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NARRATIVE ART IN ¥BLEAK HOUSE"

"Bleak Housé', as a social-political novel, forms a thematic
and artistic whole with ,"Little Dorrit"': in "Bleak House®" the
administration of Justice - or rather injustice - is the object
. of satire; in "Little Dorrit" the machinery of government ° is
attacked in the activity, or rather inactivity, of Circumlocu-"
tion Office. Both novels show the interconnections between the
system of government and different social and political circles,
and in eaca 'bureaucracy. muddleheadedness and deliberate opposie
tion to -constructive initiative or to the aspirations of the
individual contribute to the consolidation of the system of op-
pression, It is nmot surprising that "Bleak House" has been com-
pared to Kafka’'s“ work. The comparison with "The Trial" comes na-
turally to the mind of a 20th century reader: in the novel of
both writers the trial drags on,  the sinister farce warps people
morally or drives them to insanity. In this context Dickens’s -
originality is all the more striking: in "Bleak House™ he intro-
duces the theme which will continually recur 1in twentieth cen-
tury fiction - that of the individual oppressed, ignored and

| In his study "The Dickens Theatre", Oxfort 1967, Robert Ca-
ris discusses three novels in the chapter called "The World of
System®: "Bleak House", "Little Dorrit® and "Hard Times",

“ Cf. M, Sp i1k a, Dickens and Kafka, Bloomington, Ind.
1963, also references by J. K1 1 1 ha m in his essay Pickwick:.
Dickens and the Art of Fiction, [in:] Dickens and the  Twentieth
Century, ed. J. G.ros s, G. Pearson, Toronto 19625 W,
Al1len in his essay: The Comedy of Dickens, [in:] Dickens
1970, ed. M. S1 a t e r, London 1970, and others.
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eventually destroyed by a powerrull.systém.' In 'one of the last
meetings between John Jarndyce and Conversation Kenge the latter
~saysi :

L

~ We are a prosperous community, Mr, Jarndyce, a very prospe=-

rous community. We are a great country, Mr. Jarndyce, a

very great country. This is a great system, Mr. Jarndyce,

and 'would you wish a great country to have little system?
- Now, really, really3, '

The wachinery under which the Jarndyce case 1ls possible, is
indeed powerful, On the surface it seems that the whole matter
is evidence of the inefficiency of the law. In effect the delay-
ing tactics in 1legal proceedings enslave people and "do busie-
pess® for the servants of the law, which is illustrated by the
‘main plot with its numerous ramificatighs.

The system of law works on several levels: at the top there
is the Lord Chancellor, almost a symbolic figure; he represents
the magniffcénse and the inaccessibility of authority. On the
lower level there are men like Kenge, Vholes and Tulkinghorm;
each of them holds the destinies of his clients in his power,
although each in a different way. The rhetoric of Kenge illus-
trates best the gap between what is and what seems; he is fully
aware of the power of the word and his flowery speech is used
to evade or distort the truth, Vholes is a demonic figure who
ensnares his naive client with vague promises and brings him
to disaster. Tulkinghorﬁ, under his impenetréble mask, congeals'
an aspiration 'to power through the knowledge " of the secrets
of Qis'.aristdcratic clients., All three of them have  followers
of‘a much lower degree, such as Guppy, Weevle and Smallweed,
who c¢an be used for legal and illegal practices. On another 1%-
vel there 1is Inspector Bucket, and in contrast to the muddle,
obscurity and absurdity of legal proceedings, his action is
extremely efficient, The police force becomes a powerful branch
of the system, but there are two aspects of its activity:  al-
though it helps to discover the murderer, satisfying our demand
for Jjustice and order, Inspector Bucket's relentless pursuit of
the individual, which is particularly striking in the case of Jo

-

3 . Dickens, Bleak House, A Norton Critical Edition
Edited by Ceorge Ford, Sylvere Monod, " New York 1977, p. 741. All
+ further quotations are from this editlon.
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and George, introduces the theme of man-hunt into the no= .
vel, :

The system presented in - "Bleak House" 1is maintained by close
cOOperatiop between different institutions, social groups
and individuals. The Law Courts are supported by Parliament
with 1its party rivalry between the Buffies and Duffies and the
Boodles and Doodles. The aristocracy represented by Sir Lelces-
ter Dedlock is the most dedicated supporter of the sfbtem. The
ordinary people frequently support it by their indolence and
indifference. There are misguided philanthropists like Mrs. Jelw
lyby and Mrs. Pardiggle, or parasites like Turveydrop or Harold
Skimpole whose immorality is typical of a large part of society
-indifferent to the situation of the poor and to the pressing
health problems of the day’. The irony of the social situstion
in this supremely ironic novel consists, among others; in the
fact that those who support the system or imagine themselves to
be among its powerful protectors are in fact helpless, pitiful
figures whose fate depends on the people they seem to protect.
Thus  Sir Leicester Dedlock, blinded by his aristocratic pride,
is completely ignbrant of the role Mr, Tulkinghorn plays in his
house. The lawyer is a man he trusts absolutely, but it 1s he
who brings about the downfall of his family.

In this soclety generous people like John Jarndyce are help- :
less against the evil of their times, They can stand aside,
remain uninvolved in the immoral practices of the law and do
good on a small scale, thus carrying out a kind of "minimum
programme®” within the span of their lives?, Honest but naive
and vulnerable . people like Ceorge and the Bagnets become easy -
victims of powerful and ruthless agents like Tulkinghorn: a co-
mic figure 1like Snagsby, well-meaning but 1limited, is easily
intimidated; inferior legal officials, grotesque characters like
Guppy and Weevle, are in danger of falling into the routine
of office which will turn them into puppets 1like the officials

*ee 3. But t, K. T 1 l11lo0tson, The Toplcality of
" Bleak House, [irn:] Dickens, Bleak House, A Casebodk, ed, A, E.

Dy son, London 1977.

? €f. G, Sw 1t h's analysis of the' complexity of JoAn
garnd}ce 8 character, in: Charles Dickens. Bleak House, London

{'% -



56 _ Adela Styczyfiska ki %

“in the famous opening Court scene; -the Smallweed family are the
dregs of society, exploited by end serving the system, ready
to sell themselves to the stronger or blackmall the weaker.

Dickens’s art in "Bleak House" -« in particular his narrative
~method and imagery - as a means of conveying hies moral vision
has been studied by outstanding British and American scholars®,
While acknowledging my debt to them I should like to concentrate
in this essay on the dynamic, imagistic presentation,the "ca-
mera work® of the omniscient narrator, and to contrast it with
Dickens ‘s 1interesting psychological exﬁeriment‘ in Esther’s sub=
Jective narration,

1. Imagery

~

One of the most striking features of Dickens’a art in
"Bleak Houée'; is his imagistic presentation, in which the narra-
~ tive and the descriptive are closely interconnected. There are
certain image patterns which run - throughout the novel, and I

'~ propose, to discuss here those which poccur in both streams of

narration, Thus the fog and mud imagery has been widely inter-
- preted by numerous crities; to this may be added the waste paper
image; the Iinnummerable legal documents in Chancery, "piles of
costly nonsense®; Krook’s rag and bottle shop; and the monster
and animal imagery which exprgSses the degradation of man and
the dehumanization of legal officials.

.The waste paper image opens and closes the Jarndyce case.
In the first chapter we see "the various solicitors [...] [with]
‘mountains of costly nonsense piled before them" (p. 6). In
chapter 65, when the case 1is over, we watch a kind of - dumb
‘show, a dynamic scene without words in which ‘"several K young
coqncillors in wigs and whiskers [...] quite doubled themselves
with laughter® when bundles of paper began to be carried out (pe
758). It is a grim farce played out before a crowd of sensa-

6 See especially: W, J. Harv ey, Chance and - Design in
"Bleak House, [in:] Dickens and the Twentieth Century, ed. J.
Gross, G.Pearson, Toronto 1962;" 1 d e m, Bleak House
~ The Double Narrative, [in:] Dickens, Bleak House, A Casebook;
He Po. Suc ksmith, The Narrative Art of Charles. Dickens,
Oxford 1970, and others. —
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tion~seeking spectators while Richard Carstone, the last victim
of the celebrated case, is dying of tuberculosis and broken
heart. : : <

Krook’s shop as a caricature of the Court of @ Chancery,
contains, .apart from waste paper and rags, the more - macabre
image of sacks of bones and women’s hair, The system which left
in its wake piles of human hair and bones became a reality in
twentieth century Europe, but Dickens was certainly far from
anticipating such horror in the satiric chapter "A Morning Ad-
venture®, Again it is the modern reader who can fully apprecia=
te Dickens’s prophetic vision. There 1s a particularly macabre
touch in the scene when Krook, struck by the beauty of Ada’s
 hair, extends his hand to stroke it. His gesture anticipates, in
a symbolic way, the future disaster of Ada and Richard.

Imagery serves the narrator as commentary on the social and
moral evil of contemporary England. -There are repulsive images of
dirt and vermin which contribute to the general ‘atmosphere
created by the initial 1image of fog and mud, The slums of Tom
all-Alone’s are shown in the metaphor of a diseased human body:

As on the ruined human wretch, vermin parasites appear, so

these ruined shelters have bred a crowd of foul  existence

which crawls 1in and out of gaps in walls and boards; and
comes and goes fetching and carrying fever, and sowing more
evil in its every footprint than Lord Coodle and Sir Thomas

Doodle and the Duke of Foodle and all the fine gentlemen

in office down to Zoodle, shall set right in five hundred

years = though born expressly to do it (p. 197).

The animal and monster imagery 1s repeatedly stressed in the
presentation of Krook's shop'- there is the famous cat, Lady
Jane, watching Miss Flite’s birds with a hungry lock, ready to
devour them; and there 1is the owner himself "short, cadaverous
and withered", with his "breath issuing in visible smoke from
his mouth, as if he were on fire within" (p. 49), Two more per-
sons « Jo and Vholes - are presented with animal associgtions
each in a characteristic way. The fate of an 1illiterate, abando-
ned child of the slums is the most drastic evidence of social in-
difference of the times. Jo is compared to an ox, cruelly exploi-
ted by men, and contrasted with a dog which 1s intelligent and
trained, far better cared for than the human child;

It is a market day. The blinded oxen, overgoaded, overdri=-



SRR | _Adela Styczyfiska

ven, never guided, run 1nto'wrongAp1aoosf and are beaten out;
and plunge red-eyed - and foaming, at stone walls, and often
sorelg hurt the innocent, and often-aorelg hurt. themselves.
Very like Jo and his order; very, very like.. [«..] A band
of music comes and zlays. Jo listens to it. ©So does a dog -
a drover's dog waiting for his master outside -a butcher’s
shop. A thoroughly vagabond dog, accustomed to low . company
and public houses; a terrific dog to sheep, ready at a whi-
stle to scamper over their backs, and tear out mouthfuls of
their wool; but an educated, improved dog, who  has been
taught his dutlies and knows how to discharge them, He and
Jo listen to music, probably with much the same amount of
animal satisfaction; 1likewise as to awakened association,
aspiration or regret, melancholy or joyful reference to
things beyond the senses, they are probably upon a par. But
otherwise, how far above the human listener is  the brute!
(p. 199). >
Yet Jo, the ignorant and primitive victim of an indifferent
socdety, is human in his feelings of gratitude, his capacity for
" appreciating Ykindness. Mr, Vholes, on the contrary, is an intel-
ligent human being who perverts his humanity, the evidence of
. which is his behaviour as a professional, He is presented with
satanic assoclations, a black figure, buttoned up, a tempter
-watching his victim with "a charmed gaze”, and a devouring look;
he is a serpent and a cat watching his mouse patiently and this
image 1s used throughout the whole scene of the conversation
‘between Attorney and Client (ch. 39). Whenever he appears with
Richard his manner imparts associations with death.When the narra-
tor presents him in realistic terms he stresses his physical
ugliness. : |
| The monster imagery which is closely connected with animal
associations 1is also developed by Dickens’a well-known use of
the synecdoche, In his descriptive-narrative presentation Dick-
‘ens’' frequently makes a part stand for the whole, usually with
grotesque and satirical effects. In "Bleak House" Dickens uses
this device to express the dehumanization of the officers of
the Lav. In the <first chapter lawyers and beadles are referred
“to as "silk gowns" and "maces”:
There is the registrar below the Judge in wig and gown; and

there are two or three maces or petty bags, or privy purses,
or whatevéer they may be 'in legal court suits (p. 7).

And the Lord Chancellor is shown with his Mattendant wigs"
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all “stuck 1ﬁ'a‘fog bank", Silk gouns7, bags oOr maces are not
monsters or monstrous objects in themselves, but if parts of
garment stand for the officials themselves, and symbols of au-
thority take the place of human faces the effect is at first
grotesque, but it soon changes into horror: we see the indivi-
dual uttering his desperate appeal for help to an assembly of
puppets and maskst

"Several members of the bar are still to be heard, I belie-
ve?" says the Chancellor with a slight smile. :

Eighteen of Mr, Tangle’s learned friends, each armed with
a little summary of eighteen hundred sheets, bob up 1like
eighteen hammers in' a planoforte, make eighteen bows, and
drop into eighteen glaces of obscurity (p. 9 § [e0s]) The

Chancellor rises; he bar rises; the prisoner is brought|
, Torward in a hurry; the Man from Shropshire cries, "My Lordi"
Maces, bags and purses indignantly proclaim - silence and

frown at the Man from Shropshire (p. 9).

Thus the helplessness of man overwhelmed by the monstrous
inhumanity of the officials, and - in a wider perspective - of
the system, is established as the leading theme in the opening
scene of the novel. Dickens anticipates here  the vision of'
Ionesco in his comedy of the absurd, such as 'Le Maitre"a

The symbols of authority referred to as the Mace and Seal
take another significance in the commentary of Miss Flite, re-
ported in Esther’s narrative. Here they are presented as monsters
which draw people on and then deétroy them. It is a visual re-
presentation of a fatal power which men and women cannot re-
sist but which in fact is in themselves: it is their greed for
money which enslaves them- T

7 This is a device used in the early as well as in late fic-
tion, Cf. Mr.. Bumble’s gold-laced coat, staff and cocked hat in
"Oliver Twist®, In "Hard Times" James Harthouse 1is referred to
as "waistcoat" and “whiskers®™ which, in this case suggests Tom
Gradgrind’s fascination with appearances and Harthouse’s moral
hollowness. i

8 In Ionesco’s one-act play "The Leader®”(YLe Maitre") the ce-
lebrity appears in the last scene as a monstrous puppet, a "man-
=in-agn-overcoat-with-a-hat-without-a-head", One of the girl-admi-
rers asks: '"But... but... 'the leader hasn’t got &a head!™ To
which the Announcer answers: "What’s he need a head for when
he’s got genius!" The dehumanization is complete.
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"There’s a éruei attraction in/the place. You can’t leave it.

Anglyou must expect, [ise] It’s the Mace and Seal upon the
table, ' 2 :

What could they do, did she think? I mildly asked her.
"Draw", returned Miss Flite. "Draw people on, my dear, Draw
peace out of them, Sense out of them, Good looks out of

~them. Good qualities out of them, I have felt them even

drawing my rest away in the night. Cold and glittering de-

vilst® (p. 440), : :

The motif of Fate thus suggested runs throughout the novel,
whether as the political power which rules men’s 1lives or as
social convention which enslaves individuals. Thus Lady Dedlock,
affraid of public censure, is blackmailed by Mr. Tulkinghorn.
The lawyer gradually becomes an agent of Fate which wultimately
destroys Esther’s mother, Like many other  characters in Dicke
'gns’Sj ‘novels he is presented in a realistic and a metaphori-
~cal way, as a rusty-looking figure, respectable, silent, well-

~mannered, 'With a weakness for tobacco and port, and, - at a la=- -

ter stage of action, as a shadowy form following Lady Dedlock.
This shadow image has again a double function: it suggests a
constant menace to Lady Dedlock and it perfectly renders the
ocbsessive state of her mind: :
Interposed between her and the fading 1light of day 1in the
now quiet street, his shadow falls upon her, and he darkens
all before her. Even so does he darken her life. (p. 575).

[,..] Therefore there is not much that Lady Dedlock, seated
in her chair, could wish to see through the window in which

Mr. Tulkinghorn stands, And yet - and yet - she sends a look

in that direction, as if it were her heart’s desire to have
that figure moved out of the way (ibid.). _
"The Fate motif is developed by the narrator in an interesting
and complex way. Thus on the .lower level there is Mr. Tulking-
horn as a threatening figure; to Lady Dedlock her aristocratic
manaion becomes "a pouse of suffocation” whenever he appears.,
But at the moment of his apparent victory over Lady Dedlock the
parrator introduces the image of the cleck which measures out
the last minutes of Mr Tulkinghorn's life, of which the lawyer is
compietely unaware. Thus the narrator achleves a heightening of

suspense and a widening of perspective, The lawyer goes home

with a sense of success and power, but the _reader knows that
his fate iz already sealed. The commentary is intensely ironic,
not s0 muchk in the melodramatic varning Ydon't go home(® which 1is

3 Y E o 5y 3 & Y .~ My Thalie$ Moy e
BYDTESECO Ty Th#s narrgior, a3 n the detaill © « Tulkinghorn's

-
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watch being two minutes wrong, Despite his reproof - "Two minu-
tes wrong? At this rate you won’t last my time!" - in fact the
minutes of his 1life have already been counted and it is the
watch which will last longer. Together with the ticking of the
clock the Roman Allegory on the ceiling in the lawyer's ~ room
completes the image cluster announcing his death.

{ A further intensification of ironic meaning follows with the
image of the starry sky on a moonlit night in which the narra-
tor creates a vision of an indifferent universe above both the
‘victim, Lady Dedlock, and the pursuer, Mr., Tulkinghorn, doomed
to be a victim shortly. Dickens anticipates here Hardy’s ironic
projection of cosmic indifference in juxtapoaifion to human stri-
vings and endeavours. The stars are traditionally symbolic of Fate
above man, and in "Bleak House"™ the serene sky, the huge me-
tropolis quiet at night, a glimpse of a distant harbour with a
ship sailing out, perfectly convey the sense of 1life going on
undisturbed by the intrigues of people and by the disappearance
of individuals:

A fine night, and a bright large moon, and multitudes of
stars. Mr. Tulkinghorn, in repairing to his cellar, and Iin

* opening and shutting those resounding doors, has to cross a
little prisonlike yard. He looks casually, thinking what a
fine night, what a bright large moon, what nnultitudes of
stars, A quiet night, too,. :

A very quiet night. When the moon shines very ' bril-
liantly a solitude and stillness seem to proceed from her,
that influence even crowded places full of life. Not only is
it a still night on dusty high roads and on hill summits,
whence a wide expanse of country may be seen in repose,
quieter and quieter as it spreads away into a fringe of
trees against the sky with the grey ghost of a bloom upon
them; [...] not only 1is it a still night on +thé deep, and on
the shore where the watcher stands to see the ship with
her spread wings c¢ross-the path of 1light that appears. to
be presented to only him; but even on this stranger’s wil-
derness of London there is some rest. Its steeples and to-
wers, and its one great dome, grow more ethereal; 1its smoky
house tops lose their grossness, in the pale effulgence; the

noises that arise from the streets are fewer and are softe~
ned, and the footsteps on the pavements pass more tranquilly
away (p. 5683=584),

- Avwau T 4 A , oy v " 3= " | b ion 5 ) P - L -
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2, Dickens’s "ever-varying presentation"
- the omniscient narrator :

The third person narrator . commentator in "Bleak House" may

be often identified with the implied author, to use Wayne C.
.Booth’s terminology, but he tells the story from different pers-
pectives, shifting his vision 1like a film operator, using a va=
riety of styles. : ' _

He is omniscient in"the sense that he knows everything, or
almost everything, about his characters, but - he imparts his
knowledge to or withholds it from the reader as far as it suits
his purpose, In this way he discloses the secret of Lady Ded-
lock bit by bit; the antecedents are revealed as the story
progresses and they are often implied rather than directly sta-
ted (e.g. .the story that Esther hears from her aunt) until we
reach the moment when Lady Dedlock’s secret is revealed publicly
by Mr. Tulkinghorn, which revelation is followed by Inspector
Bucket’s report to Sir Leicester and rounded off by the additio-
nal information from George. The narrator is omniscient in the
first chapter, which contains a panoramic view of Ehgland, as a
background to the Jarndyce case, and a survey of generations of
people destroyed by the machinery of Law, but, as E. M. .Forster
says in "Aspects of the Novel'g, he knows less about Lady Ded-
lock and Mr. Tulkinghorn is a mystery to him, Sometimes the nar-
rator confines his vision to one of the characters to intensify

ther dramatic effect, as in the narrative of Krook’s death.
This. event is seen by Guppy and Weevle; it begins in the third
person and then, in the critical moment, there 1s a sudden shift
to "we® as if Guppy himself were telling his experience,’ Thus
the sense of mystery and sensation is heightened since Guppy
and Weevle are ignorant of what 1s really going on 1in Krook'’s
shop; they are kept in suspense together with fhe reader; the
narrator identifies himself with the e¢lerks and the discovery
of truth culminates in the horror of this truly gothic scenes

2 "e Y« FOrs ter, Aspects of the Novel, Peﬁéuin Books

1974, p. Bb.
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They advance slowly, looking at all these things. The cat
- remains where they found her, still snarling at something
on the ground, before the fire and between the two chairs,
What 1s it? Hold up the light. — ‘ .

Here is a small burnt patch of flooring: here is the tin-
der from a little bundle of burnt ggger, but not so light as
usual seeming to be steeped in something; and here is -.1is it
the cinder ashes, gr is it coal? O Horror, he IS here! and
this from which we '’ run away, striking out the 1ight and
overturning one another in the street, 1is all that repre-
sents him,
> Helg. help, help! come into the house for Heaven's sake!
(Po 403). ‘

' There 1is an intensely dramatic effect achieved by this sud-
den identification of the narrator with the two clerks who are

‘beside themselves with fear.

The narrator frequently addresses the reader with his ironic
commentary as in the first Chancery scene, or in the chapter where ,
Jo is compared to a dog and an ox; he addresses the public at large

in the scene of Jo’s death and his sarcastic tone relieves the

melodramatic character of the chapter., But another, very interes=
ting kind of commentary in this novel is Dickens’s imagistic pre-
sentation which involves his particular "camera work",

Film directors like Griffith and Eisenstein have pointqd'to :
Dickens as a forrerunner of the technique of film montage and ree
cent critics- have again stressed this aspect of his work . "Bleak
House"™ 1is  particularly rich in examples of the long shot,
medium shot, close-up and dissolve, which function as a method
of telling the story or as a commentary, The famous beginhing of
"Bleak House" 1s an excellent illustration of the long shot with
its panorama of London and England in November fog, The camera
travels all over the city and its outskirts, preparing the scene, .
in its. concrete and symbolic meaning, for the action of the
novel. The descriptiveunarrative part is in fact like a text

B e —

(e Underscoring mine,
; S. E1senstein, Wybdr pism, Warszawa 1959; essay:
"Dickens, Griffith i my". Also D. Pow el 1, in: 7The Dicken=
Sian, Centenary Number; J, R a b a n, The Technigue of Modern
Fiction, London 1972, p. 114, The author analyzes the scene of
Steerforth’s death, i.e. the moment when David finds him on the
beach, in terms of film technique and stresses film qualities af
dessription in Dickens’s novels which anticipate Dos Passos.
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in a screen play, phrases without finite verbs réveal image
after image: ' ‘

London (. ¥,] implacable November weather [...] ng everywhere.
Fog up the river [...] Fog on the Essex marshes, fog on
the Kentish heights [...] Chance ' people '~ on the Dbridges
peeping over the parapets Iinto a nether sky of fog with fog -
all around them, as if they were up in a balloon and han=-
ging in the misty clouds., Gas looming through the fog in
diverse places in the streets,

Then follows the "medium shot", The camera travels to Lin-
coln’s Inn, we are inside the Court of. Chancery and the close-
~up shows Lord Chancellor sitting with "his attendant wigs" in
the "very heart of the fog". W. J. I«lar'vey'12 in his  excellent
essay speaks of the "pulsation effect" of Dickens's narration
which is achieved by a continual shift from panorama to a con-
fined vision. To this must be added that the "camera work" or
Dickens's *film technique", is often used with a strongly ironic
effect, The "long shot" scenes are carefully planned and the
shifting from the panorama to a close-up usually serves as an
indirect commentary. Thus after the night scene between Lady
Dedlock . and Mr. Tulkinghorn the vast view of the early morning
in England and in London - simultaneous images of people engaged
in their daily activities, officials going to work, streetsweep-
ers, squares, falling leaves - gives the impression of 1life

going on around and in spite of the conflicts between actors in
" individual drama. The point of the scene, however, 1is in the
final close-up: the flag rising above Sir Leicester’s mansion,
a symbol of the pride of a great family whose fall is imminent,
Siﬁilarly there is a deeply A1ironic meaning in the panoramic view
of London at the end of chapter 19 which culminates in the close-
-up  of the "great Cross at the summit of St, Paul’s Cathedral®
To Jo, the vagabond of Tom-all-Alone’s, it is only "the crown-
ing confusion of the great confused city", but to the reader,
the cross "glittering above +the red an& violet-tinted c¢loud of
smoke® is a symbol of Christianity Iignored in this rich and
pagan city. The loneliness of an abandoned child contrasted
with the indifference of the inhabitants of the metropolis 1is
particularly stressed in this symbolic * détail and with it Dick-
4]

12 Harvey, op.cit,
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ens anticipates the theme of man’s alienation in the modern
urban Jungle which runs through twentieth century litqsature.

Dickens’s "close-up" technique deserves a special .attentlon
apart from its alternation with the panoramic views. The close-
_=up works as a commentary in its own right. Thus in chapter
"Attorney and Client® there are two images continually Juxtapo=-
sed: Mr. Vholes talking to Richard and the "official® cat watch-
ing a mouse-hole, A cat and mouse image is not new;  what is
original is Dickens’s viéual technique which ocontains a factual
narration of a business talk and an anticipation, on the sym-
bolic level, of Richard’s *ultimate destruction., Similarly the
Mace and Seal shown in a close-up are a aymbollc‘ image of the
fatal power which destroys people. One of the most interesting
examples of Dickens’s use of symbolic detail in close-up is the
well=-known description of Lady Dedlock’s portrait with a "broad
bend - sinister of 1light that strikes down crookedly into the
hearth and seems to rend it" (p. 138), By his imagistic technique
Dickens achieves an artistic foreshortening, a poetié concentra=
tion: the heraldic detail, sign of illegitimate birth, suggests
~Lady .Dedlock ‘s secret and announces the downfall of the house of
Dedlock ("strikes crookedly into the hearth end seems to rend
it")., Thus the whole image works as condensed narrative and an-
ticipation, . - ;

Sometimes the Jjuxtaposition of scenes taking place simul-
taneously, shown by the narrator’s camera, is comic or grotesque,
as in the case . of the Jellyby household. Here the meetings
with Mrs. Jellyby, who with her "transparent eyes" sees Negro
children in Borioboola Gha, are contrasted with scenes like those
when Peepy 1is falling down the stairs, or moments when. Es-.
ther is trying to make some order in the house while Mr., Jellyby
ig sitting in silent despair with his head against the wall,

In his essay titled "Dickens, Criffith and we®™ Eisenstein
says that what £ilm is to the twentieth century public Dickens’s
novels were to the Victorian readers. He stresses the extraor-
dinary - visual power and dynamic presentation of the author of
"Bleak House"™ and analyzes some scenes 6f #Oliver Twist®™ as a
ready made scenario with its technigue of montage, eutback®
and c¢lose-up, later used in a masterly way by Griffith. Examples
of such scenarios are to be found in all Dickens’s novels, but
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| the narrative_'iﬂ "Bleak House" has.a particularly PMcinematic®
- quality which gives it a very special rhythm, or "pulsation” ef-

fect, as W. J. Harvey put it.Among Dickens’s later novels "A Tale
of Two Cities" deserves attention as another "film-like"
novel; here Dickens made a very interesting use of the . "dis-
solveV technique both in the visual and auditory'efrects, but the

discussion of this aspect is beyond the scope of the present pa=
per, ,

3. Esther’s narrative o

Esther’s story, .as the second stream of narration, brings
further variety. She represents a diametrically opposed point of
view to that of the impersonal narrator: though essentially li-
mited in oo&parison with his panoramic vision, she is also good-
~hearted and naive, at least at the beginning, while he is iro-
nic, often sarcastic. Consequently her narration 6}1ngs a re=-
lief 'in tone and sets off the value of the omniscient ironic
commentary. Thus Dickens applies the classical principle of cone
trast, so highly appreciated by Fielding and Henry James >, with
a well-calculated artistic effect. '

However, Esther, as narrator and character, has been criti-

'cised by different critics as unconvincing and insipid 8, 1t hes

been also pointed out that Dickens is inconsistent in the use
of the convention he imposed upon himself, and that sometimes he

_ makes Esther. expresS’ideaa and paint'images which are beyond

her or out of character. We may quote here 15 her remarks .about
Mr. Vholes‘s "lingering look™. when he watches Richard, _oq her
comment on Mr, Kenge’s praise of the system:

He said this at the stair-head, gently moving his right
hand as if it were a silver <trowel, -with which to _ spread

4. rielding, in: Tom Jones, Book V, chapt. 1,

vol 1, "Of the Serious in Writing"; H.Ja m ¢ s in the "Preface"
to "Laqy Barberina”®, vol, XIV New York 1961: "On the inte=-

rest of contrasted things any painter of life and manners inevi-

tably much depends”,

L gf. C s ris, op. cit,

- 15 nt, Hasvey, op.cit.,, p. 147,
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cement of his words on the structure of the system and con-

solidate 'it for a thousand ages (p. 741). .

Though at this stage of action Esther is already. much more
experienced and critical she is by nature not ironic and the
above remark is much too sOphistidated for her. It is also true
that there is an idealization of Esther'’s character and she may
be irritating with her continual exhortations to duty and her
self-effacement, This, however, is very much in keéping with the
Victorian demand for feminine goodness in fiction and in agree=-
ment  with Dickens’s vision of the feminine ideal; it is also in
agreement with Esther’s sense of inferiority which is psycholo- ,
gically quite convincing. On the other hand several critics have
- pointed out that Esther represents a moral force in the novel
and there are some recent studies in which Esther’s character is
discussed as evidence of Dickens’s psychological awareneas16. My
purpose is to present Esther’s narrative as one of interesting
experiments in psychological study.

In the vast compositional pattern of "Bleak House" certain
characters and milieus are introduced in both streams of narra-
tion, while others appear only in one, and this is a matter of
careful calculation. Thus the Court of Chancery and the lawyers,
and their counterpart Krook with his rag and bottle shop are
shown by both narrators; so is Miss Flite, but Mrs, Jellyby'’s
household, Mr, Turveydrop and, above all, Mr., Skimpole, are shown
in Esther’s - narrative. On the other hand the aristocratic world
of the Dedlocks, their residence with its melancholy atmosphere,
the Ironmaster and his world are shown mainly by the omni-
scient narrator, although Esther comes into contact with Lady
Dedlock and Sir Leicester and shows us glimpses of +this world
from her point of view. The juxtaposition of these two opposed
angles of vision has an excellent artistic effect. After the in-
troduction of the world of Chancery by the omniscient narrator
with his sinister and grotesque puppet show and his shrewd com-
mentary we see the lawyers and Lord Chancellor in chapter three

R e s oo

16 See the essays by M. Ro s s 0, Dickens and Esther, The
Dickensian 1969, and L, F r a n k, Through a Glass Darkly’, Est-
her Summerson and "Bleak House¥, Dickens Studies Annual, vol, &,
19755 glso Suc k smi t h, op. ¢it, :
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‘through Esther’s eyes. Her innocence. and lack of experience are
~ evident . in her feeling of awe mixed with surprise and reverence
© when she watches the lawyers, and the Lord Chancellor, divested '
of his robes, is a distinguished figure but more human than in
his first appearance, Esther has a long way to go until her re-
verential attitude undergoes a change, i.e., until she becomes
aware of the corrupted ways of Chancery. In her contact with
London she ' experiences astonishment 'and awe = since it is a new
world - but surprise changes into horror when she visits Krook’s
shop, while astonishment  and compassion are the two fee--
‘1ings she ' experiences in her contact with the Jellyby house~
hold., It is here that Esther becomes active = she teaches Cad-
dy what a family life may be like, Compassion, kindness (as in
her attitude to Miss Flite), a positive reaction to chaos,
wrongheadedness and stupidity (as in her relations’ with the Jel-
lybys) are ﬁatural and spontaneous on Esther’s part,

'With all her 1limitations, connected with her sex and educa-
tion, Esther 1s intelligent; she has also a sense of beauty and -
a gift of observation, This is her equipment as a narrator., So
when she gives a poetic description of her environment, stri-
king in its visual quality, we can accept it without guarre-
1ing with the author, ‘although we would rather expect it from a
professional writer. This is how Esther presents dawn and early
morning after her arrival in Bleak House: At

1t was interesting when I dressed before daylight, 1o peep
out of window where my candles were reflected in- the
black panes 1like two beacons and, finding all beyond still
enshrouded in the 1ndistinc£ness of last night, to watch how
. it turned out when the day came on, As the prospect gradual=-
1y revealed itself, and disclosed the scene over vwhich the
wind wandered in the dark, like my memory over my life, I
had a pleasure in discovering the unknown objects that” had
been around me in my sleep. At first they were faintly dis-
cernible in the mist, and above them the later stars still
glimmered., That pale interval over, - the plcture began to
enlarge and fill up so fast that, at every new peep, I could
have = found enough _to' look at for an hour... (p. 85).

This is a poetic description in which the contrast of light
and darkness perfectly renders the atmosphere of dawn and Dick=-
ens s “camera wdrk" with its "dissolve” technique is skilfully
ugsed to convey the dreamlike gquality of Esther’s vision.

fhn most interesting function of Esther’s narrative ls in the
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presentation of different characters from her point of view,
i.e. when Esther 1is used as a kind of 'rilteé"; to use James's
term, an "intelligence"™ through whom different characters are
shown (toutes proportions garddes);. and in her own love-story
vhich involves her self-revelation.

In the course of the narrative Esther reveals herself as
a real Christian, full of compassion and understanding for °
other people., At:the beginning she accepts other people’s
strange behaviour with astonishment, sometimes naively, yet
always in good faith though she may be puzzled, But in the
courpe‘of the action Esther develops morally and gains expe-
rience; at the end, though she never violently condemns anybo-
dy, her disapproval of different people is quite evident. This
is her attitude to Mrs. Jellyby and Mr, Turveydrop, but above all
to Harold Skimpole. The presentation of this character ~ through
Esther’s vision is one of Dickens’s devites' +to {ianvolve  the
reader in cooperation with the narrator. From the very begin-
ning we._realize that Skimpole 1s an irresponsible man, a para-
site who exploits his friends-and ' neglects his family, bul Esther
is not aware of his immorality. The.reader therefore .corrects
and completes Esther’s presentation; while Esther avcepts ap-
'pearances in good faith, the reader sees the full meaning .of
the situation, Here Esther records their first contact in "Bleak
House® when Skimpole tells the young people about his 1ifer

He was very fond of reading the papers, very fond of.making e

fancy sketches with a pencil,  very fond of nature, very fond
of art, All he asked of soclety was to'let him 1live, That
was not much, His wants were few. Give him the papers, con-
versation, music, mutton, coffee, landscape, Tfruit .in the
season, - a few sheets of Bristol board and a Ilittle claret
and he asked no more {...]).

He was quite enchanting. If I felt at all confused at
that early time, in endeavecuring te reconcile anything he
sald with anything I had thought about the duties and G
countabilities of 1ife (which I am far from sure of),-I was
copfused by not exactly understanding why he was free of
them, That he was free of them I scarcely doubted. he was.
80 very clear about it himself (p. 66). \

Esther is writing her story es a married woman seven years
after marrying Allan, and by saying YIf I felt at all —confused

at that early time®, she indicates that she has a ciear opiriob .
ci Skimpole now., - At her first meeting she naively belleves that
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_ Skimpole, is a "mere ‘child" as he wants everybody to believe.
Jarndyce confirms this opinion before Esther, perhaps because he
wants to save the reputation of his friend, or, pefhaps, because
_he has not yet the courage to face the.truth about his friend’s
{mmorality. Yet he 1s shocked when he finds out that Esther
and Richard have been shamelessly taken advantage of by  Skime
‘pole, The scene with Coavins is an illustration of Dickens’s skil-
ful hendling of the double level of meaning which results from
the narrative method. One level presenta'the'surtace meaning as
accepted by the naive =~ Richard and Esther - while the other is
the reader’s point of view, i.e. the reader shares it with the
~main narrator and sees the whole extent of Skimpole®s disho-
nesty. _ ' | '

In the course Of action Esther’s attitude to Skimpole gra-
dually changes.- She realizes his irresponsibility when he es-
capes from * creditors leaving his family to face them. She dis-
covers his cynicism and depravity in his attitude to ' Richard
whom he put into contact with Vholes for a bribe, and to Jo,

whom he gave up to the police for a bribe, though Jo was se-
 riously 411 at that time. She sees that Skimpole exploits Riw-
chard and then drops him when he ceases to be a source of res -
venue for him. 1In fact Skimpole is one of Dickens’s greatest
viilains under a charming mask, His pretending to be a child in
financial matters _1s a carefully planned method of behaviour
which, however, is not hypocrisy., Skimpole is impervious to
moral argument, He considers himself free from all moral norms
and thus he is dangerous to those who come into contact with
“him: he can betray a friend or an innocent man when it suits
his purpose, Even though Esther may not realize the full’ extent
of his perversity she is strongly disapproving in her last meet=
ing with him,  She expresses her disapproval in very mild
terms and she is quite defeated by his - polite and amused beha~-
viour when he exposes his cynical views:.

i

I gave him to understand, in the gentlest words I could use,
that his conduct - seemed to involve a disregard of several

moral onligations. He was much amused and interested when
he heard. this and said: "No, really?®".- with ingenuous simp-
licity. -

[eee] "My dear Miss Summerson", he returned, with a candid
hilarity that was all his own, "I can’t be Dbribed". [...]
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"I am exactly the man to be placed in a superior position,
in such a case as that. I am above the rest of mankind, in
such a case as that. 1 can act with philosophy, in such a case
as  that. I am as free as the air, I feel myself, as far
above syspicion as Ceasar’s wife® (p. 885), ‘¢ ks
The contrast between Skimpole’s cynical attitude and ‘Es-
ther’s'gentle ceriticism, which is deliberately used as understa-
tement, brings out the horror of evil represented by indivi-
dual man. In this cénfrontation between Esther, goodhearted and
@arnest, and her smiling ruthless host the reader has a similar
sense of oppression as in the early scene with the Man from
Shropshire, helpless against "maces, bags and purses®,

.~ Another aspect J} Esther’s narration is the presentation of
her 1love for Allan Woodcourt and her relationship with John
Jarndyce. Dickens is usually not considered an introspective
novelist though recent criticism focusses attention on  his
psychological ‘1nsight, too, in the stories of such characters
as William Dorrit (cf. Sucksmith)'’ or Esther (cf. the articles
- by Martha Rosso in "The Dickensian® and by Lawrence Frank in
"Dickens Studies Annual®); to these may be added the characters
. ©f Mr. Dombey, Miss Havisham, Mrs. Clennam and Miss Wade =~ the
latter three being interesting studies of'pathological cases.
As a chiracter Esther is not very complicated, 'but she has a
sense .of inferiority and with it an inner experience which
she wants to keep a secret. Her narrative is Dickens’s attempt
to enter a character’s mind, and - which is much more difficult
~ the mind of a young woman who 1is capable of a strong emotion
and yet suppresses her feelings. In her story of Allan Woodcourt
Esther’s narrative is full of silences and gaps which the rea-=
der must £i11 out' himself. Esther gives a detailed descrip-
tion of Mr. Jarndyce’s appearance; she often speaks of his hand-
SO0me and changing face = there are no inhibitions in her atti-
tude to him, It is obvious that the distance of age and his
Position as guardian~father make her feel et ease with him. When
she mentions Allan Woodcourt for the first time she speaks about
him in an unnaturally reserved.tone and, /this very reticence
Suggests that he has made a strong impressicn on her:

—

i Sucksmnith, opsoit., also T, Dobrzycka,
Karul Jickens, Warszawa 1972.
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I have ommitted to mention in its place, that there was some-
, one @alse at the family dinner party, It was not a lady. It
was a gentlemon, It was a gentleman of a dark complexion - a
~young surgeon., He was rather reserved, but I thought - him
very sensible and reeable, At least,Ada asked me if I did
not, and I said yes (p. 163). . e
Esther has a sensé of inferiority because of her origin and
it is obvious that she does not allow herself to entertain’ hopes
with regard to Allan, and yet 1in spite of herself these hopes
are in her consclousness. The second mention of Allan is very
significant in whaf is not stated, Esther deliberately leaves
out what Ada says and the reader may only guess that it must
have been a remark' about the impression Estger made on Allan:
I have forgotten to mention -~ at least I have not mentioned
- that Mr, Woodcourt was the same dark young surgeon whom we
had met at Mr. Badger’s. Or,that Mr, Jamdyce invited him to
dinner that day, Or,that he had come. Or, that when they we-
re all gpne, and I said to Ada,"Now, my darling, 1let us have
a little talk about Richardi™, Ada laughed and said - But, I
don’t think.it mattera what my darling sald. She was always
merry (p. 182}.
. The first statement 1is corrected by the second: Esther did
“not forget to mention, and when-she does -mention it, it seems as
if the Information were® drawn from her bit by bit; and yet it
is evident that Esther is pleased and Ada’s unrecorded state-
ment must have been flattering to her. On another occasion, du-
ring the dinner with Mr. and Mrs, Badger, Allan Woodcourt is
’menti?ned only .once, in a casual way. The whole conversation is
centered round Richard’s career since it becomes obvious that he
is not suited for the profession of a physician., Mrs. Badger
‘says: "foung men like Mr. Allan Woodcourt [...] will find some
reward in it through a great deal of work for a very little mo=-
ney, and through years of considerable enduranceand disapboint«
ment® (p. 206), Hobody takes notice of it except Esther who
then feels depressed and sleepless though she does not want
to admit the reason for this even to herself; -
I was_ wakeful and rather low-spirited, T don’t know why.
At least I don’t think I know why. At.least perhaps I do,
but I don’t think is matters (p. 211). |
. It is during the same night that her guardian 1is wakeful,
too, because -.as the reader may guess from what is only im-
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- plied - he thinks of his growing love for Esther, He disclo~-
_8es to her more about her past and their relationship and it is
" here that Esther is puzzled by his reaction to her gratitude for
his fatherly love: ‘
‘"I saw my ward oftener than she saw me", he added, cheerily
making 1ight of it, "and.I always knew she was beloved, use-

 ful and happy. She repays me twenty-thousand-fold,and twen=
ty more to that, every hour in every day!"®

mAnd oftener still", said I, "she blesses her Guardian
vho is a Father to her".,

At the word Father, I saw his former trouble come into
his face., He subdued it as before, and 1t was gone in an
instant, but it had been there,and it had come s0 swiftly
upon my words that I felt as if they had given him a shock.
I again inwardly repeated wondering, *that I could readlly
understand., None that I could readily understand!" No, it was
?rue. I did not understand it., Not for many and many a day

p. 21“’).

“Thus in a counterpoint technique Dickens makes the two lové
relationships, Esther-Allan, Jarndyce-Esther, Interact and com-
bine into one compositional pattern. The reader is drawn into
cooperation with the main narrator who suggests the feelings of
his characters in a way, no doubt, more transparent than Henry
James does in his comp1e¥ moral and psychological dramas, - anda
yet he clearly wants the reader to "write" the story with him.
A similar situation takes place when Allan Woodcourt and his
mother pay a visit to Mr. Jarndyce before Allan’s going to In-
dia. Esther usually writes about him in a stiff and  laconic

way, and while she indulges in her sense of the comic “about
Mrs, Badger she is rather gentle with Mrs. Woodcourt who is
also a fine comic creation. Her emphasis on Allan’s descent,

which rules out a mariage with a person who 1is not his equal
in origin, is painfully felt by Esther as an indirect warning
~ against her having any hopes of ever marrying him, This, howe-
. ver, is never plainly stated only 4implied. The final incident
in which the flowers for Esther are left with Caddy, confirms
what has been suggested throughout, that Allan is in love with

Esther, though she does not dare to believe it, or even to
admit it to herself; that he brought his' mother to see her and
that the mother does not approve of his choice, because she has
higher aspirations for him, which was evident in the dinner scene
and which is stressed again in her later conversation with Esther,
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Esther 1s very careful not to pronouncé Allan’s name when he
is wost intensely in her thoughts and feelings., Her guafdian's
proposal is received with a full sense of gratitude and an
outburst of tears when she is alone = a sincere  manifestation
of her regret. and disappointmenmt., The thought of Mrs. Wood-
court, who had once suggested that Esther ought to marry her
guardian, is the nearest approach to the forbidden ground; the

"memory of the flowers implies a confession about hopes enter-
tained but suppressed, This flux of thoughts is a fine example |
of interior monologue in Dickens: : :

4

"Don’t you remember, my plain dear”, I asked looking at the

glass, "Wwhat Mrs. Woodcourt sald before these scars were
there, about your marrying=-".
Perhaps the name brought them to my remembrance. The

"dried remains of the flowers. It would ©be better not  to
keep them now, They had only been preseived in memory of some-
thing wholly past and gone, but it would be better not to
keep them now (p. 539).

' Since her illness Esther is obsessed with the thought about
" what she calls her disfigurement, and the very obsessiveness of
the idea testifiea to what she does not say - she cannot hope‘
to be attractive to Allan any more. She appreciates her guar-
disn‘s generosity - and she does not fully realize how much he
loves her - but she bursts into tears when she decides to ac-
cept"his proposal because she has +to give up Allan,

The way Dickens manages the triangle JarndycquatherhAllan_
is a consistent” development of his narrative experiment, With
ker sense of duty and her inferiority complex . now confirmed by
her illness Esther becomes in some moments unrelisble in her
comments on the events and the reader must draw conclusions
different from hers, not only to fill out the gaps. Thus when .
she meets Allan after his return from India she misinterprets his
reaction to her unexpected abﬁearance as pity, which is humilia-
ting for her, while the reader understands that Allan is.shocked
ty the traces of illness and suffering she had undergone in
his absence, . Wnile Esther schools herself to be indifferent to
what sche thinks is pity she is unaware that one allusion to

Hetapre® 15 encugh to upset her artificial self-cantrol by
: & 4
toucking what is most deeply and painfully hidden in her COT=

spiny ness, Tt works iike a siprnal .releacing a natural reactlion,
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a conditional reflex, which is beyond control, These are examples
of deep psychological insight not only in Dickens’s novels but
in nineteenth century fiction in ger2ral, before Freud, Here ia
the scene when Esther and Allan speak about Richard: ;

T saw you observe him rather closely", said I. "Do you think

him s0 changed?"® %

"He is changed®™, he returned shaking his head. I felt the
blood rush into my face for the first time, but it was only
an instantaneous emotion, I turned my head aside, and it was:
gone (p. 550).

With all her self-effacement Esther contimually thinks of her
lost beauty, she deceives herself, she pretends to be reconclled-
to her fate while she is not, During Caddy’s 1llness she men-
tions Allan’s visits apparently without emotion, self-disciplined,
pretending to be happy and calm and then the artificiality
of her behaviour betrays hers .

So I went about the house, humming all the tunes I knew; and

I sat working and working in a deaperate manner, and I talked

and talked, morming, noon, and night (p. 605).

She reveals her feelings in some small details which prove
. that Allan is constantly in her thoughts, e.g. when she hears his
voice in a crowd at the harbour while she does not know yet that
he has returned, or when she meets him accidentally during her
pursuit of Lady Dedlock. She notes then: "I knew his voice very
iell'. Her conversation with Jarndyce about Allan sheds more
1ight on the situation between two young people who have never
admitted their love to each other., It is evident that Jarndyce is
sounding her and that he guesses the truth, though Esther 1is
silent or hides her thoughts in indifferent speech. In spite
of their mutual love and respect - or rather because of it =
Jarndyce and Esther hide their thoughts and feelings; they do
not want to hurt each other, but the tension between them grows
steadily until Jarndyce gives Esther up to Allan. The reader sees
chh earlier than Esther that Jarndyce has gliven up his place
to the young man. It becomes obvious in the incident when Es-

ther returns from Richard’s accompanied by Allan, Jarndyce'’s
absence in the place where he used to meet her is a surprise to
her, but not so-to the reader who again hasg to . -*£111 out® or
- complete that part of the story which has Dbeecn only suggested.

Thus - though we are far from Jamesian soghistication - Dickens
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develops a double 1level of narration in Eather's_:memoiral which
serves well his artistic purpose, but he avoids ambiguity and
ln the crucial conversation between the lovers he reveals and
confirms all that has been suggested to and correctly interpre-
ted by an attentive reader.
- Esther’s narrative involves the reader in cooperation with
the main narrator (or, in this case, implied author) both as far
as her own.story is concerned and as far as she is - to use Ja-
mes’s term again - a "reflector®" through whom ‘the main. theme
is illustrated, There are other "reflectors" used within Esther’s
narrative who illuminate the ocentral theme or express opinions
about social and moral problems directly or indirectly- connected
with* the main narrative, e.g. Caddy Jellyby with her condemna=-
tion of her mother’s irresponsibility. The -most interesting
example, however, of this type of commentator is Miss Flite. She
ma¥ be compared to Shakespeare’s fools whose words are the most
sensible coﬁméntary'on the mad world in which the characters move.
It 1is . she who remarks on the working of the system of Law
and on the hypnotic power which seems to draw ﬁeople to. the
Court of Chancery. The author makes her also tell stories within
<cories'® which have an important function in the main narra-
‘tive, e.g. the story of the shipwreck in which Allan distin-
guished himself by his brave behaviour. There is also one charac-
teristic instance when she expresses the opinion of thg author
himself about social distinctions in which Dickens looks far
ahead to the future:
" wiy dear¥, said she,as she carefully rolled up hep scarf and
Zloves, "my brave physician ought to have a Title bestowed -
‘upon him, And no doubt he will. You are of that opinign?"®

That he well deserved one, yes. That he would ever have
D“?’"Sg; not,Fitz ~ Jarndyce?" she asked,rather sharply.

I said it was not the custom in England to confer titles
on men distinguished by peaceful services, however good and
great; unless occasionally, when . they consisted of the
accumulation of some large amount of money. - .
' wyny good graclous®, said Miss Flite, "how can you say
+hat? Surely you ¥now, my dear, that all the greatest orna-

ments of England in knowledge, imagination, active humanity,
and improvement of every sort, are added to its nobility! Look

. B, Haray, Tellers and Listeners, Londcn 1973.
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round you, dear and consider, You must be ramblini a
little now, if you don’t know that this s the
great reason why tltlea will always last in this land!"
I am afraid she believed what she seid, for there were
mts when. she was very mad indead (p. 442-443),

s . uses here a Swiftian reversal of values: what the mad

WG ys is in sharp disegreement with the reality, but it is
a'l 41 if wutopian vision of England. Esther’'s sober com-
men'. makes the ironi® situation still more pointed.

Dickens’s narrative art in "Bleak House®™ reveals him as a
great forerunner of twentieth century masters both in theme and

form. In the impersonal narration he uses the technique of

film-montage, and his dynamic descriptive-narrative péssages un=
fold as if by means of the camera work of a modern film direc-
tor. In Esther’s story he makes an preriment in psychological
narration, he handles the point of view method 1in an original
way dinvolving the reader in cooperation with the narrator and,
together with his further successful experimentation in the nar-
rative method in "Little Dorrit™ and "Great Expectations®, he
anticipates the sophisticated -technique developed by Henry Ja-
mes, Esther’s narrative has also an important function as a
contrast in tone and vision to that of the first narrator, While
the impersonal narrator is overtly ironic, and his irony covers

a wide range of shades from biting and sarcastic to understate-.

ment, Esther’s commentary is often meant as an understate-
ment which, no less that the commentary of the omniscient nar-
rator brings out sharply” the horror 4inherent in the moral and
social situation presented ‘in the novel, Another important dif-

ference between the  two streams of narratich, which contributes _

to the polyphonic effect of the whole novel, is the style, or
rather the variety of ustyles used by the first narrator, 1o
cluding parody and free iirect speach, and the language of Es-
ther - but” this is the == ‘ot for a separate study.
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METODA NARRACJI W "SAMOTNI"

"Samotnia® uwaZana za jedng.z najwybitniejszych powiesci  Di-
ckensa przyclgga uwage krytykéw zardwno ze wzgledu na tresé, jak
i oryginalng rormg. zem z "Malg Dorrit" tworzy tematyczng ca-
Y0s5¢ Jako powles¢ spoleczno-polityczna péiniejszego okresu twér-
czogcl Dickensa. Zawiera ostrg satyrg na sgdownictwo angiels~
kie,a w szersze] perspektywie Jest oskarieniem systemu spolecz-
nego, ktéry niszeczy Jednostke dochodzqcq swych praw i zamienia
w marionetki tych, ktérzy sg mu podporzgdkowani, Artyzm Dicken-
sa w "Sapotni" Jest przedmiotem licznych prac krytykéw amery-'
kariskich i angielskich, Celem autorki Jest zbadanie tych aspek-
téw metaforyki Dickensa, ktdére byly mniej akcentowane lub pomi-
Jene, oOraz metody narracji, a mignowicie "techniki filmowej" 1
narracji w pierwszej osobie, ktdra iest interesujgcym ekspery.
mentem psychologicznym w twdérczosSci Dickensa. W "Samotni" Di-
ckens zastosowal godwéjny tok narrac)i: plerwszoosobowg w czasie
przeszlym (Esther) i narracje w trzecie] osobie w czasie teras-
niejszym (narrator bezoosobowy, wszechwiedzgcy). Autorka analizu-
Je nmetaforyke wystepujgcg w obu nurtach narracji, nastepnie bada
narracje w trzeclel osoble, powolule sie na artykur S, Eisen-
steina ¢ zastosowaniu "techniki montazu"™ przez Dickensa, oraz
krytykdw anglelskich i rozwija analogi¢ migdzy metodq Dickensa a .
filmem. Opowiadanie w plerwszej osoble jest szczegblnle intere-
- sujgcym eksperymentem psychologicznym. Esther - Summerson Jest =
- éwieré wieku przed Henry Jamesem =~ narratorem, ktérego relacja

nie zasluguje w pelni na zaufanie 41 musi byé uzupeilniona przez
wnikliwego czytelnika. W swietle badard nad metaforykq I narra-
ja w "Samotni" Dickens ukazuje sie nie tylko jako wielki mora-
lista =zaangaZowany w Sprawy spoleczne swoich c¢zasdw, ale Jako
_urtysta o© niezwykle bogatej skali srodkéw wyrazu, a dzigki ory-
ginalnofci i nowoczesnosci swej metody artystyczne) -« Jako pre-
gursor wielkich pisarzy korica XIX i XX w. tak réinych, Jak: Henry

-

James, Dos Passos 1 Kafka. -



