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OZET

Bu tezin bilimsel olarak ilgilendi sey ve amaci genel olarak edebi bir element
olarak kronotop cajmasi ve 6zel olarak da Charles Dickens’in romamdiaki sehir
kronotopunu olgturur. Boyle bir amag¢ roman ve hikaye edebiyatirdaan ve mekan
iliskisinin anlatimsal ve tematik anlamiyla ilgilenea Rickens’'in bir ok romanindaki
metne ait analize teorinin pratik olarak uygulahdhgini takip eden sgam bir teorisel
esasin gedmesini gerektirir. Bu tezin énemiehir kronotopu olan bir agarma ve
degerlendirme prensibiyle, Dickens’in romanlarinaioa) ve yeni model bir yakiam

yaratmadir.

Bakhtin’in, edebiyatta sanatsal olarak ifade edilzamanla ilgili ve uzaysal
iligkilerin gercek bglihg olarak tanimlagn kronotop genel olarak, bir romanin hem
oykusel yapisinin hem de bir dizi motifinin, tenmalen fikirlerinin karakterlerinin,
imgelerinin ve dier temasal gelerinin analizi ve yorumlanmasinda uygulanabilir.
Kronotopun 6énemi onun dykusel ve temasal organ@asye analizinin bir gesi olmasi
durumundan kaynaklanir, kronotop kendi geli sirecine ve edebi eserde kendi

cssitlerine sahiptir: ev kronotopu, yol kronotopehir kronotopu.

Sehir kronotopu hem 6ykisel hem de temasal dizeystaarait organizasyonun
bir vasitasi olur. Dickens’in eserlerinde Londraratopu, sosyal arka plan, ahlaki
degerler, ygama standartlari, arka planin birey Uzerindekisetiibi Dickens’in bazi ilgi

alanlarini sunmaktadir.
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ABSTRACT

The scientific concern and the aim of the thesiestitute the study of the
chronotope as a fictional element in general, angarticular, the chronotope of city in
the novels by Charles Dickens. Such a purpose rejihe development of a solid
theoretical basis concerning the narrative and #tiemimplication of the time-space
relationship in fiction, followed by the practicapplicability of the theory to the textual
analysis of a number of Dickens’ novels. The imgace of the thesis is the creation of an
original and new modality of approach to Dickensvels through one principle of
research and evaluation, which is the chronotop#yf

Chronotope in general, defined by Bakhtin as thensic connectedness of
temporal and spatial relationships that are artiyi expressed in literature, is applicable
to the analysis and interpretation of both theatas@ structure of a novel and its range of
motifs, themes, ideas, characters, images and thtberatic elements. The importance of
chronotope arises from its status as an elememroditive and thematic organization and
analysis, having its own process of developmentisnolvn typology in the literary text:

the chronotope of home, the chronotope of roadciinenotope of city.

The chronotope of city becomes a means of textganization on both narrative
and thematic levels. The chronotope of London ickBns’ work renders some of
Dickens’s concerns, such as the social backgroonmial values and the standards of
living and the influence of the background on thgividual.
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INTRODUCTION

The present thesis focuses on the chronotope wf itst defining characteristic
features, its origins, development history and lygy, in general, and on the chronotope
of London in Charles Dickens’ novels, in particular

In order to disclose the status and importanc@éetthronotope of city in English
novel, the research focuses on th&' t@ntury Victorian literature, in particular the
realistic novels of Charles Dickens as the majdt déntury English writer, and thus the
chronotope of the city of London and its textugbresentation in Dickens’ novels
constitute actually the matter of concern of thelgt reified through the textual approach

to some of Dickens’ major fictional writings.

The research is justified by the fact that theicaitsuitability and the up-to-
dateness of the chosen topic postulate as theamaiof the study the scientific and value
research, by applying adequate investigation melbgees and a pre-established work
program, of a number of literary works by Charlaskens in order to demonstrate the
importance and the role of the chronotope of citythe general European literary

background, and in English literature, in particula

The confirmation of this major aim in the contektaoscientific research regards
the following concrete objectives of the thesisjohtalso justify the scientific innovating

character of the study:

- the research, diachronic and synchronic, of thibeenatic and narrative elements that
marked the consolidation of the chronotope of icitfjction;

- the development of a solid theoretical basis eaming the narrative and thematic
implication of the time-space relationship in foctj

- the practical applicability of the theory to ttextual analysis of a number of Dickens’
novels by the evaluation of particular hypostadeth® chronotope of city through the
textual approach to a number of major literary goiféreat Expectations, David
Copperfield Bleak House, The Old Curiosity Shepd others);



- the study of the effects of the city and urbae bn people, which are reflected

differently in each literary work but unified byrt@n common characteristics that prove
the importance of the chronotope of city on the éihd formation of the characters;

- the creation of an original and new modality pp@ach to Dickens’ novels through one
principle of research and evaluation, which isghenotope of city;

- the critical and theoretical evaluation of theartotope of city, showing its alliance to

the general European and English literary backgioun

The theoretical and methodological foundation & #tudy focuses on those
exigencies of the contemporary scientific reseaticht find their applicability as
interpretative premises and modalities (theoretarad critical) that would allow the
exposition and argumentation of the chronotopeityf @& a major element of textual
organization, having its own specific thematic atrdctural implications, along with the

affirmation of its literary continuity through thmocess of literary evolution.

In this respect, the research represents more jtisinthe critical review of
different schools, principles and methods of redeaor a compilation of different
theoretical and methodological perspectives of yamal of the literary discourse.
However, the theoretical and methodological basithe research is connected to the
most recent and accessible bibliography, or to fthly acknowledged and accepted
nationally and worldwide contributions to literaapalysis, and the essential reference
points of the study constitute the theoretical artical contributions of, among others,

Bakhtin, Ergiydiren, Golban, Gross, Jenkin, Johnstenkowitz, Newsom and Pearson.

The principles and methods of reseaaqplied in the study are those used and
applied by traditional and modern literary studiesd represent a combination of
methods considered according to the material uredearch and the purpose of the study:
philological, narrative, comparative, biographicas, well as a number of methods and
principles related to text analysis, intertextualithematology, literary theory.

The structure of the thesis corresponds to thegsexb objectives and consists of

an introductory section, followed by two chapterach chapter comprising a number of



subchapters. The two chapters of the thesis alem@ili by a section of conclusions,
representing the final reflections, and by theibdvbphy of literary texts and critical

studies.

The first chapter, entitle@he Chronotope of City in Literatures the theoretical
part of the thesis that attempts at defining thembtope, presents its textual implications
and typology. The chapter also regards the diaghainthe chronotope of city in
European and English literature from ancient petio2d” century.

The second chapter, entiti€harles Dickens and the Chronotope of Londen
the practical part of the thesis that studies tirertotope of London as a complex picture
of Victorian standards and values, the chronotddeondon and the physical appearance
of the city, the chronotope of London and the peapl the city, the relation between

personal and urban life, and the influence of ttyean character formation.



CHAPTER ONE
THE CHRONOTOPE OF CITY IN LITERATURE



1.1 Chronotope: Definition and Textual Implications

Chronotopeis an important investigational element in thédfief literary theory
and criticism, in general, and, in the field oftibte studies, in particular. The importance
of chronotope arises from its status as an elewfemarrative organization and analysis,
having its own typology in the literary text. Ongited from Greek, the teralmronotope
is formed by two wordsgronos meaning time, that is the temporal element, tpobs
meaning place, setting, that is the spatial element

The Russian scholar Bakhtin explains the fact that term chronotope is
employed in mathematics and it has been introdasegart of Einstein's theory of
relativity. In his turn, Bakhtin uses the term @hation to literature and defines chronotope
as “the intrinsic connectedness of temporal andigdp@lationships that are artistically
expressed in literature” (1985, 84), because “thimn expresses the inseparability of
space and time”(1985, 84). According to him “tinsethe fourth dimension of space”,
where “time thickens, takes on flesh, becomestiadilly visible”, and “space becomes
charged and responsive to the movement of timd, gid history” (1985, 84). This
definition is then illustrated with a number of exales, outlining the character’s
movements in time and space in different kindsaMetistic plot. The chronotope of the
“Greek romance”, or “the adventure novel of ord€aP85, 86), dating back to th&"s™"
centuries AD, is the first to be discussed, anglamed as “an alien world in adventure
time” (1985, 89), it reveals that the time and gpae connected mechanically, allowing
for interchange ability. The medieval chivalric rance develops chronotope into “a
miraculous world in adventure time” (1985, 154 pa&lale of accommodating dreams and

visions, allowing both time and space to stretchiwink indefinitely at the author’s will.

According to Bakhtin “the image of man is alway#imsically chronotopic (...)
The chronotope as a formally constitutive categi@termines to a significant degree the

image of man in literature as well.”(1985, 85) irstrespect, Bakhtin argues:

The action of the plot unfolds against a very braad varied geographical background, usually in
three to five countries separated by seas. Thereescriptions, often very detailed, of specific



features, cities, structures of various kinds, warkart, the habits and customs of the population,
various exotic and marvellous animals and otherdeos and rarities. The novel also contains
fairly wide-ranging discussions on various religiopphilosophical, political and scientific topics.
(1985, 88)

On the narrative level of a novelistic text, sirceharacter has an experience
about something, it must be represented within acesgime relationship. Ergiydiren
claims that “for some theorists the space andhferathers the background are more than
a place where any action takes place.” (2001,1@) Sgace plays an important factor for

human’s existence:

Space can be the meaning of a character’'s wilt. if a natural space it can be a reflection of
human will. It can also be the power that affebs tharacter. Moreover it can be thought as a
physical and social factor without the controllw tndividual. (2001, 19)

Time also is important, because:

Taking precedence, described as the usage ofttbétame and likened to the music, analysing the
meaning of time in novel is to enter the world #iuthor reflects; to realize the understanding sf hi
psychology and the metaphysical reality under #réspof the time that he has chosen and shown.
(Ergiydiren, 2001, 17)

Narrowing the vector of discussion in relation lte main concern of the present
thesis, that is the chronotope of London in Dickenwels, mention should be made of
Golban’s point of view on chronotope in relationDackens’ novels of formation. In his

book, The Victorian Bildungsromarolban sees the principle of chronotope as:

the unifying factor of all Bildungsroman (...) theirmmiple of chronotope is applicable to the
analysis and interpretation of both the narrativecture of the Bildungsroman and its range of
motifs, themes, emblems, characters, images aaidsd¢2003, 241)

1.2 The Typology of Chronotope

Concerning the types of chronotope expressed ikeD&E developmental novels,
Golban (2003, 242) hypothesizes of the existendewftypes of chronotope within the
fictional framework of the novel of formation:

1. The Chronotope of Home
2. The Chronotope of Roadway
3. The Chronotope of City



4. The Existential Chronotope

Home, usually represented by the family backgrcamdithe house, is the starting

point of one’s life, as well as an important fagtoa person’s whole existence:

The house is the first spatial reality in everydBitgsroman, the first sphere of action, the first
nucleus of the existential universe, a microcosrhwhan life, having a door that leads into an
infinitely larger world that seems to provide sgen premises for the process of formation.
(Golban, 2003, 121)

Applied to the narrative organization of the noikg importance of this type of

chronotope results from the fact that it suggests:

the temporal and especially the spatial originthefcharacter, the relations within the family leirc
or simply the reality or non-reality of a spatiategory of inner/outer stability or instability.
(Golban, 2003, 242)

Especially in autobiographical novels likavid Copperfield the chronotope of
home plays an important role in hero’s life: thegldegins in the house with the birth of
the character; the origin of every person’s charagition is formed in the house among

the family, and the first education is given intthause by his parents.

Another type of chronotope, the chronotope of raagwalthough present in

different novelistic discourses, is usually foungicaresque novels, because:

the chronotope of roadway, for example, standsjdarney, search or sudden happening, or
unexpected meeting which determine the gainingnofskedge, the evaluation and formation of
spiritual components within the universe of humzistence in childhood, adolescence, and further
stages of development. More than that the chroeodbmome and that the chronotope of roadway
provides a clear interrelationship between thermbtiape of home and that of city, for, as it usually
happens, the growing child, willingly or not, leawa a certain moment the relative security of his
home to make his own way in life through the exgmre (often consisting of trial) of a larger
society. (Golban, 2003, 121)

The chronotope of city, which is actually the maimcern of this thesis, means “a
large society as another element of synthesis wdoaistitutes an important factor for the
evolution and formation of the hero; it sometimas be a new home.” (Golban, 2003,
242) The chronotope of city is used in novels wiarial background becomes one of the

major concerns. The hero of Dickens’ novels, faragle, is usually an orphan, living in



a small village in a poor household and does nud fiis needs of love, sincerity,
education, reacts against his real, or step familyprphanage, and escapes from it into a
larger society. Entering a wider society and figdinplace and an identity for him in that
society become his only aim. He begins his jounnigly the hope of fulfilling his dreams

in the city, which, in English novels, is usuallgridon.

On the whole, and in most general terms, the dityoadon in Dickens’ novels is
the essence of social concern and social repréenta the literary text, showing a
double perspective of existence:

As it is, the larger society and especially thg, @t the establishment of social relationshipay al
double role in the hero’s life. The new settingpat for liberation from family and provincial
constraints, a citadel of light as a protest ofilization against wilderness and savageness,
apparently opening new perspectives of progress fandation. But more often it brings
frustrations and conflicts more decisive than angemthantment and disillusion with the
narrowness of provincial life. (Golban, 2003, 128)

The status of the city and its textual represemaith Dickens’ novels constitute
the matter of concern of the textual approach tk&nis’ novels in the next chapter, yet a
diachronical perspective on the representatiot@fchronotope of city in literature — in
order to see the development and establishmerdrpisif the chronotope of city in

European and English literature — would be botlgearal and revelatory for the study.

1.3 The Diachrony of the Chronotope of City in Eurpean and English Literature:
Beginnings to 18 Century

The city, under the form of citadel, as an impdrtalement in many literary
works, is first mentioned in Antiquity. In anciegpics, there are three important thematic
elements that are interconnected and that reprdsanity, citadel and hero, respectively.
The relationship among them is that divinity detees the hero’s action, the hero acts

for the benefit of the citadel, and the citade¢hisimage of divine creatiomiago de).

In many ancient epics, the main subject matteheslife and adventures of an
important hero. The hero defends the city and theple against human enemies or

supernatural forces, even if this may lead to teetld of the hero. The hero lives and



fights for the sake of his citadel, and the deathat important for him because he knows
that he cannot hinder his destiny and his deatt, lenalso assumes this as personal
responsibility, knowing that by fighting for histatlel he would gain immortality. An
example of protecting and dying for the citadel betongs to is the hero Beowulf, whose
deeds and heroic ideal are expressed in a famogie/Aaxon epic.

In English background, following the Anglo-Saxorripd, in Middle Ages, with
the Norman conquest and later in Chaucer’s epbehformation of English nation began,
its language, culture, social organization, citeeg] literature. Before Chaucer, it was the
period of Normans and for literature it was theigeeof romances. Romances were about
heroic deeds of the knights, morality, love affaie®d idealization of the values of
chivalry, all of these aspects thematically renddrg the use of the supernatural element.
Romance is important in relation to the study du#hé representation in literature of the
medieval citadel, often referred to as Camelot. €latrs the place of King Arthur and
his knights, and, like in ancient epics, the herotgrts and dies for the benefit of the
citadel.

Unlike romance writers, Chaucer took the subjedtisfworks from real life and
attempted at revealing the characteristics of bigemporary society and people, with a

pregnant critical outlook:

The only way of bringing together the people fraffedent classes, that can not easily meet in that
age, and in the same book, is to make them pilggmsg the Canterbury Cathedral, by the means
of which Chaucer gives the picture of the Englishiety in the second half of the " 4entury.
(Urgan, 1986, 88)

The pilgrimage was a part of Christian custom wpeople from different classes
embark on trips to holy places, and meet at spetating points like Tabard Inn.
Canterbury is such a place, where the soldierh@fking Henry 1l murdered Thomas
Becket. The pilgrims represent the complexity @& social and human typology, nobles
and people of common social status, a knight framtalya and a scholar from Oxford, a

woman from Bath and a doctor, and many others.
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The pilgrimage becomes a means of rendering thalsow human typology, and
of literary expression of the defining featureshaf society and its members. There occurs
no change in the characters’ personalities, bec@lsmicer only tries to reflect the
condition of the society. The characters reveahteves their personalities and traits of
characters, since every character tells a storygltine journey, and the reader learns of
his personality from the story. Chaucer is lessrggted in character development than in
society, its institutions with their positive andgative aspects, and he attempts at being
objective while doing so. Because of the importaote€hristianity and the power of
church in that age, some places, like Canterbutyhedaal and the city of Canterbury,
gain importance for most of the people, and becatisige pilgrimage, the city develops
economically, the trade is spread, it becomes thmre of religious, cultural and

commercial institutions.

In this respect, the chronotope of city is the objef pilgrimage, that is
Canterbury, which corresponds to the medieval itapoe and high status given to

religion and religious institutions.

The term “Renaissance”, meaning “rebirth”, namegedod that began in the
middle of the 1% century and continued till the end of thé"I&ntury. Renaissance is
both the revival of Ancient classical ideas anekaqal of artistic innovation, which began
in Italy and later spread to Northern Europe asd &b Britain in the 16century.

The period was characterized by amazing energyosityr and creative effort in
the arts of painting, literature, sculpture andhaecture. Social life was secularised. In
Renaissance people gave importance to the clagdgzd and particularly Greek culture,
because Greeks had given importance to man ancen&enaissance men also studied
on the concept of man, his body as well as spidtording to them, both the body and

the spirit had the chance of making man happyigwtiorld.

The centre of Renaissance art and thought came tbebcity, and there was an
impressive development and establishment of thenchope of city in literature, and in

particular in the fictional discourse. In this mefinovel emerged as a distinct genre, and
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its first manifestation, closely concerned withlitgawas the picaresque fiction. This type
of fiction, which takes its subject matter fromIrie, originated in Spain and dealt with

the adventures of rogues. It is generally realiftmften draws upon the facts of the life of
a rogue, and since it tells the story of a patherwhole of the life of a rogue, society and

city become important literary concerns.

In Renaissance, Spain was the leader in the dewelapof the picaresque fiction.
The literary text that actually marked the transitirom the medieval romance, with its
values of knighthood and fantastic element to tsimilitude of the novel (picaresque
narrative), iDon Quijote de la Mancheritten by Cervantes, a Spanish writer. The novel
reveals a number of picaresque elements, andaitsalrizes chivalry. Alanso Quixano
enters a larger society to make his dreams redleta famous chevalier. The cities he
went to, the places he saw, the people he metthanahole world help him complete his
guest and development. He changes and developgsnbdonger Alanso Quixano for his
friends and for the society but he is Don Quixdtevertheless, he does not accept this,
because he has learnt to make self-analysis; ahohger does he live in a dream world,
since he has learnt to see and accept realitidhgasharacters of later picaresque novels
do.

According to Golban, the character of the picarestple is not static or just
moving through the narrative structure. Not onlg bondition, or his social position
changes, but also his consciousness on concretity,rdaut also his moral and
philosophical views change. This change is detexthiby the external world. The
external world is somewhat thought to be a schamwleducator. During the journey the
character completes his formation, his educatienctranges and develops. This external
world is society, towns, cities, and the peopletitfiavel this external world enlarges. In

this respect, Golban argues that:

travel suggests an experience of life as a tempamdl spatial movement through different
components of social setting, which provides bothadistic and satirical outlook based on action,
analysis and self-analysis of the main charac2€03, 33)

In the picaresque novels of the Renaissance aed1#f and 18 centuries, the

chronotope of city is a part of the larger societythin which character moves and
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portrays a complexity of human and social typolagyd thus the city discloses the life of
the rogue and his relationship to the backgrourrevthe city is an aspect of change of
his condition, success and failure, and his evéninderstanding and self-revelation, that
is, the chronotope of city reveals itsrmative impact on the life experience of the

character.

The city not only changes the life of the rogue ddsb it educates him so it can be

said that there is a pedagogic idea in picaresquelst

Of primary importance in the novel is also a cerf@@dagogic idea revealing the pedagogic process
of character formation and education. The extewwld is viewed in terms of schooling and
education, through which the protagonist has ts pasrder to change and develop. The evolution
of the character allows the exclusion of his stdgiatures; yet the world becomes almost
unmodified and definite, but, at the same timejemilio a rich complexity of contrasting aspects.
(Golban, 2003, 33)

In 17" century, European cultural and literary backgrocal be viewed in two of
its manifestations. At the beginnings of the cgnitivas the age of baroque in arts and
literature, implying what is exaggerated, impressand the fact that it does not abstain
from contradiction, and giving importance to selasatather than thought, motion rather
than balance. After the age of baroque, the Anc®assical ideas began to gain
importance in many European countries, which lethéoestablishment of Classicism in
France, and later its effects on other countriesluding England. In Middle Ages,
because of the power of religious institutions ogeciety, the people conformed
themselves to these institutions; the education giigen to people in monasteries, and

religious doctrines were the main subjects taughkiteése institutions.

The Renaissance revival of the Ancient classicahsdbrought Enlighment to
many European countries. The man rediscovered Hiarse the world, and sciences like
history, mathematics, physics, and biology starteddevelop. By reading Ancient
philosophers and their ideas on life and world,pteavere affected and changed their
views, which resulted in the institutionalisatidintiee ancient classical ideas as the period

of Classicism in the Europe of the™l@entury.



13

In 17" century, English cultural and literary backgrowadh also be viewed in two
of its manifestations, which follow and coincidettwthe general European ones. At the
beginnings of the century it was the age of baraquenglish literature, which manifested
itself as Metaphysical poetry, and whose major esgntatives were Donne, Herbert,
Vaughan, Crashaw and Marvell. Their poems were wa#ifgrent from the traditional
ones, because Metaphysical poets tried to comhmeght and feeling, develop conceits
and employ at full their poetic wit, which resultedso-called “literary extravaganza”.
Following the Metaphysical period, the further exmin of English literature was
thwarted by the rise of Puritanism, which accusedginative literature, in particular

poetry, of being useless, sinful and the sourdesf

The restoration of monarchy in 1661 meant on thiei@l level the restoration of
literature and arts, and marked, until towardseting of the century, the implementation of
the classical ideas in English literary backgroufide second half of the T7century,
known as the Restoration period, is thus importanpreparing the way to the rise and
consolidation in the I8century of the Neoclassicism as a dominant dagtaithough on
the level of literary practice the Restoration dsadpes not constitute an important

aesthetic manifestation.

In European literary background, the chronotopeityfremains expressed in the
picaresque narratives, this literary tradition estill highly influential in Spain, France

and Germany, and being reified by a great numbeowéls:

In general, they represent novels of travel, adwenttrial, and even life-novels. (...) Their
characters’ experience of life consists mainly iigrpnages, both physical and spiritual, which
culminate in their changed exterior condition anthstimes the inner existence of the characters.
These novels are often the equivalents of the Reaate conduct books insofar as one of the
recurrent themes is the making of the gentlemart. iBua complex and busy existence the
gentlemanly ideal is difficult to discover; and steuggle for survival in the contemporary world is
also hardly conductive to good manners and quiesideration of others. In terms of the general
pattern of picaresque fiction, the character’'s egpee of life consists of a long journey from home
into the crowded and exciting background of conteragy society, which represents an agent of
fulfilment of the character's desire for adventamred action, but also the source of corruption.
(Golban, 2003, 35)

In English literary background, the chronotope itf expressed in novels would

receive its textual status in".8entury, as the novel emerged and developed @sirect]
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literary genre in English literature not until th&20s, and owes its beginnings to such
novelists as Defoe, Richardson, Fielding and otfiére 17 century on the whole and the
Restoration period in particular remain, howevenpartant for their gradual turn to
ancient models, values of rationalism and commasesaeason and normative discourse,

and, in terms of the study, to the interest in ag@l urban life.

The 18" century English literature reveals three aspefdts evolution: firstly, the
neoclassical doctrine dominating the poetic pradactsecondly, by the middle of the
century, the reaction against neoclassical poetyiged by pre-romanticism; thirdly, the

rise, development and consolidation of English hove

In matters of the study, all these aspects areritaupb the first one makes city the
centre and background for the creation of liteetand arts, as neoclassical art is
considered a metropolitan type of culture; the sdcon the contrary, is less interested in
city than in nature and rustic existence; howewérprimary importance is the third
aspect, that is the rise, development and consioid®f English novel, yet it is the
Neoclassical doctrine that is the dominant and inasiuential not just on poetry but on

18" century literature in general.

The chronotope of city expressed in th& t8ntury English literature is thus to be
considered in the relation to the entire literamedsity of the period, and in particular in

relation to the aspect of interrelationship betwisenclassicism and the rise of novel.

Besides the above mentioned neoclassical concénrthe real, social and urban,
which influenced and finds its literary representain the first English novels, mention
should be also made of the moral didacticism, wisckpecific to English neoclassical
doctrine and which also receives its fictional egsion, in particular in the novels written
by Richardson and Fielding. Their aim is to teacbrah values to reader, and the
background of such an experience is largely urivainly London, as idoseph Andrews
or Tom JonesAttempting at revealing a complex social and haitygology on the basis
of verisimilitude, the writer gives a very importastatus and role to the city in its textual

representation.
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The chronotope of city gains its importance in188 century personal, social and
cultural life due to the fact that it represents lackground where the best, real, civilized
and valuable in human condition is produced, andxgsessed in the novel, a character
like Tom Jones, leaving for the city, gains expaeeabout the city life and changes in a

positive way, becoming moral and achieving matarati

The English novel starts as an anti-romance in@lecentury since a novel writer
tries to depend on the realities, does not takeshigect matter from the history,
mythology, fairy tales, legends, but from his ovamtemporary background, and a novel
writer chooses his characters from a complex hutypology. He abstains from using

any supernatural or metaphysical element.

English novel emerged as a complex and diversahtgghenomenon, having no
real models and rules to follow, although stillosty are the effects of the picaresque
mode of writing on English novel. With the picaresgmode of writing, the reality,
society and the life of a character gained impagamwhich is to be expressed in a direct,

reader-focused style:

The beginning of English fiction is almost symbadicthe new ways of literature: the new prose
style is plain, simple and devoid of aesthetic oreatation, clear and direct, and serves a clear
thinking and an interested eye cast upon the sating world. This aspect is also noticed in the
rendering of the character: he is governed by reasd efficient action. (Golban, 2003, 39)

The novel established itself as a distinct litergeyire in England with the works
of Defoe, Richardson, Fielding, and others. Thesgers consider city an important
thematic element in the newly developed genre, Ima@ias a formative agent in human
life, the source of education, civilization, cuturand gaining life experience. It has a
great effect to change the social status and palisoof a character and reshape him in a
positive way. Especially in picaresque novels likseph AndrewandTom Jonesthe
change in the characters’ social status and pdigoisaeven to be considered an aspect

of subject matter.
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These characters are young people who may easilg matakes in their life and
who are still inexperienced about the life. Butrbot them begin a journey to London, the
city that makes a deep change in their life. Tphiysical appearances, their behaviours,
their thoughts change and they learn to make selfyais. They are no longer
inexperienced people; they become educated andogepersonalities, changed in the

inside and the outside, as, for example, the poviagofJoseph Andrews

No sooner was young Andrews arrived at London treehegan to scrape an acquaintance with his
party-coloured brethren, who endeavoured to makedaspise his former course of life. His hair
was cut after the newest fashion, and become ré$ cdire; he went abroad with it all the morning
in papers, and drest it out in the afternoon. Temyld not however, teach him to game, swear,
drink, nor any other genteel vice the town abounaitk. He applied most of his leisure hours to
music, in which he greatly improved himself, anddree so perfect a connoisseur in that art, that
he led the condemned or applauded a single sorgaopio his approbation or dislike. He was a
little too forward in riots at the play-houses amgsemblies; and when he attended his lady at
church (which was seldom) he behaved with less isgedevotion than formerly; however, if he
was outwardly a pretty fellow, his morals remaieatirely uncorrupted, though he was at the same
time smarter and genteeler than any of the timaseatown, either in or out of livery. (1973, 65)

In addition, the change in young Andrews affectsnynpeople around him,

including his lady:

His lady, who had often said of him that Joey wes handsomest and genteelest footman in the
kingdom, but that it was pity he wanted spirit, #egiow to find that fault no longer; on the
contrary, she was frequently heard to cry out, “fagre is same life in this follow.” She plainly
saw the effects which town air hath on the sobaresstitutions. She would now walk out with
him into Hyde Park in a morning, and when tiredjothhappened almost every minute, would
lean on his arm, and converse with him in greailfanty. Whenever she stepped out of her coach,
she would take him by the hand, and sometimesfefr of stumbling, press it very hard; she
admitted him at table and indulged him in all thms®cent freedoms which women of figure may
permit without the least sully of their virtue. {13 65)

In another novel written by Fielding, entitiédbm Jonesthere are the same
characteristics. According to Urgahpm Joness a book that gives “a moral lesson and
shows how the faults of youth can be dangerousguhe life.” (1996, 69) This book
gives this moral lesson by using London, the peapl@ the society of it. It reflects the
traditions of English society in the 8entury, and it is also a satire focused on tleeimg

which it was written.

Tom Jonegocuses on the social environment rather thamtfigiduals. Its aim is

not to analyse the complexity of individual’'s psgldgy but it is to write a farce novel
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that reflects the whole society, talking about le@aviours of the people who are under

the restraint of the traditions of the society.

Jones, like Andrews, has a good heart and butsalse faults. London does not
change their positive characteristics but takes fhelts away. At the same time, their
social status change and improve. Both AndrewsJam#s come from noble and rich
families but they learn this after they go to Londdhey meet their relatives there and
learn their real identities. London affects theke la magical stick. On the other hand
every occasion they have is not in a state of peackconcord. Jones, for example,
becomes involved with an older woman; he is seei#@no prison and passes through
other misfortunes. But these misfortunes are fammatlead to happy endings and

represent lessons that the city teaches on etjnicahds.

In conclusion, with the ¥8century, one should consider the final consolitatf

the chronotope of city as one of the major and rnmopbrtant elements in English novel,
consolidation that was possible as influenced by Meoclassical doctrine, which
emphasizes the role of city and urban life, therggt in real and actual, the moral and
aesthetic implications of London and other Engtgles, and by the Spanish picaresque
novel, which had already given to the city theustaif chronotope, of an important textual
element of the thematic and structural organizadioevents and character representation
strategies.

1.4 The Diachrony of the Chronotope of City in Engsh Literature: 19" Century

and Modern Period

English literature in the fdcentury consists of two important periods: Ronmnti
Movement and Victorian Age. Romanticism rejects dlassicism and represents the
continuation of the 18 century Pre Romanticism. If in Neoclassicism, adity to
Golban’s consideration of the principle of traditim literature;

authors are directly involved in the world in whittey live; they take progressive social attitudes,
respond fully to the most important topics of eday life, and are less concerned about their
characters’ inner experience, artistic innovatind aew means of expression (1998, 10)
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and Neoclassicism gives importance to reason, tyoeird reality, being concerned with

human nature and urban culture, and emphasisimgyutecand poetic diction as rules of

poetic production,

Romanticism, as every modern trend in culture,ngited to reveal a rebellious spirit in art, a
tendency to reject the commonplace and traditiooalentions, and to reflect in its literary works
the state of confusion and chaos of its own tinfe English Romantic movement is characterized
by imaginative intensity and aesthetic concentmatistress on individual sensibility and
consciousness, indifference to the objective kealitthe recent past and inclination towards the
remote past, preoccupation with the discovery of meeans of expression and exploration of new
fields of human experience. (Golban, 1998, 10)

Romantics give importance to subjectivism, indidlilsm, non-reality and rustic
life. They reject the whole social and urban backgd and try to escape from it. The
rejection of society (urbanism) became one of thennmRomantic features, as, for

instance, “Shelley states in one of his poems ‘thandon is a city much like Hell™.

(Golban, 1998, 12)

Rejecting the social and urban life, romanticsedrto rustic existence and nature,
and brought new meanings and feelings to the natunek they had a valid reason to do
that, because of the scientific and technologieabtbpments, where nature was losing its
beauty, was polluted by the rising industrialisnihickh marked a new relation between

man and nature:

Until the 17" century that had been a more or less balancedepsinip; after that the scientific and
technological developments gave man an upper hadde began to dominate; he became the

exploiter of nature and eventually its destroy@olbpan, 1998, 13)

This aspect led romantics to give new and condidiermeanings to nature. They

personified it, identified themselves with it; mover, they ranked it to divinity:

Nature is now seen to be morally uplifting, a kefdspiritual healer, it is invested with personalit
ranked to divinity (Pantheism), and human moodsrandal impulses are seen as reflected by it.
(Golban, 1998, 14)

Nature is also a source of escapism from the mbalnuworld, which is obstructing

to the poet’s existence, as, for example, in Byron:
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Where rose the mountains, there to him friends;

Where roll'd the ocean, thereon was his home

He had the passion and the power to roam;

The desert, forest, cavern, breaker’'s foam,

Were unto him companionship; they spoke

A mutual language, clearer than the tome

Of his land’s tongue, which he would oft forsake

For Nature’s pages glass’d by sunbeams on the lake.
(Canto 111)

To Wordsworth, nature is a source of feelings, ¢findsl and knowledge for the
poet; it represents a symbolic union with rusfie # as inTintern Abbey*“these pastoral
forms green to the very door” — and, in the samenpads also ranked to divinity: “We

stood together; and that I, so long /A worshipgedature, hither came”.

For Shelley, nature and countryside represent armsaprce of inspiration. In his
poem, entitledro a SkylarkShelley calls out to nature “Teach me half ttelgess”, and
in another poemDde to the West Win&helley speaks about nature like “the trumpet of
prophecy!”

Because of the rejection of city and the importagoeen to the nature and
countryside, the chronotope of city in romantieridtture does not represent a vivid
presence. Rejecting the city and the city life fiterapt of rejecting the whole social
background; moreover, romantics tried to escapecitijeas a source of dull existence,
offering, in term, importance to the chronotopeaiintryside and nature.

The chronotope of city receives its full textugbnesentation in novels and other
works of imaginative prose in the periods after Ratitism, namely Victorian Age and
the 20" century.

The literature of Victorian Age is a complex phemmon, lacking any definite
attempt of labelling, and it consists of severatiqus as well as several literary
movements and trends. On the general social ataralulevels, Victorian Age expresses
development in the field of ideas, political andm@mic expansion, bringing a great deal

of scientific, technological and ideological inntiea.
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In literature, in particular, Victorian Age revedla continuation of the romantic
mood of writing, the rise of Realism, and latererend consolidation of Aestheticism,

Symbolism and other trends.

In culture and arts, in general, Victorians atteedpto combine the romantic
attitude and emphasis upon self, feeling, and insgin with neoclassical concern with
the public role of art and the social and morapoesibility of the artist. This social and
moral concern manifested in Victorian Age, espéciab an important trend which is
Realism, while the concern with personal, individergperience, as well as the concern
with the literary product in itself determined tbentinuation of Romantic Doctrine as

Post-Romanticism as well as Aestheticism or Syrshli

In Victorian Age, the novel writing was the domihagenre, the most popular
literary form created by a group which includedhboten and women and whose works
were welcomed as a source of social and moraluctstn as well as of delight and
entertainment, especially by the newly developinddhe class reading audience. In this
respect, the novel was the expression of Realisah iththe trend which is exactly
concerned with social existence, moral issues aodeoner the presentation of human

existence as being determined by and in relati@ottal existence:

Realism emerged in the Victorian cultural backgmas a means of rendering fidelity to actuality

in its representation, thus defining a literary Imoet and a particular range of subject matter, and
being loosely synonymous with verisimilitude. Realialso implies a synchronical representation
of the contemporary everyday life, while verisimitie can concentrate on other spatial and
temporal realities, as for instance in Walter Sgdiistorical novels. (Golban, 2003, 101)

As Romanticism was a reaction against Neo-classjcRealism is essentially
born of impatience with Romanticism. The realisid8 beauty residing only in the
depiction of truth, looks at life with objectivityrhe realistic author refrains from taking
sides with his characters. The author seeks tdifseaccording to the facts, and hence
presents his interpretation of it by documentingrabter, story, or picture with facts.
Moreover, Realism deals with contemporary socittg; realist avoids the past or the
future since one can see them only through a ¥édrecy. The realist is interested more

in character than in story, more in men than il nature.
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In this age, there are the characteristics of Raigsiam and Realism in a novel
and sometimes the people cannot decide which maoveaffected a novel most, because
the characteristics of Realism and Romanticisnfarad together in most of the novels,
and the best example may David Copperfield This affected the chronotope of the city,
too. The chronotope of city was textually expressedwo ways. For some, city was
corrupted, bad and polluted. Because of the teolgiwal developments and industrial
revolution, the cities were getting crowded dayday, evolving within the framework of

mass-production and mass-consuming realities.

For others, city was a source of accomplishmentlizzation and improvement.
The city was necessary not only for the developnodnthe society but also for the
development of the individual. This thought came with the effect of Victorian
Positivism. With industrial revolution, the city @aerated its colonialism activities and
England began to develop economically and Englawine the richest country in the

world.

These two opposite views on the city received tliteirary expression in realistic
novels, as it can be noticed in Dickens’ workDiombey and SqrDickens sees London
as “the monster roaring in the distance”. City isnanster that gets rid of the people
coming from rural areas. Because of this city maegple lose their money, health,
family and even life. On the contrary, Tihe Tale of Two Citieghe situation is totally
different. In this novel, Paris is a hell full ofunders, but London is a peaceful place;

many people run away Paris and come to Londondgmtzenew life.

These two views on the city reflected in literajuakso affected the formation and
the development of the hero. When the city wasecedld as corrupted, bad, full of
murderers and thieves, the hero had to have manéupavents and sometimes, like in
Great Expectationghe hero could not complete his formation andatoot find a place
in the society for himself. This usually led toamenation from the society, and losing his
“great expectations”; the hero left city and turrmtk to the place where he was at the

beginning, that is family, values of childhood, yirial life.
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On the other hand, when city is represented asdamcagor, it becomes an
important factor for the evolution and successbuirfation of the hero. His values, career,
social and economic position change in a positiay,was for example, iDavid

Copperfield.

In the 28" century, the chronotope of city as an obstruchiagkground, already
represented in Victorian Age, becomes the main caspiethematic expression in the
literary text, especially in the works of Modernisiie rise of Modernism has its roots in
the first decade of the 9Gentury as well as in the closing decades of 8fecentury
which marked important changes and developmentsanght, concerning philosophy,

psychology, and physics.

Modernism was an international movement in genshath manifested itself in
art in general and in literature in particular, amdich might have started around the
beginning of World War One and ended as a regudandttowards the end of 1920s.
Modernism is not a unified trend consisting of acassion of incidents and a glomeration
of ideas, theories and often-contradictory intagirens of the individuals place in the

world.

In Modernist writing, the chronotope of city becae literary device in both
prose and poetic writings. Being a modernist, Htioblished his ThaVaste Landin
1922, and this poem defined Modernist poetry ardhime possibly the most influential
poem of the century. TH&aste Landlso signifies the senselessness of life in ttye lti
the second stanza there is a soldier and he isngaikrough the destroyed city. He sees
buildings and churches that symbolize the destrayestern civilization:

A heap of broken images, where the sun beats,
And the dead tree gives no shelter, the cricketlhef,
And the dry stone no sound of water.

The landscape is one of death and ruins after twe Any handful dust can
contain human remains that he is fearful to todckill show you fear in a handful of
dust”. He tells us how destructive, frightening aadiastrophic the war is. While walking

he remembers the love ballad that goes like:
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Fresh blows the wind
to the homeland my Irish
darling where do you linger?

He is very homesick and wants to return to his lard home. He is just simply
tired of the war and being so lonely. The soldsenat only tired of the war but also hates
from it. Because of the war, many people have dieahy places have turned to ruins,
and everywhere he looks at is ugly, destroyed, lidgldss. He also misses his lover so

much and he is in desperate straits and canncégoher.

The fourth stanza begins with the descriptionsaidon, the “Unreal City”:

Under the brown fog of a winter dawn,
A crowd flowed over London Bridge, so many,
| had not thought death had undone so many.

...Sighs, short and infrequent, were exhaled,
And each man fixed his eyes before his feet

Flowed up the hill and down King William Street,
To where Saint Mary Woolnoth kept the hours
With a dead wound on the final stroke of nine.

In the opening stanzas of Part Ill, Elliot shows transition the world is through.
He uses visions of the dead earth with the baes taad the empty spaces to express the

feeling of death, as seen in these lines:

The rivers tent is broken: the last fingers of leaf
Clutch and sink into the wet bank. The wind
crosses brown land unheard the nymphs have departed

The city has been deserted for some time and n@ahuwttivities can be seen in
town which is told in these lines: "The river baresempty bottle sandwich papers, silk
handkerchiefs...”. Even the bank executives haftewghout any addresses. But they
have left not because they want to do, but bectiesehave to do so. There is an “I”, and

it may be a survivor of the war who cries becadsbedestroyed city.
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The vast and empty land becomes a home to scagergi; The deserted land
has the memories of war in each meter. Eliot ugdwase like “dull canal”. This canal is
dull because of its lifelessness, or because gbdhiation, or because the dead bodies and

ruins of the buildings make it dull.

In the poem, Eliot uses images that remind theereafithe past of England. For
instance there is a music played by the gramophbine.music brings the reader to a
public bar in Lower Thames Street. It reminds t&der of the beautiful flowing waters,
the conversations made in that public bar, in shioet old beautiful days at past but now
they are like a dream, all memories are distant,ribey are destroyed and dead as the
people and the buildings are.

In another poemThe Love Song of J. Alfred Prufrodkliot develops the same

absurd, senseless and unpleasant image of the city:

Like a patient etherized upon a table
half-deserted streets...

one-night cheap hotels

And sawdust restaurants

In this background, the individual experience @& ttuman being is also absurd,
and the perspectives of life are senseless. Pkufsatoubled about his social actions; he
always thinks how others will see him. He wantgaonear a woman, but does not know

how to act; he accepts that he is afraid; he dsdwlact, then he decides not to act.

The cause of the inaction of Prufrock is the Wakldr One. After the World War
One, many people did not know how to act or hoveniter a larger society. They had
many conflicts in them; they became the people waie afraid of many things. Prufrock
could not go near women and speak with them. Bechasknew that if he fell in love
with a woman, and had a relation, their relationl@daot continue because of the war.
The people could not make plans about the futuzealse the death was very near to

them. For this reason they were timid to entergelasociety.

In the 2" century novel, both traditional and experimertta, city is also a rather

important element of textual representationsMiis. Dalloway the heroine is a person
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who tries to continue her life after the war, buten she moves about London, every
encounter produces a response coloured by the wdxdlee of her past experiences. She
gives a party to her friends and in her party thereomes a mention of the death of Mr.
Septimus Warren Smith. This man had gone mad beaafukis experiences of World
War One and was driven to the isolated emptinekgofiving with the ghosts of his past
experiences. He was forced to suicide because dbtrd had tried to impose social
norms on him, trying to establish his sense of camigation. But he did not want and

saw the death as an escape from that corrupted.worl

The city inMrs Dallowayis represented as a mirror of the past experieticat
is, wherever the heroine looks at while she is imgllon the streets of London, she
remembers her past experiences. Like Septimus Wa&math, she hasn’t escaped from
the effects of past but since she has a strongactesy she tries to get accustomed to
living in London and continues her life in spite lodr past. It is seen easily that Mrs
Dalloway and also the other Londoners are not hagitly their lives; their lives are

senseless, dull, as London is.

The senselessness, dullness and boredom are trectehiatics of the city in
Joyce’s works, too. His city, Dublin, where Joycaswborn, is represented as the symbol
of the entire world, like a dead background, thetreeof paralysis on social and personal
levels. For instance, iDubliners which consists of fifteen short stories, the otypublin
is reflected as a static place with disappointathoged and frustrated characters.
Moreover, Dublin is a city where lack of communicatand personal alienation lead to
tragic consequences, but also to epiphany: monwnistense spiritual revelation and
understanding.

This thematic representation of the city continimeé Portrait of the Artist as a
Young MarmandUlyssesbut, whereas the characterdufblinerscannot escape from the
city and they have lost their hope of escapind) iRortrait of the Artist as a Young Man
Stephen Dedalus achieves his aim and leaves hisland) which has given him pains

and crisis, and enters a wider world.
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The negative and obstructing representation otityein Modernism receives its
counterpart in the texts of the 20th century tradél and realistic writers, as in
Galsworthy’s work. InThe Patrician one of the novels by Galsworthy, the author
explains his view of London by using the speechhef character Ann: “I don't like
London. I like here, and I like Cotton, and | likeme pretty well, and | love Pendridny —
and - | like Ravensham’. In the same novel, theatar gives a more detailed description
of the city:

Twenty minutes later, he was turning through thelkss iron gates into the road for London. It

was falling dark; and in the tremulous sky cloudsevpiled up, and drifted here and there with a
sort of endless lack of purpose. No direction seetnehave been decreed unto their wings. They
had met together in the firmament like a flock @&y magpies crossing and re-crossing each
others’ flight. The smell of rain was in the airhél car raised no dust, but bored swiftly on,

searching out the road with its lamps. On Putnegdder its march was stayed by a string of

waggons. Lord Valleys looked to right and left. Theer reflected the thousand lights of buildings

piled along her sides, lamps of the embankmenttgrias of moored barges.

Like in modernist writers, Galsworthy also triesdimow the boredom, dullness
and senselessness of the city. These charac®rddtithe city have also passed to the
people of the city:

And before each poster could be seen a little eddiye stream of the passers-by-formed by
persons glancing at the news, and disengaging #teess to press on again. The Earl of Valleys
caught himself wondering what they thought of ith&/was passing behind those pale rounds of
flesh turned towards the posters? Did they thinéllathese men and women in the street? What
was their attitude towards this vaguely threatersteclysm? Face after face, stolid and apathetic,
expressed nothing, no active desire, certainly mthusiasm, hardly any dread. Poor devils! The
thing, after all, was no more within their conttban it was within the power of ants to stop the
ruination of their ant-heap by some passing boylds no doubt quite true, that the people had
never had much voice in the making of war. And wuards of a Radical weekly, which as an
impartial man he always forced himself to readynesdd to him. “Ignorant of the facts, hypnotized
by the words ‘Country’ and ‘Patriotism’; in the grof mob-instinct and inborn prejudice against
the foreigner; helpless by reason of his patiest@cism, good faith, and confidence in those
above him; helpless by reason of his snobbery, ahdlistrust, carelessness for the morrow, and
lack of public spirit-in the face of War how impoteand to be pitied is the man in the street!” That
paper, though clever, always seemed to him intolgtafalutin!

The effects of war, the dullness and senselessfebfe, the hopelessness of
people are represented in both modernist and tiealisrks also by the chronotope of city
that enhances the aspects of alienation and ftiostraf the modern man, revealing, in
general, and in relation to the first half of tf&'2entury, the end of the modern age as a

period of crisis in the history of humanity.



CHAPTER TWO
CHARLES DICKENS AND THE CHRONOTOPE OF LONDON
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2.1 Charles Dickens: the Man and His Work

Charles Dickens lived between the years of 1812187d. He was from a very
large family of eight children. His father was affiatal clerk and since he could not
control their money, Dickens had a tragic childhoathen he was at the age of ten, his
father could not pay his debts and was sent to h#gsa Debtors’ Prison. The family
could not pay their rent and they lost their hoasd everything in it. Dickens worked
then in a warehouse to pay his father's debtspidy six shillings a week. It was a very
difficult period for Dickens, because he was onlyea-year-old child. Moreover, he
thought that he lost his social position: accordimdiim he was no more a middle class

person, but a worker.

After his father inherited some money and got et prison, Dickens was not
obliged to work in that warehouse anymore; he whitdego to the school and began his
education. But he never forgot the days he livethat warehouse. Dickens could go to
the school for only two years because of the ecam@usition of his family. He had
learnt in school how much pain the children hadsamools, too. Dickens had an

uneducated teacher who beat their students aifintiee

This experience, along with many others, gave Diskie opinion that no adult
could have pain as an unhappy child could have basduse of this reason he describes
his own unhappy childhood in most of novels, amavigch Oliver Twist David

Copperfield The Old Curiosity Shgombey and SqmandBleak House

In order to earn money, Dickens worked differemidki of jobs. His handwriting
was beautiful and legible, and he became a clegkrintary public office. Then he learnt
stenography and worked as a stenographer in aiadsfor newspapers. He became a
correspondent iMorning Chronicle He began to write some papers to this newspaper
and to the other newspapers, too. In 1836, With Pickwick Paperse became famous at
the age of twenty-six and this continued till h&ath. In the same year he met three sisters

whose names were Giorgia, Mary and Catherine. DElgot married to Catherine but
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she was not a suitable wife for Dickens. In spitthis, he continued his marriage since it
was nearly impossible to get divorced in those szeBut he got divorced after twenty-
two years and after they had ten children. Dickeosld not find happiness in his

childhood and in his marriage, too.

After the divorce, Dickens stayed in the same hau#e his sister-in-law, he fell
in love with the actresses who were at the agasofi@ughters and he did not hide these
events, moreover he talked about his private eifesdme newspapers. In Victorian Age,
these might be a great scandal for Dickens andidjlet ose his audience and the printing
houses might not press his books anymore but liace loved him and his novels so

much that his private life did not become so imgairfor the audience.

Dickens went to America at the age of thirty. Heaated attention there so much
that he could not even walk in the streets alorat.ddly did he see the factories, schools
of America, but also he walked in the quarters witbe poor lived and had the opinion
that like in London and in England, only a certeless had the comfort and money. After
he turned from America he wrofemerican NotesndMartin Chuzzlewitand in both of

them he criticized America severely.

After two years he turned from America and madestto Europe. He was very
fond of Italy but he never thought of living andyshg there. According to him it was
impossible to leave London. London had a specadeln his life. As Urgan says in her

book, Dickens found “an attraction of repulsiorondon.” (1996, 226)

Dickens was also interested in theatre. He actsdnme plays. He also read some
parts from his novels at the theatre. It was deodause of his death for some people
since the doctors had warned him that he had t® gpr/this job because of the stress,
excitement and tiredness. But he did not consltespeech of his doctors and a few days
before his death he directed an amateur acting.

Dickens was an ordinary person in the eyes of tiidigp He walked in the streets

of London, met people and gained complex knowlexdgmut the city. He had solved his
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own problems and became a famous author but heatidose his eyes to the problems

of the city and its people.

London is thus the main background for almost d&llhs novels, and the
chronotope of London, as textually represented Ipkdhs, discloses three levels of
thematic concern:

(1) a complex picture of Victorian standards anidies;
(2) the physical appearance of the city; and
(3) the people of the city and the relation betweersonal and urban life.

2.2 Charles Dickens and the Literature of His Perid

Dickens lived and wrote all his novels in VictoriAge. That age began in 1837
when Queen Victoria ascended the throne and emd#801 when she died at the age of
eighty-two. Victorian Age was a very long perioddamany changes appeared in that
period. According to Gultekin, “It is the age ofdurstrialisation, trade and scientific
development” (1988, 147), and can be divided iedfparts: The Early Period (1832 —
1848) ‘A Time of Troubles’, The Mid-Victorian Pedo(1848 — 1870), The Late Period
(1870 — 1901) ‘Decay of Victorian values’ (199871149)

The Victorian Age is a complex, often paradoxichepomenon, lacking any
precise, definite terms or attempts at labellimgiterature, for instance, it is quite wrong
to call this age generically the period of realisas, it usually happened in Marxist
criticism, given the continuation and persistendethe Romantic mode of writing
throughout the entire 19century, the later rise and consolidation of Aettism,
Symbolism, and other artistic trendg is often claimed that the realistic period in
English literature manifested itself between 187®14. For the sake of keeping the
unity of concern, this epoch is named the Victorkge, the term Victorian literally
describing things and events in the reign of Quéetoria, like Elizabethan Age. Also,
like the Elizabethan England, Victorian England v@asecond English Renaissance: it

saw great expansion of wealth, power, and cultanel, in point of literary form, the
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Victorian novel paralleled Elizabethan drama inmerof both popularity and literary

achievement.

Queen Victoria (1819—1901) reigned from 1837 ud#@huary 1901: she was
probably the greatest queen after Elizabeth and gs name to an epoch that appeared
to mark the apogee of national and imperial gltmyimprove standards of distance and
morality, an age of stability, peace, imperial exgan and increasing prosperity.

However, Golban argues:

the Victorian standards, beliefs, and values of gsbeial and the personal—hard work, moral
strength, religious orthodoxy, sexual reserve, famirtues, confidence in personal and historical
developmeriil have often been challenged by criticism for thechfsounquestioned acceptance of
authority and orthodoxy, its great amount of hymygrconscious rectitude, deficient sense of
humor, and a self-satisfaction engendered by ttre@se of wealth. (1998, 71)

The Victorian Age was not unified, as one may thgnken Victoria’s reign that
lasted so long that it comprised several periodmv& all, it was an age of paradox and
power: the Catholicism of the Oxford Movement, Eheangelical movement, the spread
of the Broad Church, and the rise of Utilitarianjsacialism, Darwinism, Freudism, and
scientific Agnosticism, were all in their own wagisaracteristically Victorian; as were the
prophetic writings of Carlyle and Ruskin, the cigim of Arnold, and the empirical prose
of Darwin and Huxley; as were the fantasy of Mac&ldrand the realism of Thackeray
and Eliot. More than anything else what makesdbes Victorian is its immense sense of
social responsibility (remarkably expressed in tbgels of Eliot, for instance), a basic

attitude that obviously differentiates it from Ramtiaism, its immediate predecessor.

However, the Victorian Age is generally one of dymachange and assiduous
activity, fermentation of ideas and recurrent dociarest, great inventiveness and
expansion. In this period, England was caught iwharl of social, economic, and
religious changes. Like all major periods of tréinsi this one did not come easily: the
first part of the Victorian Age (18821848) was one of tumult, where the rapid industrial
expansion and the laissez-faire economic systeswedl for the justification of horrible
working conditions, especially for children, togethwith high tariffs on grain, which

caused food shortages. It also caused the earlys18épression, but, by the middle of
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the Victorian period, the situation changed to saweent: tariff and labour reforms
helped to bring back general economic prosperitycamtentment. The second half of the
19" century is also to be regarded in relation toréwlutions of 1848 on the Continent;
the Chartism and its failure; the development oérsze applied to practical purposes:
telephone, telegraph, photography, steam engigeetrieity; the great discoveries in the

natural sciences, etc.

However, controversy was not dead; it had merelftesh from social and
economic conditions to religion. In this respect,

the Utilitarians, reflecting on what they considkte be the basic human needs, decided that a
society that listened to the voice of reason hadeeal for religion. The Utilitarian views distredse
the religious conservatives, who argued that thetovian Age, with its excesses and social
problems, was in dire need of the stability and foshoffered by traditional Christianity. In
religion, thus, the Victorians experienced a gagg of doubt, the first that called into question
institutional Christianity on such a large scaeolpan, 1998, 71)

In science and technology, the Victorians invettedmodern idea of invention, i.
e. the notion that one can create solutions tol@nady that man can create new means of
bettering himself and his environment. In ideologglitics, and society, the Victorians
brought in astonishing innovation and change: deawy; feminism, unionization of
workers, socialism, Marxism, and other modern masmntook form. In fact, this age of
Newton’s mechanics, Darwin’s evolution, Comte’swief society, Marx’s view of
history, Taine’s view of literature, Freud’s viewlmman psyche appears to be not only
the first that experienced modern problems but #teo first that attempted modern

solutions, in other words, the age can be takexpoess the rise of the modern.

In politics, society and religion many problems eged and so many reforms and
movements. The new movements usually gave a sbadtletbeliefs and thoughts of the

people especially Darwin’s Theory of Evolution ag@ess states:

It seems to us to be, in some ways, a remoter énan the Elizabethan. That is because
the Elizabethans were concerned with problems niiteuthose of our own age. The Victorians,
on the other hand, seem to be obsessed with guegteruliarly their own. First, there were such
social and political problems as could not be resblon a purely party basis. Men like William
Cobbett (1762-1835) had already been agitating pfadiamentary reform — more genuine
representation for the people, less of the cowapdind cynicism that animated politics — and, in
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the Reform Bill of 1832, a progressive move was enad the direction of ‘democratising’
parliamentary representation. Slavery was denoyrasadl the British colonies were officially rid

of it in 1833. Philosophers were concerned withartgnt political questions; Jeremy (1748-1832)
taught the doctrine of ‘Utilitarianism’ — ‘it is ¢hgreatest happiness of the greatest number that is
the measure of right and wrong': Thomas Robert iMalt(1766-1834) saw that the problem of
poverty could only be solved by artificially limitj the birth rate. A bigger problem for writers
than any of these was that presented by the clyallehthe new science to the old Christian faith.
Darwin's Theory of Evolution hit at the Book of &sis — man had evolved from lower forms of
life; he had not been created complete by God.g1980)

Marxism brought a new conception of society. Malesim denied the existence
of everything except matter. Besides these movesramd theories that age still was an

age of morality and Puritanism, as Burgess states:

Materialism, which denied the existence of evenghéxcept matter — man has no soul, and even
thought is secreted by the brain as bile is sett®tehe liver — was another challenge to orthodox
belief. Marx's epoch-making Das Kapital, writtenLiondon and published in 1867, preached a
new conception of society and of the distributidnnealth, and it was based on a 'materialist
interpretation of history'. The Victorian age tthegl a large number of problems to face. In many
ways, it was an age of progress— of railway-buddisteamships, reforms of all kinds — but it
was also an age of doubt. There was too much poeda much injustice, too much ugliness and
too little certainty about faith or morals—thus®é#came also an age of crusaders and reformers and
theorists. It was also, with all its ideals, a ously puritanical age: it was easily shocked, and
subjects like sex were taboo. It was an age of @ational morality, of large families with the
father as a godlike head, and the mother as a salvicreature like Milton's Eve. The strict
morality, the holiness of family-life, owed a goddal to example of Queen Victoria herself, and
her indirect influence over literature, as welkasial life, was considerable. (1996, 181)

In literature and the other arts, Golban states,

the Victorians attempted to combine the Romantipteases upon self, emotion, and imagination
with Neoclassical ones upon the public role ofaartl a consequent responsibility of the artist.
Modern artists who were trying to free themselvemfthe massive embrace of their predecessors
often saw the Victorian writer chiefly as represseder-confident, and thoroughly philistine.
(1998, 72)

In this age of print, the novel stands as the dantifiterary form of the Victorian
age. It was created by the new profession of ‘neil a group that now included
women as well as men; it was printed quickly anexpensively on the new steam-
powered printing presses and distributed efficjeatler the kingdom on the new railway
system; it was welcomed as a source of moral acdlsastruction as well as of delight

and entertainment by the newly expanded readintigoub
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Although the Romantic Period and Victorian Age whsse to each other, there
was not the same energy in Victorian Poetry uniilee romantics. This was due to the
popularity of the novel and dominance of realisrarahe period. Thus there was limited
poetry in that age but there came to exist somailpopoets who were interested in
Classics and medievalism, chivalry and romance wi@we Browning, Swinburne,
Tennyson and Arnold. But they did not use the winofeantic characteristics; instead of
it they tried to establish disciplined forms, didtruse exaggeration in their works but

were interested in pastoral.

There are the combination of the romantic emphapes self, emotion, and
imagination with neoclassical characteristics @ gublic role of art and a consequent
responsibility of the artist in literature and thgs in Victorian Age. This combination
manifested itself mostly in novel writing, as Busgestates:

One characteristic of Victorian literature—espdgiprose—is the high moral purpose allied to a
Romantic technique: language is rich and highlyaorental, a reflection of the new ‘Gothic'
architecture with its—to us—tasteless elaboratiotesign. (1996, 181)

Thanks to the invention and improvements in prihe novel became the
dominant genre in literature in Victorian Age. Batlen and women authors wrote lots of
novels and earned money for their livings. The tprgh press made it possible for the
authors to make their books printed easily and pressively and the railway system

made it possible to distribute the books over thele/country.

For the Victorians, the modern distinction betwdba literary novel and the
popular best seller had not yet come into existeflbe novels of Bronté, Dickens, Eliot,
Trollope, and Hardy were read not merely by litgralite, but widely throughout the
expanding middle class and, particularly in theecaflsDickens, by the working class as
well. This wide readership was aided by new mettaidsresentation and distribution.
Early in the century, Dickens pioneered publicatiomexpensive separate numbers with
Pickwick Papersand the practice was followed throughout thewgnuith, for example,
Thackeray’svanity Fair and Eliot’'sMiddlemarch Then, the novel usually appeared in a
three-volume edition, a ‘three-decker’, that readéorrowed from private lending
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libraries, of which the most famous was Mudie’'sefwally, the ‘three-deckers’ were
made available in less expensive form, ‘cheap aditi and ‘railway editions’, the
equivalent of modern paperbacks, distributed thnoogtional chains of booksellers, as

well as in more expensive collected editions.

However,

the Victorian fiction is undoubtedly a complex, thetically valuable literary phenomenon, and,
like the age itself, expresses its own paradox#tatus: there is the same worshipping of
independence and of individual self-assertionstmae overwhelming self-confidence, along with
the same contradiction between morality and theesyshe same belief in institutions, democracy,
organized religion, philanthropy, sexual moralitye family and progress. (Golban, 2003, 100)

After the death of the Romantics, a shift in thiural background was produced,;
this manifested itself on the level of techniquiglesand artistic concern. Thus if the
English Romantic Movement was a great period otrgpe which writers presented a

cultural and aesthetic vision on human existendetlam world in verse form,

the Victorian period is a great age of fiction inglish literature, for indeed the prose was then th
dominant literary form, and actually the majorifytiee population was a prose-reader. The English
novel in the 18 century originated as a literary discourse ofgtmving middle-class audience (i.
e. still uneducated, uncultivated, not ready t@irecor / and perceive the artistic message), and i
became the logical reading-matter for this soei@tl. The Victorian audience sought and found in
contemporary novels instructions for living amide tikomplexity and change of the social
background, instructions closely linked to a numtietopics of special interest to th&nfiamily
relationships and virtues, religion and moralitycial change and reform, etc. In turn, novelists
made sense out of their enormous variety of expegie and choices, appealing to their audience
with the semblance of the real world. The noveklifsunburdened by tradition, was
flexibleD hence adaptable to the portrayal of the multitUdehanging situations in Victorian life.
To an era of existential uncertainties and frusinat commercialism and chaotic industrialism,
escapism, especially in poetry, has become a pkgibal necessity, and realiShespecially in
prose and as a kind of justification for the coossireader as escapiSrwas the actual satisfier of
his unconscious needs. (Golban, 1998, 76)

Furthermore, realism can be regarded as the uétipraiduct of the middle-class
art, and it finds its chief subjects and charactergs own life and manners, surface
details and common actions, avoiding situation$ wiagic or mysterious implications,
and applying a tone of humor, irony, often satitence another essential characteristic of
the Victorian novel its concern, often obsession, with character: ncbsiracters are
middle-class, hence most settings are middle-dlassypical preoccupations are middle-

class, and the general tendency is an acceptam@dlfe-class ethics and mores. Thus it
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is for the middle-class character to achieve ematiperfection, and, when praiseworthy
acts are performed by lower-class representativeseither accidental or curiously and
strongly implied to be the result of middle-classmformity (also the patronizing notes
reserved for lower-class personages made possxalic egrotesque postures, which
probably increased the sense of security of théokian middle-class audience), while the

upper-class protagonists were viewed with a mixtdirenvy and scorn.

In the Victorian novel the emphasis is also plagedocial aspects, thus the shift
from rendering the inner experience and explorihg psychological issues of the
character making possible new interesting appr@&adiethe narrative discourses of
Victorian writers, especially regarding the relasbip narrator-character-narratee. But the
character’s personality is also important for thet&fian author, even if it seems that the
characters function within a highly organized atndctured society.

Golban argues that the literary trend Realism:

emerged in the Victorian cultural background aseams of rendering fidelity to actuality in its
representation, thus defining a literary method anmarticular range of subject matter, and being
loosely synonymous with verisimilitude (Tzvetan doal's vraisembablei. e. the concentrated
expression of the relation between the literary &d the social, cultural and literary intertent,
this respect, to remember Paul Valery’s affirmaterery work is the work of many things besides
the author, and the novel becomes a process afratien, usually unconscious, of some alien
discourses). Realism also implies a synchronicpresentation of the contemporary to its
practitioners’ everyday life, while verisimilitudean concentrate on other spacial and temporal
realities, as for instance in Walter Scott’s his@lrnovel. (Golban, 2003, 101)

Realism opposes idealism and nominalism, but asgdhat only ideas are ‘real’,
it seems idealistic; when the ideas are only namgsn the case of nominalism, they
confusingly may be regarded as realistic. It alpposes Romanticism and Naturalism,
and where romantic writers transcend the immedaatmd the ideal, and naturalists take

the actual or superficial to find the scientifiviathat control the actions, realists

center their attention to a remarkable degree enirtimediate, the here and now, the specific
action, and the verifiable consequence.’ (Holmaarnhkbn, 1992, 392).

In other words and in this respect, realists
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move toward a pragmatic theory of art, becauseherone hand they seek to find a relativistic
truth associated with consequences and verifiaplexiperience, and on the other hand they are
unusually interested in the effect of their worktbe audience (this aspect is analyzed in the study
by the approach of the narrator's omniscient pointiew). Realistic writers also tend to a mimetic
theory of art, for the materials they select tocdbs (common, everyday, usual) are imitated and
mainly concentrate on rendering the closest cooredgnce between the representation and the
subject. (Golban, 2003, 103)

The Victorian fiction, as the embodiment of aspeatsrealism, follows the
traditional patterns of novel writing, concerningelf mostly with the ethical issues
(French realism is more scientific, while Russialigious and mysterious), the necessity
of selecting and presenting these issues beingatetuimplied. In this respect, realism
implies, besides the exterior aspects of the enment and the characters easily
recognizable in real life, the fidelity at the l&wé technique of the narrative discourses.
Human existence and the existence of the envirofjnasnperceived by realism, lack
symmetry and the coherence required by a narraligeourse; fiction, truthfully
reflecting existence or life as it is, must avoythsnetry and coherence. Then, in Dickens’
case, for instance,

the failure to provide any unity or symmetry to kiterary discourse comes from his truthful

representation of reality, rather than from higllettual weakness, as we will attempt to argue in

the present study, making him more realistic tisag, the Bronté sisters, whose fiction reveals the
romantic impulse and continuity of the™8entury literary background. Yet all of them have
common point in praising the individual and valuthg characterization as the center of the novel,
but, while Thackeray and Eliot render in their ifiot socially representative types, the Bronté
sisters stress on the inner existence of the pyotsiy and their spiritual universe, often conaegni
themselves with psychological issues and expresgiagial insights into human consciousness. In
other words, Dickens, Thackeray and especially Geétiot are linked to the concept or principle
of correspondence, which implies the fact thatekiernal world can be understood by scientific
research, documentation and definition, requirimgfarential language and an objective point of
view, i. e. these writers are considered reali€litarlotte and Emily Bronté, otherwise, link their
narratives to the principle of coherence, whichgests that the external world is knowable by

insight and intuitive perception, requiring a satijee language and a subjective point of view, i. e
they are more romantic than realistic. (Golban8199)

However, given the mixture of realistic and romarfiements in the fiction of all
these writers (except Thackeray, perhaps, widgjsinded as the proponent of realism and
even as a subtle fighter against RomantiCismthis respect Sedley can be regarded as a
parody of the Romantic Hero), as well as the ipemetration of languages and

viewpoints, it is difficult to draw absolute divisle

It can be just suggested that some novels are realistic than others, only if it is
possessed the ability to describe the general clieaistics and understand at least the
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basis of this literary phenomenon. As it has bex, sealism is the picturing of life with
fidelity, without the idealization of things, neethrendering them the way they are not,
nor presenting something supernormal or transceéaldeits antitheses are fantastic,
unreal, fanciful, improbable, imaginative flightsivented dream worlds, etc. In the
domain of literature, realism emerged as a recafplezand conscious movement in the
19" century, which began in France in the 1830s, beéwpmiuring the latter part of the

century a definite trend in European literaturealiRen

emerged as an anti-Romantic movement which hadotwentrate on everyday events, the
environment, the social and political realities] @ven the hero had to be an ordinary man (an idea
suggested by Champfleury e Realismg1857, the work which actually became a manife$to
the new doctrine, even though the author himsseHpjroved of the term, and, as others, regarded
the movement negatively or rejected it as unddsyatAt the moment when Champfleury
produced his essays, the movement was already agpsrent in the novels of Stendhal and
Balzac, and in the same year, 1857, Flaubert pestdadame Bovarywhich was acclaimed as a
great work of realism. Later, also due to the dgwelents in philosophical thoughhotably by
Auguste Comte’€ours de philosophie positiy&830), which made possible the appearance of the
science of sociology, and the conceptions and iieguwf Feuerbach, Darwin and M&rxealism

and realistic elements made the prime scene irfittien of Dickens, Thackeray, Eliot, and,
outside France and England, in the works of To|s&ggol, Turgenev in Russia, and in America
in the novels of William Dean Howells and Mark Twaln England, the tradition was kept alive in
the 20" century by such authors as John Galsworthy, HM8lls, Graham Greene, and others.
(Golban, 1998, 77)

The realism in the Victorian cultural background llaus established itself as a
definite trend, rejecting Romanticism, as well das€icism and the doctrine of art for
art’'s sake, and is of primary importance in ondéfsmapt to render the condition of prose
during this age and some of its major aspects arttié representation of the general
narrative strategies of Victorian writers. Thougmdaubtedly important for the
understanding of Victorian fiction in general amdng of its most representative novels in
particular, the brief presentation of the conditadrihe novel in the Victorian age and the
huge amount of theoretical perspectives in theystdists narrative should concentrate on
some particular areas of concern, according t@$isence of the general approach. Thus,
though complex and often contradictory in its tle#ioal implications, narratology, as a
possible approach to the Victorian literary disseuas fiction, may focus, for the sake of
keeping the unity of concern, on the Victorian n@&Bildungsroman, i. e. the rendering
of the characters’ personalities as growing andniiog within certain spatial and
temporal realities from childhood to maturity.
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Social aspects were valued and emphasized in ttieridn novel and the inner
experience and the psychological states of theacter formed new approaches to the
narrative discourses of Victorian writers, espdgidie relationship of author - character -
reader. The character's personality always becamertant for the Victorian novelists
but the character was always put in a society et organized and structured because
the Victorian novel reader wanted to read aboutniheels which reflected his own life

and his own class, he was not interested in aéstrates as Ergrul stated in her book:

The 19" century was the great age of the English novelk Was due to the rise of the middle-
classes in power and importance and the growtheoptiblic libraries which lended books to the
eager reading public. The novel was the best welhichresent a picture of life lived in a society
against a stable background of social and moraiegabf the 19 century. The typical Victorian
novel reader did not want to read about the higgtoaratic world instead desired to have works
reflecting the life of the middle class society.eTNictorian novel reader did want to be
entertained and in a sense he wanted to escapke bainted to be close to what he was reading
about and to pretend that literature was journalsmd that fiction was history and a work of
minimum aesthetic values. An ordinary reader paddrthat novel was a transcript of life as it was
around him without literary form and imaginationitiveut literary convention and "aesthetic
distance". In fact the great Victorian novelist$senfcreated complex symbolic meanings; the
novels of Dickens for example, are full of symbalitages and situations suggesting such notions
as the desperate isolation of the individual (tlkeertric and grotesque figures in Dickens'
novels became types representing or suggestindifleats atomistic and irrational). The great
majority of readers wanted to read about life ay thought they knew {1992, 92)

The Victorian Period witnessed so many prose anelnariters as well as poets.
But since the novel was the dominant genre of Viato period and was gained
importance by so many people, poetry stayed insdwond place. The most important
prose writers are Carlyle, Ruskin, Arnold, Darwktyxley, Mill, and others. Among the
novelists, the most popular ones are Dickens, Tdragk Charlotte Bronté, Emily Bronté,
Anne Bronté, Mrs. Gaskel, Kingsley, Trollope, Elidderedith and Butler. The most
important poets are Tennyson, Robert Browning,ableth Barrett Browning, Clough,
Dante Gabriel Rossetti, Christina Rossetti, Mor8gjinburne, Fitzgerald and Hopkins.

Meredith and Emily Bronté also wrote very origiaald vital poems as well as novels.

The other prose writers Darwin, Huxley, Mill, Mad¢ay and Spencer were

interested in philosophy and established new tee@nd thoughts:

Other writers of prose—excepting, of course, theetists—were concerned with fields of
precise knowledge: Darwin and Thomas Huxley, thensists; John Stuart Mill (1806-73),
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who wrote on logic, political economy, and polititaeory; Thomas Babington Macaulay
(1800-1859) who, well known for his historical versuch as theays of Ancient Rome,
produced a brilliant, but unfinishedjstory of Englandvhich traces the English story from
the reign of James Il. HEssaygincluding an admirable one on Milton) show widarldng
and a clear—if sometimes over-eloquent—prose-sBdg.philosophical works were being
written also; by, among others, Herbert Spence2@®03), whom Carlyle called 'the most
immeasurable ass in Christendom’, the founder miilmsophy based on the principle of
evolution, and of an ethical system which triesr¢ooncile evolution and utilitarianism.
(Burgess, 1996, 182)

There were also writers, like Keble, Pusey and Newnwamose main

subject matter was religion as Burgess states:

The field of religious controversy produced Keble &@usey, and greatest of all, Cardinal
Newman (1801-90). The Church of England was gpijttinto a '‘Broad Church'—much
influenced by rational ideas, becoming almost deiktrejecting a great deal of the old ritual of
traditional Christianity as well as its doctrine—daa 'High Church', which inclined towards
Catholicism. The 'High Church' wanted a return &th@lic ceremonial and doctrine, and, in
certainTracts for the Timednitiated at Oxford, the new tendencies are sholins trend is
usually called the Oxford Movement, but sometimes Tractarian Movement. John Henry
Newman went farther than most, rejecting Protestamtompletely and joining the Church of
Rome. HisApologia pro Vita Sualefends his conversion, giving the reasons fon it silver-
veined' prose (James Joyce's epithet). Newmanta,dde Dream of Gerontiuss best-known
to lovers of music, as Sir Edward Elgar set it shiye (Burgess, 1996, 182-3)

The other prose writers were interested in vargwgects. For instance Borrow
wrote a book about gypsies and another book tifled Bible in Spainwhich was a
travel-book. Kinglake and Burton took their subjewtter from Muslim world. Although
the works of prose writers affected the VictoriageAmore or less, the effects and the

importance of the novel in that period cannot bghd doubt.

In Victorian Age there were also authors who wiotebenefits of children and
their works - especiallplice’s Adventures in Wonderlandare still very popular. These

writers are Dodgson and Lear:

This is a convenient place to mention briefly twiztdrian writers who frankly, without any
disguise, explored the world of fantasy for thedfrof children but were perhaps themselves
more at home in that world than in Victorian Uéilian England. These writers are very widely
read—Lewis Carroll, pseudonym of Charles Dodgs@82198), and Edward Lear (1812-88).
Carroll's Alice's Adventures in Wonderlarahd Through the Looking-Glastiave a mad
Dickensian flavour with aurious undercurrent of logic (Dodgson was a madiemn);
Lear's nonsense rhymes are also mad, but far ladstman some of the works of the sane
writers. Carroll and Lear are among the literaches of the Victorian era; they may well be
read when Carlyle and Ruskin are forgotten. (BuwgE396, 185)
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There were also writers who wrote about the uppasses like Thackeray.
Thackeray was interested in the lives of the uppass people and criticized their
pretensions in a funny way in his articles andigdther works. He was anti-romantic.

He also wrote historical novels and books for akitd

Thackeray started his career as a satirist, antewnany humorous articles for the comic
weeklyPunch also a couple of curious work§he Book of Snolad theyellowplush Papers—
which made fun of the pretensions of the upperselssnd their worshippers in the middle-
classes—and then wrote a novel in the manner dflifge—The Luck of Barry London,
which, like Fielding'sJonathan Wild,makes a rogue complacently recount his wicked
exploits as if they were thoroughly moral and lawfu.) His historical novels, such as
Esmondand The Virginians,are very different in technique from those of Scdtte first
tells, in autobiographical form, of a man who litesough the age of Queen Anne and of
the Georges who follow, and it shows a remarkahleatedge of the literature and life of
the eighteenth century. In many ways, Thackerajoiser to the Age of Reason than to his
own times. But his book for childrenFhe Rose and the Rings one of the best-loved of all
Victorian fantasies, and a certain tendernessThatkeray hides in such works danity
Fair appears inThe Newcomeswith its portrait of the gentle childlike old Coleh
(Burgess, 1996, 185-6)

The Victorian Age also witnessed women authors Brents. Bronés were
three sisters whose names were Charlotte, EmilyAaung. They were interested in novel
writing and poetry. Especially Charlotte Brést Jane Eyreand Emily Bron#s
Wuthering Heightsare still read by so many people. MoreoVuthering Heighthas
been filmed in this century. But Anne Brémnwas not fully able to show her capability in

novel writing because her two sisters were moentat than her:

Meanwhile, in the isolation of a Yorkshire vicaratfgree sisters, none of them destined to
live long, were writing novels and poems. CharloBmnté (1816-55), who admired
Thackeray, dedicated her most un-Thackeranarel, Jane Eyrdp him. Here, in this story
of the governess who falls in love with her magtenself married to a madwoman, we have
a passion not to be found in either Thackeray ak@&is, a genuine love-story of great
realism, full of sharp observation and not withaitt This story, with its frank love-scenes,
was something of a bombshell. Charlotte Bronféh&s Professoilater re-written—with some
quite radical changes—a4llette, tells of her own experiences as a teacher in Bisjssed
Shirley is concerned with industrial Yorkshirdane Eyre,one of the really significant
Victorian novels, remains her masterpiece. Emilgris¢ (1818-48) had, if anything, a more
remarkable talent than her sister. Her poems sakand original, and her novéfuthering
Heightsis the very heart and soul of the romantic spivith its story of wild passion set
against the Yorkshire moors. Anne Bronté (1820-4&h her Agnes GreyandThe Tenant of
WildfellHall, is perhaps best remembemolw because of her sisters: her talent is smédéar t
theirs. (Burgess, 1996, 186)

The other woman author of the Victorian Age is Blitnose real name was Mary
Ann Evans. She was usually interested in countopleeand she reflected the behaviours
and the minds of the people of her time in her wdgkiot (1819-90), whose real nhame
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was Mary Ann Evans, is also a writer with admirdnst she has not commanded the
same general love as Dickens. There are signs,Meowa&f a new interest in her work,
and penetrating critical studies about her haven bagblished (notably Bennett's
book). Her life is interesting: she lived, unmadrievith George Henry Lewes from
about 1854 to 1878 (the year of his death) anddsstthan a year of legal marriage (with
Walter Cross) before she died. Her strong persynatid fine mind are evident from
her books—Scenes of Clerical Life, Adam Bede, The Mill onRless, Komo/a, Middle-
march, Daniel Derondaand others. She was interested in German philos(gme of
which she translated) but, despite a strong relgigpbringing, could not retain a belief
in Christianity. Despite this, she shows sympathyeér novels for the faith of others
and she is always concerned with moral problemg. @&als mostly with country
people (the Tullivers imThe Mill on the Flossre especially memorable), has a gift for
reproducing their speech and a taste for their muElmt is important because

she is prepared (unlike Dickens) to analyze hunmrduct, to show the moral consequences
of even trivial actions—this makes her very modeamd-to show how the minds of even
humble people can be made noble through suffehing. word, it is human dignity she is
concerned with, even though she knows how to puagitetensions with a sharp needle of
satire. (Burgess, 1996, 186)

Another important author, Meredith, was also irdegd in the human character
and the conflict between men and women. He caraltexica bit feminist since he tried to
show the women their rights, he wanted them to besnmtelligent to understand and
fight with the life.Meredith (1828-1909) is perhaps equally important. Hibalegift
is shown in his poetry, and it sometimes tendsbsxrore the content of his novels.
He liked verbal smartness, remote references teaisband books not generally
known, and in his last works is sometimes hardndenstand. His main novels are
The Ordeal of Richard Feverel, The EgossidDiana of the Crossivayshough he
wrote many others, not all of them popular in hesy.dThe reason why he did not

make a great appeal to the Victorian mind lies in p@ach to his characters:

He was aware of conflict in man and woman, the ladriietween what society demands
and the fundamental brute desire for assertion lwlés in even the most civilized. This
conflict is expressed in terms which are often lgutimic, but Meredith can unleash poetry
in depicting human passion. His attitude to wonsea world away from the conventional
Victorian view: women must assert their own indiwddlity against brutal man, must become
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more intelligent and willing to understand the f8f human lifeThe Egoistis the best
novel with which first to approach Meredith. (Busge1996, 188)

Another novelist of Victorian Age, Butler, criti@d Victorian England very
harshly. In his books his main attack was made wgligh institutions, Chiristian
churches, the family, institution of marriage andu@ation. His thoughts also

affected some modern writers like Shaw:

He wrote Erewhonand Erewhon Revisited (Ereivhobgeing 'Nowhere' anagrammatised,
suggest$Jtopia), which, with characters with names like Nosniboe, @bbviously pictures of
England, highly satirical, full of attacks on Ermjliinstitutions and English stupidity. The
‘Musical Banks', where one can draw money whichamly be of use in the next world, are
obviously Christian churches, and the '‘Book offMeehines' warns that machines may well
develop to a point where they can destroy humamgseand take over their function. Butler
has no mercy on Victorian England, and his mastegiir he Way of All Fleshs a sustained
onslaught on everything the Victorians held deai) Butler attacks not on some modern
writers, having suggested Bernard Shaw the theory of 'creative evolution' tmdthers a
special brand of ironical humour, and such techesopf novel-writing as enable the author
to probe deep into the mind of his characters, weriog layers which the average
Victorian writer hardly knew existedhe Way of All Flesks a very amusing novel, full of
masterly character sketchéurgess, 1996, 188-9)

Perhaps the most important author of the Victodaye — and also the main
concern of this thesis — is Dickens. He wrote yethilty novels, was interested in theatre
and travelled nearly the whole Europe but couldaizndon from living in London. He
both loved and criticized his country. In his evéiyok one can easily find the social
background of Victorian period. His novels incluatgth realistic and romantic elements
but realism is more dominant. He may not be abléotmn a convincing plot or his
characters may not be real as the characters dfe&peare, as Burgess states in his
book, but so many people loved Dickens and readdwsls having a good time and his

novels are still read in this century:

Everybody is aware of the faults of Dickens—hishility to construct a convincing plot, his
clumsy and sometimes ungrammatical prose, hismsentality, his lack of real characters in the
Shakespearian sense— but he is read still, whike ffildished artists are neglected. The secret of
his popularity lies in an immense vitality, compdeato Shakespeare's, which swirls round his
creations and creates a special Dickensian worldhyif it does not resemble the real world, at
least has its own logic and laws and its own spetimosphere. Dickens is a master of the
grotesque and his characters are really 'humourglggerations of one human quality to the
point of caricature. Mr. Micawber is personifiediopgsm, Uriah Heep mere creeping hypocrisy,
Mr. Squeers a monster of ignorance and tyranny—#neygrotesques, not human beings at all.
In a sense, Dickens's world is mad—most of hisatttars have single obsessions which appear
in practically everything they say or do, and mahthem can be identified by catch-phrases like
'‘Barkis is willin' or tricks of speech such as Mingle's clipped 'telegraphese' and Sam Weller's
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confusion of 'v' and 'w'Dickens is unlearned, his style grotesque ineledgutthe has a lively
ear for the rhythms of the speech of the unedugcated he is not afraid of either vulgarity or
sentimentality. (1996, 184-5)

Dickens wrote different kind of novels; for instandickwick Papersis a
picaresque masterpiece, which includes humorousstygnd grotesque incidents.
Dickens also wrote historical novels liBarnaby RudgandA Tale of Two Citiedde
was interested in the social conditions of England in particular of London of his
own day like inOliver TwistandHard Times A Christmas Carols another novel of
Dickens in which he explained his view of man’'sydtd man. Dickens also wrote
novels, which can be called autobiographical inrtbessence likédavid Copperfield

andGreat ExpectationdBurgess tells his opinion about Great Expectatiofgs book:

Perhaps the finest of the novel&Gigeat Expectationsa long but tightly-knit work, moving, with
something like penetration of character, and féladmirably conceived scenes. It is in this
book that Dickens reveals, at its finest, his us@arding of the mind of the child, his
sympathy with its fantasies and its inability toderstand the grown-up world. In some ways,
Dickens remained a child: it is the weird wondedlasf ogres and fairies that one finds
perpetually recurring in his books. (1996, 185)

On the whole, the novel, as the most characterigéicary form of the 19
century, is concerned with character, the amountharacter development varying

according to the type of the novel. In writing ddBngsroman, for example, the author

is concerned with both the portrayal of the charaand the plot, for this type of novel usually
concentrates on the hero’s adventures and incith@mpigening in his life against a complex social
background along with the presentation of his gangrowth and development. The idea of the
formation of a personality is thus chosen to exprepoint of view aimed at making the reader
recapture the events as they had revealed theraseivihe author's experience or imagination.
David Copperfield Great ExpectationsPendennisThe Ordeal of Richard Feverelane Eyre
Wuthering HeightsThe Mill on the Flossand others constitute literary discourses aboutt wha
happens when a child is brought up according toeagmceived system of values, their authors
often using the device of exaggeration and expenttiair artistry in the creation of atmosphere
(through skillful use of words and images or vidiescription of objects and emotions, for instance
the stylistical devices of black and white @Great Expectationswhere Dickens opposes the
darkness of Miss Havisham’s house and the marshianthe light radiating from Joe) in order to
make their viewpoints clear to the receiver ofdhestic message. (Golban, 2003, 105)

The Victorian novel is a narrative discourse opdasethe dramatic mode so far
as it constitutes the literary discourse of a narraho mediates the events representation
of the story. Discourse implies the reality of therary text or the language use of the
narrator, while narrative implies the existencastory marked by the history consisting
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of a succession of events. In Victorian fictiorggneral and Bildungsroman in particular,
the succession of events is determined by the écamsl effect’ (‘effect and cause’)
structure of the narration controlled by the autidoroice. The actual Victorian author
acts self-consciously as narrator, or rather akradiving maker or ‘omniscient narrator’
whose point of view (or viewpoint as a technicadexs of fiction which is important for

the critical comprehension of the work’s issues amehnings) allows the freedom to
recount the story and comment on the meaning abre;tto move in both time and
space, to shift from the exterior world to the inselves of the characters, knowing,
seeing and telling everything. This kind of narra@olban argues,

can be considered ‘fallible’ or ‘unreliable’, aspmsed to the ‘reliable’ type, the reader questignin
the statements of fact and judgment, even if ilmse¢hat in Victorian fiction the narrator’s
perception and interpretation of the told storync@e with the opinions of the author who is the
controlling force in the narration. The narratoroféen the main character, of the type which
Genette calls ‘autodiegetic’, like David, Pip, and, for instance, such a character being the first
person narrator telling the story as he or sherequed it. Some of these narrators of Victorian
fiction can be called ‘naive’, or ‘immature narnato for sometimes they do not comprehend the
implications of what is told (in this case they @@ unreliable, for their incomprehension of the
things described makes the reader not only questestatements but also leaves him without the
guides needed for making judgments). The unreliabheator, hence naive or immature, usually
belongs to the literary works of the ‘self-effaciagthor’, yet we believe that the Victorian author
is less objective in his / her narrative point ¢gw;, and often speaks in his / her own person,
intruding into the narrative and not being merelyimpersonal and non-evaluating agent through
whom the story is told. (1998, 78-9)

In other novels, for example Wuthering Heightsthe author assumes the voice
and position of another, minor character (the syhgiec Lockwood who tells the story of
the mysterious Heathcliff, this artistic renderiafjthe point of view representing an
important narrative technique of the™@entury fictiori] also in Moby Dick or the
detective stories about Holmes); and can introcatber characters who, in turn, have
their voices and may narrate (Nelly Dean), thuspbimt of view being restricted to a
marginal character within the story. Also, agmee Mill on the Flossthe author can start
telling the story in his / her own voice, then baaog merely a witness and allowing his /
her characters the (relative in Victorian novedefilom to speak in their own voices. Also,
the author can tell the story in the third perguesenting it as understood by a single
character, whose ‘limited point of view’ restridtee information to what this character
sees, hears and thinks (i. e. restricting to tmegoal interior responses of a ‘point of view
character’, which may result in the interior morgple); the author may then
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‘panoramically’, through a method of narrative esiion, present events in summary
rather than in detail, ovice versathe author may present the actions and convensati
in detail objectively, with little authorial commiensuch a (method of) viewpoint's
employment in a narrative being called ‘scenic’ tiwthe self-effacing author as its

typical device).

Generally, the Victorian narrator expresses a cempt mixed system of possible
points of view and represents a narrative voickirtgl not to himself or nobody, but
addressing an audience, ready to control it asftem @ontrols the character, and to
impose his / her own system of values (it seemsQbatoyevsky is the first focentury
writer who tried to withdraw from the narrative cisirse, introducing in novels dialogue

and the polyphonic construction, and perhaps Elibtiddlemarch.

The reader, or the person to whom the story isemdéd, also represents a number
of distinct types, such as the ‘virtual reader’,owhthe narrator has in mind while
composing the discourse; the ‘ideal reader’, whdewstands everything that is said; the
‘implied reader / actual reader’ who responds texa in different ways and at different
levels of consciousness, producing the meaning awifging it by his own experience
and knowledge. Generally the reader is involveth@literary discourse, but he has also
to be detached from it, for only if distanced thgttcan be appreciated aesthetically and

not confused with reality:

This theory of the aesthetic distance betweendhdar and the work of art (a novel, say) implies,
according to Hans Robert Jauss, the existencesdfidinizon of expectations’ of the reader, and the
degree to which a work departs from it constittkesmeasure of its literary value: one may say,
for instance, that Dickens’ novels, after readingre less enjoyable than he / she expected, thus
the myth of Dickens in English literature being td@ged by one’s individual psychological
relationship with the novels, or the attitude gfesison to the works of fiction, which is actuatgt
essence of the aesthetic distance. The readerlstaiea‘'passive’ in his / her responses to a novel,
or ‘active’. The Victorian novel, as the realisticclassic one, can be termed, following R. Baithes
distinction between two basic kinds of te8t/(Z 1970), ‘readerly’ I{sible), in which the reader’'s
response is more or less passive, for this kintexif renders a recognizable world with easily
recognizable characters and events, the readgptagréhe meaning without any much effort. The
second type is termed ‘writerlys€riptible), which focuses on how the text is written, esal@ci
through the use of language, as J. Joydg/ssesor V. Woolf's Mrs Dalloway making the reader
into a producer, who has to work things out, lomkand provide meaning. (Golban, 2003, 108)

A relationship is thus established between theaauthe narration, and the reader,

which may possibly guide one’s attempt to undetstand interpret the universe of
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Victorian fiction. Regarding the form of the naivatin the Victorian novel one should
not consider it a simple one, but rather a comphaxative with plot, in which the events
narrated are not only chronologically recounted,dre arranged more or less according
to a principle determined by the nature of the plad the type of the story intended. The
Victorian plot structure is conventional and tramhal, it consists of a huge range of
incident and action; has a beginning, continuitytleé narrative movement, climax
involved in the narrative, and often an endinggciscern is also with the representation
of characters (or portrayal of individuals) anditimelationships; and deals with problems
of time (the time of infancy or that of maturity, the relation between the narrative time
and narrated time, the latter aspect often progidinVictorian novel different deviations
and digressions on the narrative level), space vime@l background or urban

environment, for example), description (the pictgrof a scene or setting).

2.3 The Chronotope of London as a Complex Picturefo/ictorian Standards and
Values

The aspect of textual representation of the chop®bf city in Dickens’ literary
activity is related to the fact that his novels esalistic, and literary realism, meaning
fidelity to actuality in its representation, contrates on social background, social and
human typology, and discusses the relationship dextwsocial determinism and

individual experience.

The chronotope of city is thus to be consideredeiation to the concept of
verisimilitude in Realism, and it becomes a meahdeatual organization on both
narrative and thematic levels: on the narrativellethe chronotope of city is a factor of
organization of events in the sequence of narratibe consolidation of a type of
narration, the expression of the point of view, #ml conferring of a certain status to the
narrator; on the thematic level, the chronotopecitf helps the expression of main
themes, ideas, character representation stratggegrimarily it renders some major
realistic concerns, such as the social backgrauodal values and the standards of living,

the influence of the background on the individaalkl others.
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Dickens’ life in London was a continuous rediscgvaf the city and its
characteristics, and as a result he formed a teafision of London as both a fearful and
a fascinating place. lbombey and Sgonfor example, Dickens sees London as “the
monster roaring in the distance”, butTie Tale of Two Citiethe city is a peaceful,
beautiful place.

The double perspective seems confusing, or it neéyt po the fact that Dickens
has a dilemma about London. It clearly revealsféioe that Dickens formed a complex
vision on London life, and that the city becomesnaror of the entire Victorian
complexity. In other words, Dickens used Londorexpress in his novels the complex
picture of Victorian background, contemporary tmtsociety, its norms, standards and

values.

In The OId Curiosity Shgmickens talks about the region of Midlands: itais
place where poverty, hunger and illness are dorhaswects of human life. The roads are
full of carriages that carry the coffins of deadple and following these carriages are
orphan children and women, crying and screamingeniptoyed people either protest

their condition or drink in the streets.

On the other hand, iA Tale of Two Citieswhere Dickens criticises severely
France and especially Paris, he praises his coanthiondon. In this book Marquis de
St. Euremonde and his brother send Dr. Manetteatstil® Prison, because they have
committed a murder and do not want this event tmeout. Dr Manette has been in
prison for eighteen years and goes mad. But wheesbapes from there and moves to
London with his daughter, he gets better. His deargfalls in love and gets married in
London. The city of London becomes a new beginfiinghem; it cures and makes them
happy. After having lived so many bad events inisRdrondon becomes the most

congenial background for them.

In his work, Dickens presents the problems and theg&eatures of his country
since he was a realistic and an objective writeBarnaby Rudgein spite of being a

protestant, Dickens satirizes Protestants. In Exglahere the Protestants are dominant,
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the Catholics have been put lots of legal limitd #re Catholics do not have same rights
as Protestants do. What is more is that some Rantseshave burnt the churches and
houses of Catholics. London has thus also beemgedaus, frightening place, where

every person had to struggle for his own life.

England had seen bad days too. Many people wéee kiecause of their religious
beliefs. Of course these bad days finished in Engfar some time but there were still
problems that were not solved. Some of these prablegere poverty, children labour, bad
working conditions, cruel headmasters and uneddcegachers, judicial system, etc.
Burgess presents the problems Dickens is concavitedand shares his view about their

solutions:

Dickens novels are all animated by a sense oftioguiand personal wrong; he is concerned with
the problems of crime and poverty, but he doeseem to believe that matters can be improved by
legislation or reform movements — everything degena the individual, particularly the wealthy
philanthropist. (1996, 184)

Industrial revolution had affected Britain like ethEuropean countries. It also

brought new changes and a new understanding efdhd:

Britain was being transformed rapidly from a rumbBn urban civilization, a process both terrible
yet exciting in its consequences and potentialiti@bat is more, the railways were opening up
every corner of it for inspection and admirationh&ke once the circuit of people’s lives was ten
miles or less, now it was hundreds. Whole sectiohghe population were on the move,
geographically and socially: in the new industrimins — which were not only new, but new kinds
of towns — fortunes were made and lost in a mafteronths. These commercial miracles involved
everyone, not just the new capitalists and the vimrde, lurching year by year from comfortable
prosperity to starvation: the railway boom and sgbgnt panic sent reverberations into so remote
a stronghold as Haworth Parsonage, where EmilytBroad invested the family’s small capital in
railway shares, and characteristically refusedetmmsider her decision. The new religion of the
new capitalists was ‘laissez-faire,” often calledlitital Economy, or Benthamism: the new
economic doctrines of an unrestricted market ecgnamd total freedom for the industrialist
seemed to the early Victorians to be dogma as ugltlenas any preached from the pulpit, iron
laws proven beyond denial. And the new industtigtiszaching these laws and profiting by them,
was the national hero, the modern equivalent oEttzabethan freebooter. (Barnard, 2004, 111)

Nearly in all his novels Dickens criticized the urstkial system of his country. He
believed that it made the rich richer and the pooorer. The owners of the factories
wanted their workers to work more since they wantedarn more money. But they did

not pay enough to their workers. These workersccowt buy even enough food for
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themselves. They had no comfort and no delight pitesof the idea of Victorian

positivism that England was becoming richer daylay.

Nevertheless, many people, like Dickens, knew tmy a group of the people
had the money of England, this group was the uplass people, that is, the aristocrats
and some middle class people, especially merch@ihese people usually pretended not
to see the condition of the workers, the unemploged the poor people. They looked
down on them. They thought that these kinds of j[geapre lazy and if they tried to work
harder they would earn more money. But even thakeeharder, the upper class people
did not give enough money to them. Barnard tallsuakhe other problem that Dickens

thought the industrial system had brought:

We have to realize that because Dickens saw thestina system as turning men into automata,
his characters had in consequence to be robbeitatifyy to become something between men and
puppets. (2004, 113)

The feelings of the poor people, their living cdiafis, their houses, and streets
are pictured in Dickens novels as a photographsdiparagraphs from Ti@d Curiosity
Shopshow how some people use a shop, at the sameamshome, since they cannot

afford to rent even a small room for themselves:

The place through which he made his way at leisuae one of those receptacles for old and
curious things that seem to crouch in odd cornéthis town and to hide their musty treasures
from the public eye in jealousy and distrust. Theese suits of mail standing like ghosts in armour
here and there, fantastic carvings brought fromkisbncloisters, rusty weapons of various kinds,
distorted figures in china and wood and iron arathyiytapestry and strange furniture that might
have been designed in dreams. The haggard aspiet little old man was wonderfully suited to
the place; he might have groped among old churahdsombs and deserted houses and gathered
all the spoils with his own hands. There was ngthinthe whole collection but was in keeping
with himself; nothing that looked older or more wadihan he. (1995, 6)

...he led me through the place | had already seen ¥vithout, into a small sitting room behind, in
which was another door opening into a kind of diogdere | saw a little bed that a fairy might
have slept in, it looked so very small and was mgttity arranged. The child took a candle and
tripped into this little room, leaving the old mand me together. (1995, 7)

In another page of this book, through the voicdisefnarrator, Dickens presents

this place and its effect on him:
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| had ever before me the old dark murky rooms gt suits of mail with their ghostly silent air
- the faces all awry, grinning from wood and stettee dust and rust and worm that lives in wood -
and alone in the midst of all this lumber and demag ugly age, the beautiful child in her gentle
slumber, smiling through her light and sunny dregt@95, 14)

Dickens wants to show how great the gap betweepdbeand wealthy people in
that period was and for comparison he describesenthe teller of the story dthe Old

Curiosity Shostays:

| continued to pace the street for two long hoatdength the rain began to descend heavily, and
then overpowered by fatigue though neo less intstethan | had been at first, | engaged the
nearest coach and so got home. A cheerful firebleasng on the hearth, the lamp burnt brightly,
my clock received me with its old familiar welconserything was quite warm and cheering, and
in happy contrast to the gloom and darkness | hiétted. (1995, 13)

In Little Dorrit, another novel of Dickens, the author tries tovslioe great gap
between the aristocrats and the poor people bygigi name to a quarter; this name is
“Bleeding Hearth Yard”. He talks about the extrepmerty of the people living there,

and a man called Casby wants high rents from theeple and makes them poorer:

In London itself, though in the old rustic road tds a suburb of note where in the days of
William Shakespeare, author and stage-player, tliere Royal hunting seats, howbeit no sport is
left there now but for hunters of men, Bleeding ffearard was to be found. A place much
changed in feature and in fortune, yet with sontistre@f ancient greatness about it. Two or three
mighty stacks of chimneys, and a few large darkm®avhich had escaped being walled and
subdivided out of the recognition of their old podpns, gave the Yard a character. It was
inhabited by poor people, who set up their restragrits faded glories, as Arabs of the desert pitch
their tents among the fallen stones of the Pyraniids there was a family sentimental feeling
prevalent in the Yard, that it had a characterifAke aspiring city had become puffed up in the
very ground on which it stood, the ground had serriabout the Bleeding Hearth Yard that you got
into it down a flight of steeps which formed notpafrthe original approach, and got out of it by a
low gateway into a maze of shabby streets, whiaht wleout and about, tortuously ascending to the
level again. At this end of the Yard, and overdatgeway, was the factory of Daniel Doyce, often
heavily beating like a bleeding hearth of iron hattie clink of metal upon metal. (1996, 23)

Dickens pictures the conditions of the poor, on baed, and, on the other hand,
he talks about the rich people’s opinions aboet Ifie portrays them as selfish people
who have no feelings and no love in themselves. drttg love they have is the love for
money since they think that they can do everytitiadg) they want with money. According
to them the world was made for them, aBombey and Son

Those three words conveyed the one idea of Mr. [Bgralife. The earth was made for Dombey
and Son to trade in, and the sun and moon were moagdige them light. Rivers and seas were
formed to float their ships; rainbows gave thenmuee of fair weather; winds blew for or against
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their enterprises; stars and planets circled iir thrbits, to preserve inviolate a system of which
they were the centre. Common abbreviations tookme®anings in his eyes, and had sole reference
to them: AD had no concern with anno Domini, babstfor anno Dombei - and Son. (1995, 6)

In addition to these, the Victorians are proudh&f idea that the sun never set in
the lands of the Great Britain, but Dickens doessiare their idea in his novel called

Bleak House

The day begins to break now; and in truth it migbtbetter for the national glory that the sun
should set upon the British dominions than it sti@vler rise upon so vile a wonder as Tom. (1993,
516)

Dickens also criticizes the law in Britain in thense novel as talks about:

Perhaps the greatest of thesBlmsak Hous€1852-1853) in which the starting point is theigtie
of the law — its procrastinations, its inhumanttye graspingness of its practitioners — and which
broadens out into social criticism and social pesgh (Barnard, 2004:113, 114)

There was a class distinction in England at timaé tand it still occurs in England.
But in the past it was more obvious. The gap beatvibe classes was so great that even
getting married to the people from different class@s seen as a scandal. Because of the
comfort, the money and the respect given to theuplass people, some people from the
middle class and the lower class wanted to chamgedlasses. They could do this in two
ways: either they would have or earn lots of mooeyet married to an upper class
person. In Dickens novels some characters triesetheays. For instance, Pip Great
Expectationdooked down on his class after he met Estellafathdn love with her. He
tried to be like an upper class person, a gentleimahooked down on the poor people.
He was ashamed of his sister's husband who wasllchis best friend. At the end,
however, he recognized that he had made mistakeaube while becoming a gentleman

he lost the gentleman inside him.

In the novel calledDur Mutual Friend the character who is affected by the class
distinction is a young man, Eugene Wrayburn. His fallove with Lizzy, whose father is
a boatman. He thinks that their marriage is imgbsssince it can be a scandal for his
class and it really is. A young man who loves Liztghs him and, thinking that he is

going to die anyway, Eugene marries Lizzy. Aftes marriage he escapes from all his
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prejudices and becomes happy with his wife. Intaafdio class distinction, an important
and disturbing problem was money and its powerrdleas no equality between the
people because of the class distinction and theeynorhe ugly, rude, cruel people were
listened to by many people because of their mombg. people showed respect to them
not because they were the worth of esteem but themey was the worth of esteem. For
instance, iMombey and Sgrwhen Dombey went bankrupt the only person whodul

him was his daughter. lhittle Dorrit, when William Dorrit was put in Marshalsea
Debtors’ Prison his daughter Amy helped his fatheworking as a tailor. When they lost
their money, Dombey and Dorrit lost their frienttsp. The power of the money made

many people change. They saw money as the firstipte for being happy.

In another novel by Dickens, entitlédur Mutual Friend there is a character
(Bella) that considers money to be more importaantanything else. She wants to marry
a wealthy person and she thinks that only in thay she may be happy. When she sees
that the richness changes a person’s characteattihetes towards other people into
worse, she runs away from the house of Boffinsgetd married to John Harmon whom
she thinks to be poor.

Another problem brought into discussion by Dickensis novels is Parliament
and its parliamentarians, asArMutual Friend There is a man called Mr. Veneering who
is a rich merchant. One day he is offered to barbgpnentary. Veneering knows nothing
about the politics and he even did not have anytiqail idea. He commits a lord’'s
political idea to memory and then he buys a potkebugh, in other words he gives
money to his voters and becomes a candidate frempldte where these voters live and
he wins the elections and becomes a parliamentary.

According to Dickens, the parliament is full of th&rliamentarians like Veneering
and with them the problems of the English sociatynever be solved. They do not know
anything about people, their problems, and theindg conditions. They do not preserve

the benefits of their society.
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Whenever Dickens has a chance, he does not avticzerg parliamentarians

and chairmen, as ihhe Old Curiosity Shop

‘But what,” said Mr. Swiveller with a sigh, ‘what the odds so long as the fire of soul is kindked a
the taper of conviviality and the wing of friendsimever moults a feather! What is the odds so long
as the spirit is expanded by means of rosy wineé,the present moment is the least happiness of
our existence.’ “You needn't act the chairman hesad his friend half aside. (1995, 16)

Dickens’ criticism inBleak Housdbecomes more severely because of the death of
Jo. At that time there were people like Mrs. Pagl#igand Mrs. Jelleby who tried to help
the children in Africa or the children of Indiar®ut they pretended not to see the people

like Jo. Dickens gives the reason of the deatloof J

He is not one of Mrs. Pardiggle’s Toockahoopo Ingishe is not one of Mrs. Jelleby's lambs,
being wholly unconnected with Borrioboola-Gha... l4ethe ordinary home-made article. Dirty,
ugly... A common creature of the common streets... Hpifilth begrimes him, homely parasites
devour him, homely sores are on him, homely ragoarhim... Stand forth, Jo! From the sole of
thy foot to the crown of thy head, there is nothimgresting about thee. (1993, 526)

When Jo dies, it is the time for Dickens to crit&everyone in his country:

Dead, your Majesty. Dead, my lords and gentlemaad)Right Reverends and wrong reverends
of every order. Dead, men and women with heavenfypassion in your hearts. And dying thus
around us every day. (1993, 534)

Great Britain, and in particular London, had bagsda the 1780s because of the
Gordon Rebellion, similar to France during the EleRevaluation. In spite of being a
protestant, Dickens opposed to the fact that Cathbld to be tortured because of their
religious beliefs, which is expressedBarnaby RudgewWhen these terrible days occurred
Dickens was not born yet and his novel caBainaby Rudgés accepted as a historical
novel, so it can easily be said that Dickens shaéidht not only on his age but also the

history of his country.

At that time, Catholics did not have the same gghith Protestants. They were
limited legally in many aspects. In 1778, Englaradm laws to prevent this injustice but
two years later Gordon, who treated Catholics asnges, incited Protestant mobs to rebel

against Parliament. Protestant mobs burnt churehdshouses of the Catholics; they
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attacked their life and their chastity. London lmeeaa dangerous and a frightening place,

which is described by Dickens Barnaby Rudge

... the reflections in every quarter of the sky, eéq, red, soaring flames, as though the last day
had come and the whole universe were burning; tis¢ énd smoke, and drift of fiery particles,
scorching and kindling all it fell upon; the hotwimlesome vapour, the blight on everything; the
stars, and moon, and very sky, obliterated; madsugh a sum of dreariness and ruin, that it
seemed as if the face of Heaven were blotted odtpaht, in Us rest and quiet, and softened light,
never could look upon the earth again. But there avaorse spectacle than this - worse by far than
fire and smoke, or even the rable’s unappeasallaramiac rage. The gutters of the street, and
every crack and fissure in the stones, ran withiching spirit, which being dammed up by busy
hands, overflowed the road and pavement, and foargréat pool, into which the people dropped
down dead by dozens. They lay in heaps all arohisdf¢arful pond, husbands and wives, fathers
and sons, mothers and daughters, women with childrtheir arms and babies at their breasts, and
drank until they died. While some stooped with ithies to the brink and never raised their heads
again, others sprang up from their fiery draughti danced, half in a mad triumph, and half in the
agony of suffocation, until they fell, and steepleir corpses in the liquor that had killed them.
(1998, 474-5)

In Barnaby Rudgeall good and intelligent people are against GorBebellion
but all bad and foolish characters support thigltelm. The narration oBarnaby Rudge
centres around two families, one Catholic and therdProtestant, that become enemy to
each other. Their children fall in love with eadher but it is impossible for them to get
married and be happy. The events happening in Lorde somehow fratricide. These
people belong to the same society and they shail@enkilled or have pains because of
their religious beliefs, they can be Catholics oot&stant, as their religion and their
country are the same. They are brothers and smteosig themselves. Like in his other
novels, while reflecting the condition of his sdgjeDickens defends freedom of thought

and tolerance.

As mentioned before, Dickens had a very difficult painful childhood and he
always criticized the people who forced childremvtrk, especially under bad conditions,
which is another problematic aspect of Victoride Bxpressed in his novels, asTihe
Old Curiosity Shop

| was surprised to see that all this time evergthis done by the child, and that there appeared to
be no other persons but ourselves in the house!l§.always grieves me,” | observed, roused by
what | took to be selfishness, “it always grievestmcontemplate the initiation of children inte th
ways of life, when they are scarcely more thannitgfalt checks their confidence and simplicity -
two of the best qualities that Heaven gives theand demands that they share our sorrows before
they are capable of entering into our enjoymei&9%, 7-8)
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A child is innocent, he or she does not know amglaibout the real world, and he
or she has a dream world of his or her own. Frorly ehildhood the character of this
novel has to learn the truth about the world thatides suffering. Nell is so small and
weak that her body does not resist the pain aneshetually dies. In Victorian Age, the
end for the poor children was usually like thiseythad few or no pleasure, as Dickens
states ifThe OId Curiosity Shop

The children of the poor know but few pleasureserkEthe cheap delights of childhood must be
bought and paid for. (1995, 8)

Moreover, inOliver Twist Dickens makes Oliver the symbol of all suffering

children in Victorian Age:

Dickens’ theme is man’s inhumanity to child, and Isiocial target is the new workhouses
established on Benthamite principles which laid dakat relief of the poor and starving should be
made so unpleasent, and should be so meagret thanld upset as little as possible the natural
‘balance’ of iron economic laws. Oliver is thus njost the represantative of childhood, but a
symbol of all suffering humanity. When he escajiteis, to the criminal slums of London, into a
thieves’ and prostitutes’ gang run by the Jew Eagiterrible world, but one with an energy and
warmth about it that makes us wonder if it is neffgrable to the workhouse. (Barnard, 2004, 112-
3)

In addition to this, the children of the poor peopbuld not go to schools since
their parents did not have enough money to payhier education. The schools were not
the places where a good education was given, eiltter headmasters were cruel; the
teachers were merciless and were beating the ehil@ecause of many reasons, in the
poor quarters and streets, some people who knewthowite and read gave lessons to

the children. InThe Old Curiosity Shqgor example, Nell gives a writing lesson to Kit:

... soon occupied herself in preparations for giilga writing lesson, of which it seemed he had
a couple every week, and one regularly on thatiegeto the great mirth and enjoyment both of
himself and his instructress. (1995, 25)

Except writing and reading lessons, some people talsght English grammar,
composition, geography, arithmetic, dancing, muait] the art of needlework to young
girls. They used their houses as a day school,emi&y tried to educate these girls as

best as possible:
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This spot was at Chelsea, for there Miss Sophiaki®acesided with her widowed mother and two
dimensions; a circumstance which was made knowheaeighbourhood by an oval board over
the front first-floor window, whereon appeared incamambient flourishes the words ‘Ladies’
Seminary;’ and which was further published and laioeed at interval between the hours of half-
past nine and ten in the morning, by a stragglimg) olitary young lady of tender years standing
on the scraper on the tips of her toes and makitige fattempts to reach the knocker with a
spelling-book. The several duties of instructiorthiis establishment were thus discharged. English
grammar, composition, geography and the use ofdthmb-bells, by Miss Melissa Wackless;
writing, arithmetic, dancing, music, and generaicfaation, by Miss Sophy Wackless; the art of
needle-work, marking and samplery, by Miss Jane Rigas; corporal punishment, fasting, and
other tortures and terrors, Mrs. Wackless. (1985, 5

From the above passage one may see that punistandntortures of young
people and students were ordinary things in that Higvas one of the problems many
children had to face in their schooling. They wikeaten, sometimes severely; they had
no rights to speak and express their ideas; théydido whatever the adults wanted them
to do. This condition was affecting their life inbad way. They were becoming either
vagabonds or fearful people in the following yedsy. doing these, the adults were
affecting their formation in a bad way, as, fortamce, the cruel man called QuilpThe
Old Curiosity Shojoeats a child working for him:

‘You dog,’ snarled Quilp, ‘I'll beat you with andn rod, I'll scratch you with a rusty nail, I'll pch

your eyes, if you talk to me - | will. With thederéats he clenched his hand again, and dexterously
diving in between the elbows and catching the bagad as it dodged from side to side, gave it
three or four good hard knocks. Having now carhidpoint and insisted on it, he left off. (1995,
36)

Another aspect of Victorian life reflected in Dicle novels concerns the
condition of women in a male dominated society. Waenen living in that age were in
the group of the weak, too. Although they had sagtgs they were always thought to be
weaker and unimportant by most of the men. There meaequality between men and
women. Women were afraid of their husbands and trey to be obedient and do
whatever their husbands wanted them to do. Theasdopinions and feelings were of no
importance, as there was the male authority iniagerand family life, which is shown in
The Old Curiosity Shop

Over nobody had he such a complete ascendancy ssQMilp herself - a pretty little, mild-
spoken, blue-eyed woman, who having allied herselfvedlock to the dwarf in one of those
strange infatuations of which examples are by namsescarce, performed a sound practical
penance for her folly, every day of her life. ltshiaeen said that Mrs. Quilp was pining in her
bower. In her bower she was, but not alone, foidesshe old lady her mother of whom mention
has recently been made, there were present sorfrdozeh ladies of the neighborhood who had
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happened by a strange accident (and also by e Uititlerstanding among themselves) to drop in
one after another, just about tea-time. This bailsgason favorable to conversation, and the room
being a cool, shady, lazy kind of place, with s@tats at the open window shutting out the dust,
and interposing pleasantly enough between theatda within and the old Tower without, it is no
wonder that the ladies felt an inclination to talkd linger, especially when there are taken into
account the additional inducements of fresh butiew bread, shrimps, and water cresses. Now, the
ladies being together under these circumstancegsitextremely natural that the discourse should
turn upon the propensity of mankind to tyranniserahe weaker sex, and the duty that devolved
upon the weaker sex to resist that tyranny andtassdr rights and dignity. It was natural for fou
reasons: first, because Mrs. Quilp being a youngnaoand notoriously under the dominion of her
husband ought to be excited to rebel; secondlyalse Mrs. Quilp’s parent was known to be
laudably shrewish in her disposition and inclinedrésist male authority; thirdly, because each
visitor wished to show for herself how superior gfees in this respect to the generality of her sex;
and fourthly, because the company being accustamestandalize each other in pairs, where
deprived of their usual subject of conversation tiost they were all assembled in close friendship,
and had consequently no better employment thattackethe common enemy. (1995, 27)

Reading Dickens’ novels, one may realise that tithaa is not just a realist but
also a critical realist, which is actually exprgssof Dickens’ love for his country and his
people, and his wish to change things into betéth his novels, many people learnt the
problems of the poor, children, and women. Dickeasted everybody to be tolerant and
respectful towards each other. He wanted parliaaniamis to solve the problems of his
country. He did not want to see poor people dyiagase of bad conditions of life, or
children and workers working under very bad condgi Dickens did not want to see
unhappy lovers who could not get married becausiefclass distinction. He did not
believe in the power of money. There were more ntamb things than money, such as

love, respect and tolerance towards society, cpuatid other people.

Dickens used London as a background while he wawtto give these opinions,
because London is the capital of England, the magsbrtant place of English society. It
was the place that changed many people’s livedtdtted the whole society in a bad, yet
rarely good, way. It was sometimes a “monster ngaim the distance” (Urgan, 1996,
227), sometimes a place like Heaven. In the stildyimportance of London, depicted in
its social and human typology, results from beimg place that gives information about
the entire complexity of the Victorian Age:

The world created by Dickens is mainly a kind ofhtmare London of chop-houses, prisons,
lawyers’ office, and taverns, dark, foggy, and dmld very much alive. (Burgess, 1996, 183-4)
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2.4 The Chronotope of London and the Physical Appeance of the City

Concerning the physical appearance of the cityhinnovels Dickens reveals
again a twofold perspective consisting of contrpogitive and negative aspects. The
reader sees the horrible, ugly, poor streets ofdbonand sometimes faces cheerful,
beautiful expressions of the city. The city is Ulsuainy and has so little sunny days. It is
a busy, crowded, amazing, and, at the same timé&jghtening place. InDavid
Copperfield Dickens expresses his admiration towards thysthitough the voice of his
main character and narrator David:

What an amazing place London was to me when | sewthe distance, and how | believed all the
adventures of all my favourite heroes to be corigt@macting and re-enacting there, and how |
vaguely made it out in my own mind to be fullervainders and wickedness than all the cities of
the earth, | need not stop here to relate. We apheal it by degrees, and got, in due time, to the
inn in the Whitechapel district, for which we wdreund. | forget whether it was the Blue Bull, or

the Blue boar; but | know it was the Blue Somethiagd that its likeness was painted upon the
back of the coach. (1992, 65)

When Gabriel Warden approached LondoBarnaby RudgeDickens does not

only give the opinions and feelings about the bity also describes its streets, buildings,
and the noise it makes:

And, now, he approached the great city, which latgtoetched before him like a dark shadow on
the ground, reddening the sluggish air with a didplight, that told of labyrinths of public ways
and shops, and swarms of busy people. Approact@agenand nearer yet, this halo began to fade,
and the causes which produced it slowly to deviilemselves. Long lines of poorly lighted streets
might be faintly traced, with here and there atéglspot, where lamps were clustered round a
square or market, or round some great buildingy aftime these grew more distinct, and the lamps
themselves were visible; slight yellow specks, semed to be rapidly snuffed out, one by one, as
intervening obstacles hid them from the sight. Trsgrunds arose - the striking of church clocks,
the distant bark of dogs, the hum of traffic in #ieets; then outlines might be traced - tallgé=e
looming in the air, and piles of unequal roofs @gsed by chimneys; then, the noise swelled into a
louder sound, and forms grew more distinct and maoe still, and London - visible in the
darkness by its own faint light, and not by thahe&ven - was at hand. (1998, 32-3)

When Oliver, the hero dDliver Twist ran away from the workhouse and arrived
to London he was much affected by the noisy appearaf the city:

As they approached the city, the noise and trgffaclually increased; and when they threaded the
streets between Shoreditch and Smithfield it haelled into a roar of sound and bustle. It was as
light as it was likely to be till night came on @agaand the busy morning of half the London
population had begun. Turning down Sun Street angv@ Street, and crossing Finsbury Square,
Mr Sikes struct, by way of Chiswell Street, intorBiaan; thence into Long Lane; and so into
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Smithfield, from which latter place arose a tunafiltliscordant sounds that filled Oliver Twist with
surprise and amazement. (1992, 132)

Dickens usually used different kinds of descripgia the city in his novels. It is
the description of the streets he used most imbngls, especially the poverty of some

streets of London is one of Dickens’ most commastdptions of the city:

Some straggling carts and coaches rumbling by, bieke the charm, then others came, then the
others yet more active, then a crowd. The wonder atdirst to see a tradesman’s window open,
but it was a rare thing soon to see one closed; $iheoke rose slowly from the chimneys, and
sashes were thrown up to let in air, and doors wpemed, and servant girls, looking lazily in all
directions but their brooms, scattered brown clafdiust into the eyes of shrinking passengers, or
listened disconsolately to milkmen who spoke ofrtnufairs, and told of waggons in the mews,
with ownings and all things complete and gallanaisw to boot, which another hour would see
upon their journey. This quarter passed, they caposa the haunts of commerce and great traffic,
where many people were resorting, and businessaiready rife (...) Again this quarter passed,
they came upon a straggling neighbourhood, wherartéan houses parcelled off in rooms, and
windows patched with rags and paper, told of theufmus poverty that sheltered there. The shops
sold goods that only poverty could buy, and selterd buyers were pinched and griped alike.
(1995, 98)

The description of the city often changes accordmthe feelings and moods of
Dickens’ characters. IDombey and Sorior example, when Mr. Dombey loses his son he
decides to take a journey. While he is looking iogtshe window at the train passing by,
he has no pleasure but monotony and everythingdies lat reminds him of only one

thing, which is death:

He found no pleasure or relief in the journey. Tiertby these thoughts, he carried monotony with
him, through the rushing landscape, and hurriedllbag, not through a rich and varied country,
but a wilderness of blighted plans and gnawingojesies. The very speed at which the train was
whirled along mocked the swift course of the yolifggthat had been borne away so steadily and
so inexorably to its foredoomed end. The power thated itself upon its iron way - its own -
defiant of all paths and roads, piercing through hiearth of every obstacle, and dragging living
creatures of all classes, ages, and degrees hehirasd a type of the triumphant monster, Death!

On the other hand, the city, its streets, parkadibngs, factories may also affect
the mood of the character, or the physical appearan the city may affect a certain
historical period or be affected by it. Barnaby Rudgefor example, Dickens presents the
old London by comparing it to the modern city, ambwing again a critical outlook on

the existing facts:

In the Venerable Suburb - it was once - of Clerkalhtowards that part of its confines which is
nearest to the Charter House, and in one of thosk shady Streets, of which a few, widely
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scattered and dispersed, yet remain in such old parthe metropolis - each tenement quietly
vegetating like an ancient citizen who long agoedtfrom business, and dozing on in its infirmity
until in course of time it tumbles down, and islaged by some extravagant young heir, flaunting
in stucco and ornamental work, and all the vanitfesiodern days - in this quarter, and in a street
of this description, the business of the preseaptdr lies. At the time of which it treats, though
only six-and sixty years ago, a very large pasvbét is London now had no existence. Even in the
brains of the wildest speculators, there had sprymngo long rows of streets connecting Highgate
with Whitechapel, no assemblages of palaces irstbe@mpy levels, nor little cities in the open
fields. Although this part of town was then, as nparceled out in streets, and plentifully peopled,
it wore a different aspect. (1998, 35-6)

Dickens often tells the story of some places andpaoes their past and present
condition, as irLittle Dorrit, where Dickens gives a place the name of “Bleetiegrt
Yard” and presents its origin and its story:

The opinion of the Yard was divided respectingdbgvation of its name. The more practical of its
inmates abided by the tradition of a murder; thatlgeand more imaginative inhabitants, including
the whole of the tender sex, were loyal to the degef a young lady of former times closely
imprisoned in her chamber by a cruel father foraiming true to her own true love, as refusing to
marry the suitor he chose for her. The legendeaelabw that the young lady used to be seen up at
her window behind the bars, murmuring a lovelorngscof which the burden was, ‘Bleeding
Heart, Bleeding Heart, bleeding away’ until sheddié was objected by the murderous party that
this Refrain was notoriously the invention of a lemr-worker, a spinster and romantic, still
lodging in the Yard. (1996, 123)

By giving the origin of the name “Bleeding Heartr#'g the reader understands
better how the ruling political party or certainrl@nentarians think about art, literature
and poetry. These people do not even accept acpueetie to a place. They are against
every kind of art. The only thing they think oftiee power of money. Feelings are of no
importance for them, and, as literature is an esgio@ of ideas and feelings, it is of no

real importance either.

Dickens uses the physical appearance of Londomitd pritically to the wrong
doings of the contemporary to him judicial systend aet of rules. Iriittle Dorrit,
workers have a very busy week and when it is time & little holiday, all the
entertainment places are closed, the life stop®ion, there is no movement, no noise,

no person in the streets, as if London suddenlgroes a sleeping or a dead place:

It was a Sunday evening in London, gloomy, closel atale. Maddening church bells of all
degrees of dissonance, sharp and flat, crackedlaad fast and slow, made the brick-and-mortar
echoes hideous. Melancholy streets, in a penitegaid of soot, steeped the souls of the people
who were condemned to look at them out of windawdilie despondency. In every thoroughfare,
up almost every alley, and down almost every tgsngsome doleful bell was throbbing, jerking,
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tolling, as if the Plague were in the City and thead-carts were going round. Everything was
bolted and barred that could by possibility furnishef to an overworked people. No pictures, no
unfamiliar animals, no rare plants or flowers, bunal or artificial wonders of the ancient world -
all taboo with that enlightened strictness, thatubly South-Sea gods in the British Museum might
have supposed themselves at home again. Nothisgetdut streets, streets, streets. Nothing to
breath but streets, streets, streets. Nothingaagshthe brooding mind, or raise it up. Nothing for
the spent toiler to do but to compare the monotinlis seventh day with monotony of his six
days, think what a weary life he led, and make libst of it - or the worst, according to the
probabilities. (1996, 29)

The physical appearance of the city in Dickens’ aet®vincludes also the
institutions of the contemporary to him societyglinling the judicial, educational, and
governmental institutions, which are described dbjely and critically. Although they
are established for the benefit of the public,itistitutions give no benefit to the public;
moreover, they are harmful and oppressing. Manylpelmse their health, money and
even life because of these disorganized and cedupstitutions, where corruption, the

iliness of every society and in every period, igdyaevealed itittle Dorrit:

This glorious establishment had been early in igld,fwhen the one sublime principle involving

the difficult art of governing a country was firdistinctly revealed to statesmen. It had been
foremost to study that bright revelation, and catsyshining influence through the whole of the
official proceedings. Whatever was required to tieeqg the Circumlocution Office was beforehand
with all the public departments in the art of pancg - HOW NOT TO DO IT (1996, 96)

Another corrupted institution is the Custom Hougeaim is to check the goods
coming from other countries and not to give permisso the smuggled goods to enter
England, but, like in other institutions, the peoplorking there do not do their job

correctly, which is presentedihe Old Curiosity Shop

He collected the rents of whole colonies of filtslyeets and alleys by the waterside, advanced
money to the seaman and petty officers of merchesgels, had a share in the ventures of divers
mates of East Indiamen, smoked his smuggled cigader the very nose of the Custom House,
and made appointment on Change with men in glaatedamd round jackets pretty well every day.
(1995, 26)

In Victorian Age, there were places called worklesusThe real function of these
workhouses was to help poor people and orphanrehild’hese places, however, were
used to employ cheap labour force, and peopleyatepbfrom their families, were dying
because of starvation and the bad conditionsOlimer Twist for example, Dickens
touches this subject and tells the story of howélmanaged to run away from such a

workhouse to London because he could not endurésthg conditions in that place:
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So they established the rule, that all the poopleeshould have the alternative of being starved by
a gradual process in the house or by a quick omeofit...kindly undertook to divorce poor
married people in consequence of the great expsrassuit... And instead of compelling a man to
support his family, they take his family away frbim and make him a bachelor. (1992, 12)

2.5 The Chronotope of London and the People of th@ity Concerning the Relation
between Personal and Urban Life, and the Influenceof the City on Character

Formation

Another important aspect of the chronotope of LanaoDickens’ novels is the
literary representation of the people of Londonténms of the relation established

between the personal and urban life concernindptimeation of personality.

Dickens commonly links the presentation of the dfietn Londoners to the idea
of social determinism, the influence of the sociatyd city on people, their general

existence, their everyday life, their choice arehsl

The impact of the city of London as revealed bykeits is especially important
and crucial for the development of personality,that the city becomes one of the
formative factors in the evolution of the humannigefrom childhood to maturity by the
contacts established between the growing charaotkithe social institutions and values
of the family, education, professional career,rifi@man relations, philosophy of living,

etc.

Such a literary concern reifies a particular typenavel, called Bildungsroman,
which takes the character at an early age and shimsvevents that take place in the
character’s life until the character becomes arit &had completes his formation. During
the process of formation, many inner and outerofacaffect the character, one of the

most important of which, in Dickens’ novels, belngndon.

Bildungsroman is a type of novel that shows thentiion of a character from his

early childhood and to his early maturity in a didutobiographical manner and, as far as
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the Victorian literary production, in general, adatkens’ Bildungsromane, in particular,

are concerned:

Bildungsroman is also the novel of evolution, glowand formation of a character in his
development against the background of differenfas@nvironments, sometimes picturing the
epoch. That is to say, the narration concentratethe story of a single individual's growth and
development within the context of a defined sooraer. The growth process, at its roots a quest
story, may indeed be described as an apprenticésHife, but also as a search for meaningful
existence within society. (Golban, 2003, 109)

Moreover, in more general terms, according to Qullaatypical Bildungsroman
thematic pattern consists of a number of genesahehts that prove the validity of this

type of imaginative prose as a well-establishealdity system:

1 a child (sometimes orphaned or fatherless) livasvillage or provincial town

2 he/she is in conflict with his actual parentgeesally father, or any parental figures (the thgl
older generation)

3 he/she leaves home to enter a larger societyal{ystity, especially London, definitely not a
ultima Thule); the departure is determined by 2tber external stimulus, or an inner stimulus (for
instance the desire for experience that the incetmpstatic atmosphere of home does not offer)

4 helshe passes through institutionalized educatidfor self-education

5 a young person now, he/she seeks for sociaiaestips with other humans

6 his/her experience of life is a search for a tionaand social accomplishment

7 he/she has to undergo the ordeal by societyggstnal career)

8 he/she has to resist the trial by love (sentialeatreer)

9 he/she passes through moments of spiritual sujfand pain

10 now in his/her early manhood, he/she experieepghanies that lead to (or should determine)
his/her final initiation and formation (complete refativistic, or not existing at all - that is s$ay,
the final stage of the formative process impliesdithotomy success/failure, or a third possibility
of partial success/partial failure) (Golban, 202139-40)

In a typical Bildungsroman, the story thus focueasa child, living in a small
village or a small town, who begins to take histfeducation in his home with the help of
his parents or relatives, usually obstructing pateirgures, like the cruel elder sister in
Great Expectationsr the cruel stepfather ibavid Copperfield The child is not happy
with his situation in his house, since it is stmegsfearful and repressive. A small child
longs for so many things in his life. He lives idi@am world and his mind is open to the
free imagination. A strict and cruel education easily destroy his imagination, dreams
and the ability of being creative and independéfiten he realizes this truth he leaves his

home and begins his journey towards the city, thmpkthat he can be free and
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independent there, have a proper education, makewm choices and learn a valuable

lesson of life.

In Dickens’ novels this city is usually London. F@ome characters in
development, London is a beautiful place, a corajdagickground, offering the possibility
of improvement, of making a good career, and obbeog a gentleman. For others, it is
an ugly and horrible place that thwarts the prooédermation and determines its value.
The character can either be affected from urbam if a negative way and cannot
complete his formation, as (Breat Expectationor he cannot be affected from urban life
since his personality is strong enough to resighel negative effects of the background,
and he completes his formation successfully upderieig the maturity, as iDavid

Copperfield

The character in Dickens’ novels is born in a smidlhge or provincial town, so

in his childhood he begins to know the world byyoestablishing relation to his family,
vilage or town. The relationship between the cbimés spiritual components and
external circumstances starts to take shape ihdnge within a small environment. As
soon as he understands his unhappiness, he sjausay towards a larger city. His aim
seems to be escapism, which is an attempt at escdmm an unhappy, repressive
atmosphere to a dream world of the city; it is @adn world because he does not know
anything about London yet. He is going to learnutliioby himself and he is going to be
free and independent there. He is going to passighrinstitutionalized education, search
for a vocation, meet lots of people, make frieraag] have love experiences. He is full of
hope about the life waiting for him in his future the city. The innocence of the
childhood wants so little things to be happy buewilhis innocence meets experience, it
is affected and sometimes destroyed by it, ashheacter starts to want more and more.
Now small things are not enough for being happye tharacter with the effect of the
innocence of the childhood lives in a different ldpimagined or dreamt of, as in the
poem calledChimney Sweepd&rom Songs of Innocendsy Blake.

In Dickens’ novels the hero is an innocent chile lthe child of Blake’s poetry,

but after he enters a larger society and seesetileworld he becomes an experienced
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person. This person is no longer a child, he héeremh next stages to maturity but this
sometimes does not give happiness to the herohbkdbegun to lose his own inner life,
his perception and imagination, his ties with tlastpand childhood, like the hero Pip in
Great ExpectationsBreaking the ties with the past, the values ddtpthe pure but

uncivilised background of the countryside - dueht® interaction with other people, the
external events, the thoughts of other people,ptiessure of the environment - gains

importance and the formation of the hero may resdHilure.

In Great Expectationsliving with his cruel elder sister but a nice ainigndly
brother-in-law, Pip tries to be a gentleman becafises fear towards his elder sister and
desire of his elder sister, and the other reasothfs is his love towards the aristocratic
girl Estella. He tries to show himself superior,ntger than ever towards eveyone,
especially towards Estella, he tries to prove hange but till the end of the book he does
not realize that he is not earning but losing @dtthings, also his innocence and his good
heart. He begins to look down at the people, evermiho has always loved and tried to
help him. In the beginning of the novel, when Rpismall child he himself helps the
criminal Magwitch, but when he learns that the perastho has helped him during his
education and career is not Miss Havisham but Mafwhe is disgusted by Magwitch
and also by himself. He cannot accept the suppoming from a criminal, he is
disappointed, loses his great expectations. Herstaa@ls that he has been in a fight with
the outer world of London and society and he hattlee battle. It is only because his

inner life, his perception and imagination are stabng enough.

Showing his alliance to the tradition of Realistm@erning the issue of social
determinism on the life of the character, Dickeamts out that the outer world has made
him do whatever it wants him to do. When Pip lobksk he understands that he cannot
succeed to enter and live happily in that largesietp and this leads him towards
alienation. He cannot adapt himself according &ortlles and values of that society and
there are only two ways for him to escape from gasition. He is going to live in that
society lonely or he is going to turn to his vikagnd continue his life there. He has tried

to live in London but cannot reach the successisffdrmation there; his decisions,
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expectations and desires have ended in failuretaltige circumstances of the Victorian

background that imposes obstructing and unjustiples of existence:

Great Expectationss a later and sadder book, in which Pip, in énasthe barriers from lower to
middle class, loses the spontaneity and instindgllew-feeling of his own class, and can only
slough off the corrupting influence of snobbery amass isolation when he discovers that the
source of his new wealth, his ‘expectations,’ isoavict-tramp he befriended in his childhood,
before his loss of social innocence. (Barnard. 2003)

On the other hand, in Dickens’ novels there are atsme characters that have
achieved their aims and succeeded to integratestdees in the larger society. One of
them is David from the novel entitlddavid Copperfield David lives in a small village
with his mother and their maid called Peggoty. Ifiisbegins to change with the marriage
of his mother. He has a cruel, rude stepfather.sidipfather makes him leave the house
and David’s suffering continues in the school, thet harsh experiences of living and the
intrusion of evil do not change his good hearty ttie not affect him, although they seem

necessary for the proper maturation of the indiidu

David goes to London and searches for a vocatidragsiace in society. In his job
he is honest and does not condone dishonest peofls job, exposing their real aims
and their dishonesty. David has also two love edfan London. His first love and first
marriage is to a beautiful girl called Dora, butl&ier recognizes that she is not the right
person for him. Their marriage cannot be a sucakastl happy one. Dora is a beautiful
girl but she is inexperienced and lacks intellectoanplexity. A few years later she dies
from an illness and after her death David gets igrio Agnes, who has helped and
consoled him after Dora’s death, showing herseléal friend. She is also the person
David has dreamed of as a wife. She is clevernaingrand makes David happy in life.
David is also successful in his professional caeeat the end of the novel he becomes a
famous author. Becoming a writer has been Davigjsiteam since his childhood and he
has achieved it now. When he remembers his pashakds self-examination, the reader
can easily realise that there is a person who loaspleted his formation, entered
successfully upon maturity. He has won the fightwtihe outer world since his spiritual

components are stronger than the external circuntesa
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In Dickens’ novels, the city of London, conceiveithm the relationship between
the principles of time and space, gives shapeperson’s formation. The city as a factor
of determinism in the character's formative procesacerns primarily the aspect of
education, institutionalized, or through persoifal éxperiences, or in the form of moral
didacticism, which not only prepares him for a pssional career but also for the modern
life in the city. In the city, the character enkesghis knowledge, establishes social
connections, has love affairs, makes friends, dtaingts at finding the most suitable,
according to his own views and conceptions, placiné society, analyzing and proving
the validity of his choice. Some experiences ensgluiffiering and pain, due to the wrong
decisions or negative influence of the urban bamkgt, of which some are overcome
(David Copperfieldl but others offer no possibility for finding anylstion (Great
Expectations When experiences end in suffering and pain,ctieacter is not able to
complete his formation and cannot reach maturit/this makes him unhappy as in Great
Expectations, but when he overcomes the negatilkeeite of the urban background, the
character completes his formation and reaches ityaturd becomes happy as in David

Copperfield.
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CONCLUSION

The present thesis, entitiebhe Chronotope of London in Charles Dickens’
Novels has its starting point in the attempt at argahgut the importance and the role of
the chronotope of city in the general Europearrdite background, and in English

literature, in particular.

In order to disclose the status and importancé@®thronotope of city in English
novel, this research has focused on tH déntury Victorian literature, in particular the
realistic novels of Charles Dickens as the majdf &&ntury English writer, and the
chronotope of the city of London and its textugpresentation in Dickens’ novels
constitute actually the matter of concern of thiglg, reified through the textual approach

to some of Dickens’ major fictional writings.

Defined by Bakhtin as the intrinsic connectednetstemporal and spatial
relationships that are artistically expressed terditure, the principle of chronotope is
applicable to the analysis and interpretation dhlibe narrative structure of a novel and

its range of motifs, themes, ideas, charactergg@mand other thematic elements.

Chronotope is thus an important investigationamelet in the field of literary
theory and criticism, in general, and, in the fieldfiction studies, in particular. The
importance of chronotope arises from its statuaraglement of narrative and thematic
organization and analysis, having its own typologyhe literary text: the chronotope of
home, the chronotope of road, the chronotope vf aitd others.

Diachronically, the chronotope of city revealsatsn process of development and
consolidation in European and English literatugetstg with the principle of citadel in
ancient period. Concerning English literature, sheuld consider 8century as the
period of the final consolidation of the chronotagecity as one of the major and most

important elements in English novel.
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This consolidation was possible by the influencethef Neoclassical doctrine,
which emphasizes the role of city and urban life, interest in real and actual, the moral
and aesthetic implications of London and other Ehgtities, and by the influence of the
Spanish picaresque novel, which had already giwethé city the status of chronotope,
that is the status of an important textual prireigf the thematic and structural

organization of events and character representstiategies.

However, Victorian novels, in particular those venit by Dickens, constitute the
best and most complex literary expression of threratope of city (London) in English
literature — hence this interest in and concemmatn the chronotope of London in

Charles Dickens’ novels.

The chronotope of city, as conceived by Dickenkignnovels, becomes a means
of textual organization on both narrative and thiravels. On the narrative level, the
chronotope of city is a factor of organization @€ets in the sequence of narration, the
consolidation of a type of narration, the expressal the point of view, and the

conferring of a certain status to the narrator.

On the thematic level, the chronotope of city hefgsexpression of main themes,
ideas, character representation strategies, yatagly it renders some of Dickens’s major
concerns, such as the social background, moraksand the standards of living, the

physical appearance of the city.

However, of primary importance is the representatibthe people of the city, the
relationship between the personal life and the nurbackground. In discussing this
thematic perspective, Dickens focuses primarilyr@ninfluence of the urban background
on the individual, including on the process of eaéer formation expressed in the literary
tradition of the Bildungsroman (as David Copperfieldand Great Expectations and
many others, where, in Dickens’ novels, the city L@indon, conceived within the

relationship between the principles of time andcepgives shape to a person’s formation.
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These thematic concerns represent the main conoérBaglish and European
Realism, and the chronotope of city is thus to dresitlered in relation to the concept of
verisimilitude in realistic novels. In other word3ickens’ literary activity consists mainly
of realistic novels, and literary realism, meaniiiglity to actuality in its representation,
concentrates on social background, social and hutypology, and discusses the
relationship between social determinism and indiaidexperience, which are major

aspects of Dickens’ own writings expressed by tirermotope of city/London.

In Dickens’ case, the chronotope of city as exg@$s his realistic novels reveals
a double perspective on London as a promoter dfzaiiton (A Tale of Two Citigsand
an agent of corruptiorDombey and S9na background that has no influence on human
life (David Copperfieldland an important formative element in the proc#ssaturation
(Great Expectatior)s which form a system of juxtaposed thematic esgions, contrary

to each other and at the same time interdependent.

The twofold vision consisting of contrary thematepresentations of the city of
London reveals clearly the fact that Dickens passgsa complex understanding of

London life, its physical appearance, its peopkttheir relation to urban life.

Moreover, it also reveals the fact that the city.ohdon becomes a mirror of the
entire Victorian complexity, as Dickens used Lontlmexpress in his novels the complex
picture of Victorian background, contemporary tmtsociety, its norms, standards and
values, its social and human typology, which makies a true representative of High
Victorian Realism, probably the most important' t@ntury English writer, and definitely

one of the most important and acclaimed Europe#emiof his times.
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