the inveypif Gulliver’'s pockets, he presents
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a series of allusions that were identifiable to ¢ositemporaries as a critical of Whig
politics.

Robinson Crusoés another novel that has picaresque elements.lidesvioll
Flanders Robinson Crusoe has some picaresque elements tn i
Both novels are picaresque stories in that eaehsequence of episodes held together
because they happen to one person. But the cesftemhcter in both novels is so
convincing and set in so solid and specific a wahdt Defoe is often credited with

being the first writer of “realistic fiction”.

2.4 Hypostases of the Englislel picaro : a Comparative Analysis

With the advent of the eighteenth century, inteiesthe picaresque subject
matter and form continued to grow, while the ploloisical views tended to be
discarded. The metaphor of life as continual stwfes replaced by the myth of the
rational man in a rational society. According testimyth, the social contract transforms
pre-social, natural man, locked in a self-interéssé&ruggle, into a new and rational
entity. The study of individual inclinations andrhan interactions would lead to an

understanding of society, and would reveal the patlards unity and harmony.

Serious considerations of the picaresque elementisei English novel, begins
with Daniel Defoe. In bothHMoll Flanders and Colonel Jack there is a picaresque
quality in the depiction of low life. The sourcetbiese novels is to be found in Defoe’s
concern for the moral and religious problems of risang middle class, rather than in
the picaresque tradition.

Defoe’s picaresqueness recalls the lessons ofithdiVs isolation as a natural
state in the harsh world of competition, a worldtthiews wealth as a moral good. For
example, Moll Flanders is abandoned at an earlydwn her mother is transported to

the colonies as a convicted thief. The child reegia fashionable education and soon
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becomes a gentlewoman. She learns to value monaysasrce of respectability and is
involved in criminal ways, driven at first by nesegg and later by ambition. Moll

exempts herself from all moral responsibility. teif-assurance is shattered in prison;
faced with a death sentence, she repents of leeadifa whore and a thief. With the help
of money she escapes hanging. Later on, comforiadtigblished in the colonies, she
enjoys the life of a gentlewoman. Her rise in stycie accompanied by a serious moral
compromise, and her inward journey can be seen &s.anaginative demonstration of

the way in which sin leads to more sin, and of e can diminish the freedom of

good” (Defoe, 1963:215). Her success acquiredatctst of personal integrity echoes
the spiritual disintegration ihazarillo de Tormesyet Defoe’s guilty heroes do have a

way out. Moral ambiguity in his world allows thegsibility of social integration.

Defoe shares with the authorladzarillo de Tormesnd with Aleman the ability
to put forth individuality, the terrors of isolatip and the pressures of necessity.
Individual solitude in Defoe does not fit the piesque idea of disintegration. The
picaro could not survive outside society and knéat tthere was also no salvation
within it. This attitude is different from Defoe’suffering outcasts who depend on
society for their redemption. Moll's self is freeom the picaro’s sense of failed
identity; on the contrary, her experience of rgadiérves to establish her individuality.
More clearly, Defoe’s heroes are firmly anchored inonpicaresque conception of self

existence.

Among the 18 century English novelists, Tobias Smollett and yefielding
also stood close to the picaresque tradition. Satiolielped popularize the Spanish
picaresque with the translation &l Blas and openly modelled his owRoderick

Randonon Le Sage’s novel.

Roderick Randonportrays the barbarism and the inhumanity of dgpcaes
experienced by an innocent fatherless boy who taesesist corruption. LikeMoll

Flanders the novel expresses essentially middle-classidéts and values.
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For Smollett, the picaresque form offered the oppuoty to expose a noble hero
to the corrupt influence of the world. The herdiliy to resist temptation proved him
worthy. It also illustrated the aristocratic idéwatt one’s nature is determined at birth
and secures one’s place in a rigid social struct@mollett was successful in
transforming the picaresque sequence of eventgetextent that “it acquired a meaning
that was just the opposite of what it was in thdieaSpanish novels” (Hartveit,
1987:55). That is to say, the Spanish novels questi the aristocratic assumptions as

in Lazarillo de TormesndGuzman de Alfarache

As in the case of the Spanish picaresque novelexperience of ejection from
the parental home is short and dramati®Roderick RandomCircumstances suddenly
force a boy to take to the road in the processj@dtion in Roderick Randonas it
happens to Tom Jones. Tom Jonespicaresque adventure starts with the second book
when he is expelled by Mr. Allworthy.

The picaresque novel, indeed, the novel developsdif Spain rather than the
other European countries and the conditions inrBpare much more suitable than the
other European countries. First of all, Renaissamomanist movement was not as
strong as in the other European countries. Thenset® the Spain’s restrictions on
production and distribution of books and the th&rdhe Spanish middle classes’ lacking
cultural identity. And all these reasons, someheiht paradoxically, created an idle and
ambiguous reader profile. Especiallyuzman de Alfaracke picaro’s social standing
comes from class differences in the Spanish saciety

On the other hand, while Spain was experiencingehehanges in literature,
novel did not arise in Elizabethan England becatissme was a lack of self-
consciousness in the Elizabethan prose fictiorhefdixteenth century about the ethos
of the printed book. Another important thing is fRenaissance in England. The Italian
Renaissance came to England late but it was reteainel deeply absorbed. If it is
compared with Spanish literature, it is obvioud tharvantes was in the direction of the
modern world but Spenser in the Faerie Queen todlack in the direction of the

medieval. The only picaresque novel produced inBlimabethan period was Thomas
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Nashe’sThe Unfortunate Travelleand in those years criminal biographies were also
popular. Defoe, in the ¥Bcentury tried to reinvent the novel. In this cewpfuthe
disposition of English literary culture toward peogiction begin to change. The
beginning of English fiction in 8 century was far from the ornamentation, it was

simple and direct and was more reasonable thapréwous ones.

The first examples of the picaresque genre in Sphaeémimportance oGuzman
de AlfaracheandLazarillo de Tormess different because both novels have the basic
characteristics of the picaresque genre, indeey, lloth created characteristics of the
genre which can be divided into two groups: thecadly and narratively. In these
novels, picaro’s adventures in the society and wleld view can be taken as a
thematical perspective. First person narration @ggnization of the plot can be taken

as a narrative structure.

Despite the general assumption that the picareptpieconsists of a string of
events, a close examination of ™8entury English novels reveal that writers pay a
great deal of attention to establish fairly stroreusal links between the different
episodes of the novel. Fortune and misfortune dreeroimportant elements of
picaresque novels. Misfortune and fortune can len se Don Quixotebut fortune
highly takes place iiMoll Flanders Roderick RandopandTom Jones

In picaresque literature, marriage is not considlexepopular institution. Both
marriage and children restrict the picara’s advessult lessens her ability to wander
and to enter different societies. The family unihg contrary to the picara’s unstable
world. As a married woman, the picara seldom needwactice her picaresque tricks,

but when marriage fails she is again forced to gamown living.

In her adventures, the picara does not experierastemservant relationship
which is considered to be a significant contribatio the picaro’s education. Instead,
perhaps the picara’s switching of lovers can besictamed as a form of the picaro’s

switching masters.
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Like most of the picaras and picaros, charactershén 18" century English
novels face different difficulties in life. Some thfem are low-birth and some of them
suffer the consequences of their disreputable itgrédth socially and financially

throughout the novels.

Moll Flanders Roderick Randomand Tom Joneslike the other traditional
picaros, are the victims of events and circumstsmser which they have no control.
They, as a result of their experiences soon ldzahfortune is a fickle thing and they

often talk about the caprice of fortune and chasfgertune throughout the novels.

The picaro, since he has no trade and not a fixasitipn in society is the
ultimate competitor, because his very life depamt$is success. Without guidance and
protection, he soon finds out that in order to Bun\he has to count on his own skills.
For the picaro, all situations call for struggles Rever thinks of giving up, although he

is always thrown back to his former status.

All the above mentioned qualities belong to thetqgical picaro. However,
the possibilities for transformation present in tenre led to important differences
between Continental and English™&entury picaros. The two basic differences strike
us as Spector recounts: “in the English picaresgpsels the picaro’s ingenuity is
stressed rather than his mere struggle for survaral secondly, importance is given to
the development of the individual personality oé thnti-hero, emphasizing the man
rather than his adventures.” (Spector, 1989: 31)

Beside these, there is also another thematicalegiemhich is common in the
picaresque novels that is, although picaresquels@rel with the picaro who seems to
have reached happiness, there is no guarantee wbidhms that this happiness will
last forever. The picaresque novels in this semse lan open ending. This is mainly
because the picaro lives in a rather chaotic wath@re unexpected things happen all
the time. It is in fact a world where chance playsimportant role which makes the
story unconvincing and because of this factor tbecluding point which is usually
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reached with the picaro’s becoming established se@ure position leaves a question

mark.
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CONCLUSION

The present thesis, entitléhe Picaresque Influence on the Rise of th® 18
Century English Novelhas its starting point in our view of the Picaes as an
important fictional tradition, whose thematic amarnative elements allow this type of
novel to be considered a patterned literary systecnsed on the adventures of a
character who travels from one place to anotheringuthis process, the character
encounters with different people from different isbaclasses and usage of such a
character allows the writer to give a broad pictaibeut the types of people and society
which he is writing about.

In the present thesis, | have attempted at revgdtia 18' century connections
of the pattern by focusing on a number of novel®haypiel Defoe, Tobias Smollett, and
Henry Fielding, which, although critically appro&chfrom different perspectives, have
not yet been subject to a study aimed at showien #tliance to the literary tradition of

the picaresque.

The picaresque novel, which arose as a kind oftima@gainst romance,
emerged in 1554 with the publicationladzarillo De Tormesilt is generally agreed that
the period from about 1550 to 1750 is the clasgeaiod of the picaresque; thereafter
there have been disagreements as to what is pigeresd what is not. The history of
the picaresque novel in England follows to somerekedts development in France.
Before Defoe there had been certain attempts téewn the picaresque tradition,
however, these works contained little of the badgsign or theme of the Spanish

picaresque.

Despite the general assumption that the picareptpieconsists of a string of
events, a close examination of ™8entury English novels reveal that writers pay a
great deal of attention to establish fairly stroreusal links between the different
episodes of the novel. Fortune and misfortune dteeroimportant elements of
picaresque novels. Misfortune and fortune can len se Don Quixotebut fortune

highly takes place iiMoll Flanders Roderick RandopandTom Jones
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In picaresque literature, marriage is not considlexepopular institution. Both
marriage and children restrict the picara’s advwesult lessens her ability to wander
and to enter different societies. The family unihg contrary to the picara’s unstable
world. As a married woman, the picara seldom neéedqwactice her picaresque tricks,

but when marriage fails she is again forced to gamown living.

In her adventures, the picara does not experierastemservant relationship
which is considered to be a significant contribatio the picaro’s education. Instead,
perhaps the picara’s switching of lovers can besictamed as a form of the picaro’s

switching masters.

Like most of the picaras and picaros, charactershén 18" century English
novels face different difficulties in life. Some thfem are low-birth and some of them
suffer the consequences of their disreputable itgrédth socially and financially

throughout the novels.

Moll Flanders Roderick Randomand Tom Joneslike the other traditional
picaros, are the victims of events and circumstamser which they have no control.
They, as a result of their experiences soon ldzahfortune is a fickle thing and they

often talk about the caprice of fortune and chasfgertune throughout the novels.

Wit is an important concept for the picaro in &lat he does, once he becomes
conscious of the ways of the world. He finds higywea an accomplished rogue bent on
deceiving others. The hero will play a trick on gmme to achieve his aim or to show
up foibles of society. One of the skills that thelster possesses is his thieving skills.
The art of thievery can be claimed to constituigad of the education that the picaro
acquires through his experiences. The picaro isa@ouos of the fact that this skill is
necessary for his survival, honest work appearniget out of the question. On a moral
level, theft does not seem to affect the picaroalsociety where all the values are

upside down, he thinks first of bread than of maral
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In the picaresque novels, first person narratioth @mganization of the plot can
be taken as a narrative structure of the traditipi@mresque novels. While Defoe and
Smollett use the first person narration, Fieldirsgsia combination of first person and
omniscient narration. On the other hand, episodat, pmportance of fortune and
misfortune, learning process and the road elemargshighly used in by the three
authors. Episodic plot in Tom Jones and Moll Flaads more different than earlier
picaresque novels because in these novels thedegisoe independent but Defoe and

Fielding make the episodes in their novels linked.

Narratology ofTom Jonesas point of view, has different characteristidsew
compared with other picaresque novels that hageperson narration. Henry Fielding

uses picaresque narration and' t@ntury so called realism.

The traditional picaresque novels were not as ticegs the 18th century
English novels. The Traditional picaresque novelge gsocial messages but 18th
century English novels approach the fact from imhliglism. The 18th century English
novels try to give social messages by using thearacters more individually. The 18th
century English novels and their idealized characemable readers to take a vacation
from their own faults and errors and imagine thdweseas virtuous, loyal or not as they

are.

The picaresque shows itself in three main writershe eighteenth-century
English fiction: the novels of Daniel Defoe, TobBsollett and Henry Fielding.

Daniel Defoe, the first English novelist who adaptiee Spanish tradition to his
own works, changed some of its aspects. The timenvidefoe was writing, was a time
when economic individualism was gaining ground mgland. Therefore, the English
picaro was not after the basic needs for his salyvlwit a more complicated goal, to be
able to be financially well-off in the society. Arzkcause of this fact, the emphasis
moves from society to the individual. In other wardur interest shifts to the struggle

of the individual within the capitalistic societgmollett, modified this form and used
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this tradition in making satiric observations o§ time. Using the endless possibilities
of the episodic plot, he was able to cover manysd the society. Henry Fielding’s
novel Tom Joness indeed very different from these two novelshbibtematically and

narratively.

Having conceived all of these features of the gsque genre in my research, |
have come to a number of conclusions that reva#&hinefeatures of each of the three

studied novels, which allow their considerationeaamples of the picaresque fictional

type:

In Moll Flanders first person narration and episodic form of thHet are
elements of the picaresque genre. Despite the g@eassumption that the picaresque
plot consists of a string of events, a close exation of Moll Flandersreveals that
Defoe pays a great deal of attention to estabhstyfstrong causal links between the
different episodes of the novel. The main aim ef picaresque, as known, is to criticize
the corruptions in the society. This criticism awit can be noticed easily iMoll
Flanders and Defoe achieves this criticism by using theamgsque. Fortune and
misfortune are other important elements of picaresgovels. Misfortune and fortune
can be seen ion Quixotebut fortune highly takes place ioll Flanders The
character Moll's being a low-birth, just like inhalr examples of the picaresque genre,
and earning by growing up are also another elenddritse genre. The other characters
in the novel serve the purpose of convincing theehst’s vision of life. Similar to the
secondary characters in the other picaresque noveése figures are not fully

described.

In Roderick Randomas in the case of the Spanish picaresque nokel, t
experience of ejection from the parental home wrtsand dramatic. Circumstances
suddenly force a boy to take to the road in the@ss of ejection iRoderick Random
This process of ejection is completed when heftswéh nothing in his grandfather’s
will. He has been turned loose in the world becanfstamily destitution. Thus, the
initial focus of the picaresque genre is complatedhis way. Roderick’s journey to

London exploits the episodic structure of the psaue novel. His relationship with his
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old school friend, Strap, is like other relationmhiin the picaresque novels Bsn
Quixotés Sancho Panza ai@ll Blass Scipio.

On the other han@iom Jonesis a kind of novel that is affected by the genre
picaresque but also achieves many novelliesn Joness derived in part from earlier
styles of fiction. Among them is the picaresque, a tale of travel,wimich the
protagonist, often with a sidekick, goes on a jeyrand encounters adventures along
the way. Often these adventures are unrelatedriydiok is that they all happen to the
same hero. One of the most famous picaresque vemdks favorite book of Fielding's
is Don Quixote by Miguel de Cervantes. Fielding himself saidt tha used Cervantes'
work as a modelTom Jonegonsists of three parts each having six books.fifstepart
recounts background information about the characterthe second part, Tom starts his
journey after being expelled by Mr.Allworthy anddeed the adventures start after this
picaresque adventure. The real adventures ocdheisecond six books ifom Jones
The road and the meeting chronotope in early picare novels and in f8century
English novels influenced by the picaresque, mdi® riovels more exciting and
adventurous. In early novels of the picaresque egdike Apuleius’ Golden Assand
Petronius’Satyricon plots consist of the adventures on the road. énv@htes’Don
Quixoteand Le Sage’§il Blas, the road and meeting chronotope introduce toeread
different characters and interesting incidentd” @8ntury English novels influenced by
the picaresque genre, especially Daniel Defdé®l Flanders and Henry Fielding’s
Tom Jonesise the road theme in their novels. The road adwegives the writer more
freedom to shape their plots. As™8entury English novels lack of emotions and
psychological elements, writers generally usedrtfael and the meeting chronotope to

introduce the readers exciting events.

Another conclusion that | have come to is thag, picaresque genre which is
flexible enough to offer an unlimited range of pbaties to the writer was suitable for
the 18" century English writers to criticize their own &tes and moral values. The
analysis of this study supports the conclusion,thatrking with the picaresque
tradition, a novelist may create a central charga like in Moll Flanders Roderick
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Randomand Tom Joneswho can serve as a representative of an ordpargon from

the 18" century English social life.

Concerning the development of English literatume, general, Romanticism
broke the linearity of literary evolution, revivede innovative spirit in art, gave the
poets and artists the freedom of expression, amsl phompted the later rise in the™9
century of Symbolism, Aestheticism and other agartde trends, which, in the 20

century, marked the rise of Modernism and expertaiemritings.

In 20" century, the structure of the traditional picatescnovel has also
relevance to the modern novelist. The panoramicepwa the form dominates the
complexity and confusion of modern life most effeely, as Murdoch displays it in
Under the NetPicaresque structure has also significance inctrgemporary novel.
Since the concerns of such novelsLasky Jim, Under the Net, Hurry on Down and
Herself Surpriseddo no preclude a definite conclusion in which @tinflicts are
resolved and questions answered, the novelist ysoagesque form can end his story
without providing such a conclusion simply by erglithe picaro’s adventures at a
suitable point. It would seem evident that the @sgue is one which is flexible enough
to offer an unlimited range of possibilities andespecially suitable to a portrayal of

modern life.

In this respect, the conclusions of my researahhich have resulted from a
systematised study on some of the most importafitcédtury English novels — argue
about their literary status as Picaresque, and kg an aspect of novelty to the

contemporary critical approach and re-evaluatiothefEnglish literary tradition.

Moreover, from the bibliographical incompletenesaaerning the subject of the
present thesis, we have developed our concludifigcti®ns into original points of
view that may become the starting points for furtstudies in the field, studies
concerned with English literature in the™8entury, in general, and, in particular,
studies that would focus on the literary activifyDmniel Defoe, Tobias Smollett, and

Henry Fielding.
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Finally, due to its comparative approach to Def&mollett, and Fielding
showing their using the picaresque literary infleemoth thematically and narratively,
the present thesis has its practical applicahitityeing an important teaching aid aimed
at answering the needs of students in theft d@ntury English literature classes, and
would become useful to a more general reader coedewith the 18 century English

fiction.
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