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Synopses

One of the critical subjects concerning The Man of Law's
Tale is the teller’s relationship to the tale. In this paper, |
pay attention to Chaucer’ s satirical attitude toward the Man
of Law by examining the characterizations of the two
kings. Scholars have argued about the narrator’s material-
ism or his limited viewpoint. However, in the main, they
treat only Constance, and we should take her two husbands
into greater consideration. To clarify the political position
of the Man of Law, | focus my argument on the narrator’s
handling of the Sultan’s death within its religious and his-
torical context. First, | define the Man of Law’s political
position as a royalist with regard to his emphasis on the
successful conversion of King Alla  King Alla of
Northumberland is treated by the narrator as the idea
Christian monarch manifesting both authority and religious
piety, while the Sultan of Syria is presented as an ill-
starred pagan.  On the surface this point seems to empha-
size the narrator as a royalist one, who supports a divine
absolute kingship. However, the ‘martyr king’ in English
religious and historical writings provides examples similar
to that of the Sultan. Finally, the image of the ‘martyr
king' in relation to contemporary politics is discussed.
Furthermore, its image was used as a political strategy by
Richard 11, whose absolutism is supported by the Man of
Law. The view of the ‘martyr king' thus leads us to the
conclusion that Chaucer mocks the narrator’s political
position as a royalist by means of the latent implications
intricately composed within The Man of Law’s Tale.

Keats's Lamia has been discussed as a confrontation
between the magical enchantment of Lamia and the cold
philosophy of Apollonius. The conflict has been consid-
ered as various forms of allegory, but, about Lamia, there
have been basicaly two contrary views; some critics
regard her as a victim and others judge that she is an evil
woman. At the end of the story, Lamia vanishes since she
is accused of being a serpent. The denouement seems to
be the triumph of Apoallonius's cold philosophy, since he
indicates that Lamia is a serpent who preys upon young
Lycius.

In this paper, | attempt to analyze the process of naming
Lamia a serpent, and question the accusation of Apollo-
nius. The description of Lamia shows that her identity
consists in the continuity of her femininity and her con-
sciousness. The serpent body works as a prison for her.
Even after her transformation from serpent to woman, the
naming by Apollonius and Lycius fixes her as a serpent.
Calling her Lamia, which is the name of a monster, the
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narrator also takes part in labeling her a serpent.

On the other hand, the appearance of the sage Apollo-
nius suggests his malice and his moral ambiguity. More-
over, his depiction by Keats gives the impression that he is
aso a serpent. Since Lamia's womanly love for Lycius
cuts the youth off from his teacher, she imperils the inheri-
tance of wisdom and the authority of Apollonius and the
established society. Apollonius's definition of her as a ser-
pent is interpreted as a countermove to her threat. Keats's
narrator, implying that the champion of cold philosophy is
aso a serpent, makes the final encounter between Lamia
and Apollonius a confrontation between two serpents and,
consequently, creates an emblematic image of the
ouroboros. Lamia' s vanishing is not merely her defeat. As
this act ends the conflict and protects her identity from his
naming, it has the power to challenge the authority of the
social order produced by Apollonius.

The fact that the poor or the laboring population was
equated with the dangerous classes so ubiquitously in
mid-Victorian England not only in literary texts but non-lit-
erary works such as paintings and journalistic writings
inevitably reminds us of the so-called Chadwickian Sani-
tary Idea, which was a priority of the age. The discourse
of public health was operating so as to foreground the
dangerous poor and have them gazed on by a watchful dis-
ciplinary power; in this Panopticon society, the wretched
poor were under strict surveillance all the more because
they were regarded as a potentially evil presence as Chad-
wick s Sanitary Report took pains to reveal.

In this essay, by focusing especially on the coincidence
of the genesis of Dickens s novel (Bleak House, 1852—53)
and Brown s Work (1852—65), the egotism of bourgeoisie
and aristocracy is examined in detail. Put differently, the
novel s and the painting s involvement in, and obsession
with, the Sanitary Idea are discussed, bearing in mind that
both the novelist and the painter highlighted poor orphans,
thereby foregrounding the evil existence in such foul,
insanitary slums as the imaginary Tom-all-Alone s and the
real St Giles which Dickens is said to have used as a
model. The marks on Esther s face, however, metaphori-
cally disclose her mother s sinful sexual relations with
Nemo, which finally lead to Lady Dedlock s downfall.
The novel thus embodies its fearful message: Tom has his
own revenge via the infection and contagion upon the
proudest of the proud through every level of society.

Meanwhile, the objective correlative of the Sanitary
Idea in the picture may be seen in the juxtaposition of the
poor orphans in the foreground, and the construction of
waterworks in the background which the painter witnessed
in July 1852. What is more, in the far background of the
picture, it is possible to glimpse the horrible condition of a
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slum like St Giles from which the orphans probably came,
and interestingly, St Giles was the arena of Hogarth s cele-
brated pair of prints, Beer Street and Gin Lane, both of
which had an unquestionable influence upon Work.

The most characteristic feature of Tess of the d’ Urbervilles
(1891) is its pattern of repetition. The various episodes in
the novel seem to show only one thing: an inescapable pat-
tern of crime and punishment for the protagonist. The ret-
ributive justice of Providence, as the Aeschylean phrase
“President of immortals” suggests, works in the same way
in Tess as in Agamemnon or Promethus Vinctus, both of
which Hardy had read in his youth.

In this essay, | attempt to trace the primal cause of
Tess's tragedy back to this repetitive pattern. This pattern
is emphasized by the use of genealogical family history in
the text. In Tess, the dominance of a Metaphysical Power is
also presented through the determinism pervading the life
in Marlott. It is not only indifferent, but even malignant
towards human beings' happiness, a happiness which they
nevertheless struggle dialecticaly to attain, in spite of the
tragedies, which the malignant divinity inflicts. Such an
attitude in Hardy is best described by Gillian Beer's phrase
“Romantic materialism.”

Hardy admits, in his preface of 1912, that, in his novel
“objectless consistency has never been attempted.” For
him, novels are “mere impressions of the moment.” In
Tess, this philosophy has been put into practice. In other
words, his kind of humanism is “simply” represented
through the juxtaposition of tragedy with human happiness.

As many critics have suggested, Tess is like a modern
Prometheus. Since ancient times, Prometheus was consid-
ered bound, but in the early nineteenth century he was
unbound in Shelley’s poem. Again, in 1891, the history of
Prometheus is represented through the body of Tess. Tess
embodies both tragedy (being bound) and the possibility of
happiness (being unbound) in herself.

However, we must not forget the fact that Tess is only
one “mark” in the long history of Prometheuses, past, pre-
sent, and future. The history of Prometheus repeats itself
endlessly. In Tess, Hardy's view of this historical
dynamism is powerfully presented.

SHIRON N0.39 (2000)

The Legend of the ‘Martyr King':
Political Representation in The Man of Law's Tale

Akio Kikuchi

Recent critics have worked on socio-political interpretations of Geof-
frey Chaucer’s poetry. The Man of Law's Tale, especially in the late
1990s, claimed contemporary critical attention with regard to genre,
orientalism and gender. Its mixture of history, religion and romance
produces the problem of genre. The Man of Law's Tale is based on an
episode of Nicholas Trivet's Chronicle, written by a monk for a nun-
nery in the late thirteenth century. The story develops with repetitions
of her trials and miraculous adventures. In addition, its setting in Syria
has provided useful materia for a study of medieva orientalism.! The
representation of the heroine is, at the same time, dealt with by many
critics.

A brief look at the story will be useful. The Man of Law's Tale cen-
ters on the heroine's adventures. Constance, daughter of the Roman
Emperor, is at first sent to Syria to marry the Sultan — who converts
from Idlam to Christianity. However, his deceitful mother, the Sul-
taness, murders all the Christians, including her own son. Constance,
aone in a small boat, floats al the way to the coast of Northumber-
land. There, she introduces Christianity to the natives, and marries the
king of Northumberland. Unfortunately, she is once again set adrift
with her little child through the guile of Donegild (King Alla’s sinful
mother). She meets the Roman Army and finally discovers her hus-
band again at Rome, where she understands his guiltlessness. The tale
ends with her fina return from Britain to Rome after King Alla's
death.

Constance’s repeated adventures are held to follow the motif of the
‘innocent calumniated queen’, which is often found in medieval
romances (Schlauch 156-58). The more important point to notice is
that the pious heroine’s passage has been generally taken as hagiogra-
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phy. Michael R. Paull, for example, argues that the conventions of
female saints' legends are elsewhere found in The Man of Law's Tale
(184-87). Asfor her Christian aspect, V. A. Kolve minutely analyzes
the iconographic history of the ship and regards Constance’s voyage as
a metaphor of the Roman Church (302-56). Some scholars compare
Constance’ passion with that of Griseldain The Clerk’s Tale (Baldwin
183-89; C. Benson 160-63). Helen Cooney, on the contrary, main-
taining that divine manifestations and miracles were important for
medieval historians, lays emphasis on its sharing with the conventions
of historical writings (266-68). Although interpretations vary accord-
ing to which genre critics attach most importance to, it is generaly
remarked that The Man of Law’s Tale concerns a mixture of religion
and history. These critics have in general paid attention only to the
main plot of the heroine’s adventures; the other characters, especialy
King Allaand the Sultan, have remained overlooked.

The figure of the Man of Law and his relationship to his tale have
also been important subjects of debate. He seems to be an improper
person to be telling such areligious story, for in the General Prologue
and the Introduction to The Man of Law's Tale Chaucer describes him
as a layman rather than an ecclesiastical figure like the Parson or the
Clerk. To explain such an ambiguous relationship, some have detected
economic and materialistic elements in The Man of Law's Tale which
make it appear more suitable for its narrator. Laurel L. Hendrix con-
siders the exchange of the heroine as a form of metaphorical coin
(151-62). Yet their articles are in the main concerned only with the
heroine. Few critics have given any special heed to her husbands,
King Alla of Northumberland and the Sultan.

However, it seems to me that the Sultan of Syria and King Alla of
Northumberland play more important roles in the story than scholars
have previously thought. Their characterizations are clues for an
understanding of the intertwining of religion and history in The Man of
Law's Tale and, furthermore, of the narrator’s own political position.
From a larger historical viewpoint, the Sultan’s death is of no less
importance, while the Man of Law’s emphasis on the King of
Northumberland is meaningful. 1f we consider the cultural and the
political background of the Sultan’s tragedy, what relationship it has to
the narrator and what attitude Chaucer adopts toward him will become
clear. To clarify the characterization of the Man of Law, | would like
to engage with his handling of the Sultan’s death in the following sec-
tions. First, | will define the Man of Law’s political position with ref-
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erence to his emphasis on the successful conversion of King Alla
Next, the representation of the Sultan will be compared with that of
the ‘martyr kings' in the English religious and historical writings.
Finally, the relationship of the image of the ‘martyr king' to contempo-
rary politics will be discussed so as to decipher the political implica-
tions complexly compressed by Chaucer into The Man of Law's Tale.

It is hardly possible to neglect the characterization of the Man of Law
when we explore the tales. The Man of Law’s livelihood concerns
only worldly business, while the mixture of religion and history is
peculiar to The Man of Law's Tale. Why does Chaucer appoint him to
tell such atale? We can perhaps explain the reason clearly if we look
a the Man of Law’s own profession. In this section, | will treat the
problem of the Man of Law’s characterization with reference to King
Alla.

Critics generally agree on the point that the narrator tends only to be
involved in secular affairs. What is more, they question the Man of
Law's morality. Some scholar even find some satiric points in the
description of the Man of Law. Concerning his morality, there is
Chaucer’s implication of his desire for wealth. In the General Pro-
logue, the poet describes the Man of Law as.

So greet a purchasour was howher noon:

Al was fee symple to hym in effect;

His purchasyng myghte nat been infect.

Nowher so bisy aman as he ther nas,

And yet he semed hisier than he was. (A 318-22)

The fact that he is so “greet a purchasour” shows that he is materiaistic.
Asfor his*“purchasyng”, Richard Firth Green notices Chaucer’s satire on
the lawyer’s shrewdness concerning family inheritance (304-5).
Similarly, Ann W. Astell, in “Apostrophe, Prayer and the Structure

of Satire in The Man of Law's Tal€”, argues that the Man of Law’s fre-
guent apostrophes suggest he understands only the superficial results
of the divine interventions, while Constance never doubts God's
mercy:

The Man of Law is incapable of understanding providence as

God's plan for man’s eternal salvation, a loving plan that stands

behind all events, even the most painful ones.
(“Apostrophe” 94; italics mine)
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Astell’s point is worth noticing because the Man of Law’s peculiarity
is his sagacity. In the General Prologue he is depicted as the lawyer
who understands all the cases:

In termes hadde he caas and doomes alle

That from the tyme of kyng William were falle.

Therto he koude endite and make a thyng,

Ther koude no wight pynche at his writyng;

And every statut koude he pleyn by rote. (A 323-27)

Chaucer’s point about the Man of Law is to represent him as a profes-
sional lawyer with much knowledge of the cases back to the Norman
Conquest. Astell demonstrates that Chaucer successfully makes an
insinuation about the narrator’s partially limited view. However, along
with other explicators, Astell mainly puts emphasis on Constance and
seldom refers to her husbands.

Whether he is regarded positively or not, the Man of Law is gener-
aly held to be a lawyer of the common law though what position he
holds is unclear.? Joseph Hornsby recently examined the relationship
of the teller to the tale in terms of the origins of the common law in
relation to King Alla’'s marriage to Constance. He convincingly casts
a light on the tale as a possible strategy for authorizing the Man of
Law’s profession:

Notably, the law of the “Man of Law’s Tale” is the common law.
Its divinity isinsisted on not just in the way God works through it,
but also in the law’s central role in ensuring that Britain was
Christianized. . . . Even whilein the safekeeping of heathen rulers,
the law remained God's instrument. In this way, the “Man of

Law’'s Tale" dramatically attests to the divine origins of the com-
mon law, and perhaps as well to that of his profession. (132)

According to Hornsby the marriage between King Alla and Constance
is a symbol of the unification between English common law and the
divine law. His argument provides a starting point for surveying the
religious and historical viewpointsin the narrator. His seeking the ori-
gin of the common law provides a historical basis for The Man of
Law's Tale, and its divine authorization results in his treatment of the
Christianization of England.

Let us consider the King Alla and the Sultan. They have some
aspects in common, for both convert from paganism to Christianity
and as a result suffer from their sinful mothers wickedness. The
important point is, however, the difference in their lots. The Sultan is
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murdered by a trick of the Sultaness, while King Alla lives happily
with his wife and his son. What does their difference derive from?
What explanation does the Man of Law give for it? It seems to me
that he demonstrates a deep concern for the combination of political
and religious elements in the two kings.

Thefirst thing to notice is that the Man of Law delineates the strong
kingship of King Alla. The king first appears in the narrative when
Constance isfalsaly accused by avillainous knight®:

This constable was nothyng lord of this place

Of which | speke, ther he Custance fond,

But kepte it strongly many awyntres space

Under Alla, kyng of al Northhumbrelond,

That was ful wys, and worthy of his hond

Agayn the Scottes, as men may wel heere;

But turne | wole agayn to my mateere. (B! 575-81)

Here the teller illuminates Alla's political authority. Alla not only
establishes his supremacy in his own region, but also has ascendancy
over the neighboring tribesin Scotland.* It is suggested that his power
derives from his own virtue because he was “ful wys and worthy”.
Needless to say, King Alla is a pagan just as are the others in
Northumberland. Heissimilar in this point to Theseus in The Knight's
Tale as being a good pagan ruler. In other words, the Man of Law
appreciates King Alla’'s political ability even though he is a pagan at
this stage.

It isworth noticing that as Alla becomes more mature as a Christian
after he marries Constance, his authority gains in strength. The pun-
ishment of his sinful mother is a conspicuous example of his power
when united with religion. After he returns from the expedition to
Scotland, the king realizes all the stages of the wicked plot concocted
by Donegild, who succeeds in compelling Constance and Maurice to
relinquish Northumberland. King Alla vehemently denounces and
punishes her (B! 893-96). Donegild is condemned to death as atraitor
to her “ligeance” which means “allegiance”. The narrator addresses
her:

O Donegild, | ne have noon Englissh digne
Unto thy malice and thy tirannye!

And therfore to the feend | thee resigne;
Lat hym enditen of thy traitorie! (B 778-81)

The narrator’s apostrophe claims that Donegild is to be blamed for her
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political and religious plotting. The fate Donegild is forced to accept
is “meshance’. This word is aso used in the Roman expedition to
Syria

For which this Emperour hath sent anon

His senatour, with roial ordinance,

And othere lordes, God woot, many oon,

On Surryens to taken heigh vengeance.

They brennen, sleen, and brynge hem to meschance

Ful many aday; but shortly — thisisth’ende —

Homward to Rome they shapen hem to wende. (B* 960-66)

The Roman expedition isin an allegorical sense similar to Alla's slay-
ing of hissinful mother, for both of them destroy the enemies of Chris-
tianity as an expression of God's ire. It may be concluded from this
evidence that Christianity and political power are united in the figure
of King Alla.

Such an authorization of King Alla's kingship is meaningful if we
take its historical background into consideration. Its unification forms
a basis for the Man of Law’s political position. Paul A. Olson offers
more political views about the Man of Law’s relationship to his narra-
tive. He analyzesthe figures of two kingsin relation to medieval theo-
ries of kingship. The Man of Law represents the absolute kingship of
King Alla while Theseus' Athenian parliament in The Knight's Tale
can be construed as a consultative kingship (Olson 85-92). King
Alla’'s marriage to Constance is a metaphor for the inviolable abso-
lutism which Richard Il, Chaucer’s monarch, vociferously claimed to
wield over the magnates and the upper nobles, who instead hailed the
latter type of kingship (Olson 86-89). He also surmises that Chaucer
makes the Man of Law reved thisroydistic view in histale:

In the Canterbury Tales, the Sergeant at Law—eligible by role
to be a justice of the King's bench or of the common bench but
presently representing royal justice in the assize courts—presents
the royalist, theocratic position. He does so in his Man of Law’s
tale . . . through a narrative account, purporting to be history, of a
model monarch married to the saint who converts England.  (90)

According to Olson, the relationship between the teller and the tale
depends on this legal controversy about what good kingship should be.
Although it may be possible to assume that the Man of Law isaroyal-
ist, does his tale fully support Olson’'s argument? In other words, can
the teller achieve the divine authorization of kingship?

Asfor King Alla, the Man of Law’s claim is fully acceptable. Alla
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unifies political ability and religious authority into his own person.
His figure may be regarded as a personification of ideal kingship. The
narrator seems to address the king (as an imagined reader) and to
embody the wished-for sovereignty. In fact, the narrator tells how the
happiness that King Alla and Constance welcome does not last long.

For Deeth, that taketh of heigh and logh his rente,

Whan passed was a yeer, evene as | gesse,

Out of thisworld this kyng Alla he hente,

For whom Custance hath ful greet hevynesse. (B 1142-45)

These most blissful days for the king of Northumberland last for no
more than one year because his death prevents him from enjoying the
happy life. Constance returnsto Rome. If Constanceis an allegory of
the Roman Church, King Alla’'s death and Constance's departure may
bode ill for Northumberland. The narrator, however, refers to the
sequel of histale, for he mentions Allaand Constance’s child:

This child Maurice was sithen Emperour
Maad by the Pope, and lyved cristenly;
To Cristes chirche he dide greet honour. (B! 1121-23)

Here, the narrator ends by removing any ominous atmosphere which
had begun to prevail at the end of his tale. The royal succession
indeed brings England both Christianity and at last some political
advancement.

Such a story might have been a panegyric to Richard. As Olson
notes, the monarch himself tried to claim a divine authority. Indeed,
as Constance is the Roman Emperor’s daughter, Anne of Bohemia,
Richard's well-beloved queen, was the sister of the emperor of the
Holy Roman Empire. Richard’s love for his queen was so deep that at
her death he became a tyrant with his mind in despair (Thomson 160).
The Man of Law’s tale of King Alla and Constance then can be seen
as aeulogy for the benevolent marriage life of Richard and Anne.

It seems possible from these descriptions to assume that the Man of
Law was an established royalist who is quite faithful to his supreme
sovereign. The narrator thus emphasizes King Alla as an ideal Chris-
tian monarch with religious piety and political authority. Asfar as he
is concerned, there seems no flaw in Hornsby’s or Olson’s interpreta-
tions. Chaucer here lets the teller describe a personified idealistic
king. However, the Man of Law’s position, | think, will become prob-
lematic when we turn our eyesto the Sultan.
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Many scholars have referred to Constance as a female saint. On the
other hand, the Sultan has been seldom regarded as a Christian
although some admits that Chaucer shows sympathy towards him.
Morton W. Bloomfield puts emphasis on Chaucer’s tolerant descrip-
tions of the impending Saracen conversion (309-10). Recently, the
Sultan and Syriain The Man of Law's Tale have attracted critical atten-
tion concerning orientalist representation. Susan Schibanoff, main-
taining Chaucer’s treatment of the Sultan as the *Other’, argues that
the narrator represents the Saracen and women not as heathens but as
heresies inside the orthodoxy, which were more detestable to orthodox
Cathaolic beliefs in the Middle Ages (61-62). Kathryn L. Lynch keeps
an eye on Chaucer’s using of the cultura difference of East and West
as a “way of talking about larger issues of freedom and constraint in
storytelling” (410). My standpoint is near to Bloomfield or Lynch,
though | agree that the Man of Law and his tale are definitely part of
medieval orientalism. Nevertheless, the tragedy of the Sultan does not
mean only Chaucer’s cultural liberalism. | would rather demonstrate
how the Sultan has elements of a Christian monarch. If we compare
the Sultan’s death with royal figures in the religious and historical
writings, it will be clear Chaucer implies that the Sultan follows the
example of the ‘martyr kings' in medieval England.

The Man of Law obviously portrays the Sultan as a meek and mild
man. The story begins with the Syrian merchants’ journey to Rome.
There they hear about the beauty and chastity of Constance. When the
merchants come back to Syria, the Sultan invites them to his court “of
his benigne curteisye” (B! 179). The narrator refers to the Sultan's
being wounded to the heart by imagining Constance’'s beauty (B!
183-89). If we contrast such a conspicuous feature of the Sultan with
the emphasis on King Alla's personal strength, the Man of Law’s rep-
resentation unmistakably conveys the impression that the Sultan,
though courteous, is intensely introverted and weak. His infatuation
with Constance leads to his political fragility, for he heavily depends
on parliament to settle his marriage:

And he answerde, “Rather than | lese
Custance, | wol be cristned, doutelees.
| moot been hires; | may noon oother chese.
| prey yow hoold youre argumentz in pees,
Saveth my lyf, and beth noght recchelees
To geten hire that hath my lyf in cure,
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For in thiswo | may nat longe endure.” (B! 225-31)

Here he clearly declares that he accepts Christianity. The Sultan
describes himself as in a state of ‘wo’ and in need of urgent remedy
for his lovesickness. His dependance on his parliament consequently
implies that his kingship is not absolute. The Sultan, in this sense, is
like the lover in a Petrarchan poem. If we compare King Allato The-
seus, it is aso possible to regard the Sultan as a lover like Troilus.
The Sultan is thus represented as an amorous, meek and, even more,
politically weak man by the narrator.

Different from the case of King Alla, the Sultan’s conversion con-
tributes to his kingship in no respect. The Syrian parliament, approving
of the Sultan’s request, finaly decides to accept Chrigtianity (B!
233-38). The narrator spesks about the condition of the agreement (B*
239-243). The conversion adds no authority to the Sultan since the Sul-
taness easily succeeds in sabotaging the conversion in Syria. The teller
likens his tragedy to those of Greek mythology and Roman history:

In sterres, many awynter therbiforn,

Was writen the deeth of Ector, Achilles,

Of Pompei, Julius, er they were born;

The strif of Thebes; and of Ercules,

Of Sampson, Turnus, and of Socrates

The deeth; but mennes wittes ben so dulle

That no wight kan wel rede it atte fulle. (B* 197-203)

The figures that he mentions here are in the main pagan heroes in the
Trojan War or great Roman rulers. This is interesting enough when
we consider the description of the Sultaness, who is compared to Bib-
lical figureslike the serpent (B! 360—-61). While the Man of Law char-
acterizes the Sultaness absolutely as the enemy of Christ, he sheds
light only on the unfortunate pagan aspect of the Sultan.

The Sultan, however, though described by the Man of Law as a
pagan, is obscurely provided with a Christian aspect at the same time.
This will be explained when we analyze the religious and historical
writings. Medieval legends of saints often include worshipful kings,
who died holy deaths as martyrs for Christianity mainly in the Anglo-
Saxon period. Such ‘martyr kings' had importance for political ideol-
ogy especialy in Chaucer’'s age. To examine the ‘martyr king' will be
to clarify what attitude the Man of Law adopts toward his contempo-
rary monarch. When we locate the Sultan’s death in this context, the
Man of Law’'s royalism becomes problematic. However, before we
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discuss these political implicationsin The Man of Law's Tale, it will be
necessary to deliberate upon the saint’s legends and an English chroni-
cle concerning the ‘martyr king' in order to evince the similarities
between them and The Man of Law's Tale.

There were kings who were eminent for their sacred lives, pious
behaviour, or, particularly, their martyrdoms in the early Middle Ages.
Some kings were even canonized. South English Legendary, the
anthology of saints' lives which is thought to have been written at the
end of thirteenth century, provides exemplars of the ‘martyr king'.
Notable instances are the legends of King Oswald and of King Edward
the Martyr. Both legends focus on the cruel destinies of reverent
kings. King Oswald was the King of Northumberland in the six cen-
tury and was renowned for his faith.> He perished by the sword of the
pagan Saxons:

.. *hy [pagan Saxons] smite togadere faste
Ac seint Oswold isHolyman « aslawe was attel aste
And imartired of islu er men « for oure Louerdes loue
(“St. Oswald” 33-35)

Hereit is stressed that Oswald is killed for the love of God by the hea-
thens. In other words, Oswald is described as a martyr. Also in The
Man of Law's Tale, the narrator describes the Sultaness's insistence on
Islam: “Makometes lawe” (B! 336). The Man of Law deftly depicts
her as an obstinate heathen. So the Sultan is equivalent to King
Oswald in being slaughtered by the pagans.

Edward the Martyr’s fate is more strikingly parallel to the Sultan’s.
Edward was the young king of England in the tenth century and a
descendant of Alfred the Great. He came to a violent end by his step-
mother, when he stayed at the castle of his half brother, Aethelred.
Adfthryth, Edward’s stepmother, to make her own son the king, had
him murdered by her maleficent servants. The situation has much in
common with the Sultaness and her parties. In The Man of Law's Tale
the Sultaness conspires against the Sultan with her sympathizers. The
Man of Law graphically narrates their riotous gathering. The Sultaness
appeals the trick to deceive the Christian party:

“We shul first feyne us cristendom to take —
Coold water shal nat greve us but alitel —
And | shal swich afeeste and revel make
That, as | trowe, | shal the Sowdan quite. (B! 351-54)

The Sultaness suggests to the Sultan that he should hold a great feast
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to celebrate his marriage to Constance and the conversion of al his
people. Just as the Sultaness colludes with her rascals, Edward’s step-
mother feigns to entertain the victim king at their castle:

Pe luper men he[o] clupede sone *pat were at hure rede
And bispeke bi wuch felonie  do pis luper dede
Po pis holyman was ney icome * pe quene azen him zeode
Wib fair manie & gret honur ¢ & gret loue him gan beode
Pe feste pat he[o] wip him made ¢ no tonge telle ne may
And swor bat he ssolde alizte « & wip hure bileue alday
(“St. Edward the Elder” 61-66)

The feasts in both texts form the occasions for bloodshed. The fact
that the ruthless murderers are their mother (or mother-like figures)
also emphasizes the similarity between the fates of the Sultan and
Edward the Martyr. The next quotation is about how the regicide
takes place:

... *bo me is wombe rende
As luper he was as Iudas ¢ pat so fellich him custe
And wib tricherie is wombe rente ¢ ar he it euere weste
Po pis holyman ymartred was ¢ . . .
(“St. Edward the Elder” 84-87)

Here his death is patently described as a martyrdom. The death of
King Edward sufficiently reminds us of the Sultan’s fate:

This olde Sowdanesse, cursed krone,
Hath with hir freendes doon this cursed dede,
For she hirself wolde a the contree lede.

Ne ther was Surryen noon that was converted,
That of the conseil of the Sowdan woot,
That he nas al tohewe er he asterted. (B! 432-37)

The massacre of the Christians is as disastrous as Edward’s martyrdom
since both of them are murdered without the least resistances. In both
cases, the assassinated kings are worshipped devoutly in the later
period as saints. In this sense, to be martyred is away to produce reli-
gious value for aking at the cost of his own death. Thisis a constant
pattern that can be readily found both in the hagiographies and in the
chronicles. Such similarities between the ‘martyr kings' and the Sul-
tan, though not apparently represented by the narrator, suggest that
without doubt he isto have the aspect of a martyr.

Examples parallel to the Sultan’s disastrous death are also found in
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the English chronicles. Robert of Gloucester’s The Metrical Chronicle,
which is thought to have been completed by the monk in the later thir-
teenth century, treats the history of England from the settlement of
Brut, the legendary founder of Britain, to Henry |11, his contemporary
monarch. Robert of Gloucester also narrates the martyrdoms of King
Oswald of Northumberland and King Edward the Martyr. King
Oswald was unfortunately slain in the battle against Penda, king of
Mercia

Seint oswald & pe duc penda« an bataile nome ¢

Penda pere pe luper duc « in batayle slou

& Martred seint oswald « & al isbody to drou
& mony apousend of ismen ¢ aslawe ek per weres (4973-76)

King Oswald’s misadventure as king of the Saxons contributes to the
rightful succession of England by his tribe since the medieva chroni-
cles had the idea that Christianization was inevitable for the authoriza-
tion of the ruler of Britain. Turville-Petre proposes that the chroniclers
regarded highly a religious approval for the succession of kingship
(85-91). For example, in Robert of Gloucester’s chronicle, “[i]tisthe
progress of Christianity that represents the unifying principle in the
transition from British to English history” (Turville-Petre 89). King
Oswald’s agonizing death can then be evidence of an English right to
inherit Britain from the Britons, since “[tlhe martyrdom of the
‘holimon’ Oswald seals the fate of the Britons’ (Turville-Petre 90).
Oswald’'s martyrdom can be construed as a self-sacrificia behavior
meant to assure his race of the inheritance as well as to attach a reli-
gious value to his sad end.

The effect of such a martyrdom is not limited to the martyr king's
own body. Its significances are reversely cast upon the murderers.
King Edward, who had a half brother, became king as a boy and was
eventually killed by his stepmother (The Metrical Chronicle 5850-66).
Edward’'s martyrdom is followed by Aethelred’'s accession to the
throne, but during his reign England suffered the armed invasion from
the North (6086-96). So Edward's fate consequently implies the ensu-
ing political disturbance and disorder. Robert of Gloucester here indi-
cates that to kill a ‘holy king’ may produce a bad result. These
baptisms of blood are matifs which the chronicles and hagiographies
shared in the fourteenth century, but in the chronicle their political
implication is placed more clearly in the foreground.

The important point, however, is that although these elements could
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be enough to frame the hagiography of the Sultan, the narrator does
not intend to tell it like this since he evidently represents the Sultan as
a non-Christian. As for martyrdom and the Sultan, it is noteworthy
that the teller indeed alludes to the ‘saint’s legend’ of Love in the
Introduction to his own tale. Here he names the heroines in The Leg-
end of Good Women:

“In youthe he [Chaucer] made of Ceys and Alcione,
And sitthen hath he spoken of everichone,
Thise noble wyves and thise loveris eke.
Whoso that wole his large volume seke,
Cleped the Seintes Legende of Cupide,
Ther may he seen the large woundes wyde
Of Lucresse, and of Babilan Tesbeg; (Bt 57-63)

These women are paragons of morality for the Man of Law while he
condemns a story of incest like Canacee or Apollonius of Tyre (B!
77-85).5 Yet it is impossible to neglect that these martyrs for Love,
like Lucretia or Thisbe, have a similarity with the tragedy of the Sul-
tan. As | have argued, the Sultan is characterized as a gloomy lover
like Troilus. Considering such a preoccupation in his love for Con-
stance, the Sultan’s death may be construed as a case like Thisbe's or
Lucretia's, but not, it seems, like those of the Christian ‘ martyr kings'.
The Sultaness's daughter of the Sultan has in common the killing by
the heathens and the royal relatives. The Man of Law disregards the
Sultan’s Christianity. Such an attitude in the teller will prove problem-
atic when we consider the relation between the ‘martyr king’ and the
contemporary political scene. The connections, which will be dis-
cussed in the next section, are important for our reexamination of the
Man of Law’s position as aroyalist.

v

The image of the ‘martyr king’ was not confined to the field of reli-
gious literature or chronicle. This emblem was not only presented as a
literal icon, but also as materia for a more practical political strategy
in late fourteenth-century England. The Man of Law’s narrative
unconsciously reveals an ambiguous implication in the ‘martyr king’
as it describes the Sultan’s death. |f we survey the image as used in
royal policy, Chaucer’s implied comment on the Man of Law’s politi-
cal position will be clarified.

Although the controversy about the date of The Man of Law's Tale
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has not been completely settled, the probable date can be confined to
the earlier half of the 1390s. Helen Cooper, for instance, suggests that
around 1390 would be a possible date (125). These years were signifi-
cant for the political crisis in the court (Thomson 151-58; Tuck,
Crown and Nobility 186-99). The struggle between the king, Richard
I1, and the magnates so intensified that the latter, described as the Lord
Appellants (Thomas of Gloucester, the earl of Arundel, Henry of
Derby, the earl of Warwick and the earl of Nottingham) even intended
to dethrone the king (Tuck, Crown and Nobility 186-87). Their hostil-
ity rose because of the taxation and the king's partia patronage for his
favorite courtiers (Thomson 152-54). It isinteresting that, as Anthony
Tuck points out, the king's and the Appellants’ discourses were both
based on the palitical past of England during the tumult:

The king's approach to government in the 1380s, and especialy in
1385 and 1386, is notable for its resemblance to the methods
adopted by Edward Il in the last decade of his reign. The resem-
blance was in all probability intentional. . . . In both the methods
of government and the rhetoric of political argument the first half
of Richard’s reign was characterized by arecalling of the events of
Edward II’sreign. (Tuck, Richard Il 71; italics mine)

Thereign of Edward I, Richard's great-grandfather, shared many sim-
ilarities with that of Richard, such as *his use of the chamber, its close
connection with the secret seal, and his realization of the ability and
administrative potential of the clerks of the chapel royal” (Tuck,
Richard Il 71). Edward Il was also in conflict with the magnates,
especially Thomas of Lancaster (Tuck, Crown and Nobility 70-72).
So Richard and the Appellants consciously played out the drama of the
conflict between Edward 1l and the magnates. According to Tuck, at
the king's refusal to hold parliament, the nobilities went to meet
Richard at Eltham in October 1386 and told him of the necessity for a
parliament:

The final and most telling point of their speech was their assertion
that the community had the right to depose aking . . ., an oblique
but unmistakeable reference to the deposition of Edward 1.

(Tuck, Richard Il 103)

The magnates, implying that they had the sasme ideafor Richard, here
alluded to the fate of Edward.

It isin this political milieu that the ‘martyr king' was deployed as
an image for the king. Richard intentionally played the role of Edward
I1, asif he had taken part in the drama of the disturbance at court. The
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‘martyr king', the conventional symbol in hagiographies and chroni-
cles, was practically promoted by Richard, for through his worship of
Edward Il he attempted to have him canonized (Tuck, Richard Il 71).
To patronize Edward |l as his royal saint was in a sense a religious
strategy for Richard to authorize his own policy. Edward Il was
dethroned (and may have been killed) by his queen, Isabella and his
magnate in 1327 (especially Roger Mortimer, the earl of March). If
we turn our minds to Edward's last days, it is possible to see that
Richard might have regarded him as a‘martyr king’ like King Oswald
or King Edward the Martyr. As| have pointed out in the previous sec-
tion, their deaths not only produce religious value via martyr’s holi-
ness, but also imply the following subsequent calamities for the
country and even the murderers themselves. As well as a divinely
authorized kingship, the martyrdom could undeniably have provided
Richard with a means of resistance. AnnW. Astell rightly comments:

Indeed, Richard must have been conscious early in his reign that
his fate might well be a “martyrdom” like Edward's, should he
insist, in theory and practice, on the roya prerogative of the king
as God' s anointed. (Political Allegory 106)

To put it differently, Astell interprets Richard's life as the story of a
‘martyr king', one which Richard himself played out for his own pur-
poses. Such aworship of the ‘martyr king’ by Richard 11 isindispens-
ableto an interpretation of the political meaning in The Man of Law’s
Tale. If to behave like Edward Il — namely, to be a ‘martyr king'—
was Richard's passive defense against the magnates' threatening, the
Sultan’s death could equally count as the political performance of the
‘martyr king’ role.

Chaucer might well have grasped the political situation. Astell also
claims that Richard worshipped not the brave and militaristic kings
like Richard |, Edward | or Edward 111, but the more meek and con-
templative kings like Edward |1 or Edward the Confessor.” The king
entertained a deep veneration for Edward the Confessor and added a
new section to Westminster Abbey which was originally founded by
the Confessor (Astell, Political Allegory 103-5). Chaucer himself was
linked to this royal policy. The poet was appointed as a clerk of works
at Westminster Abbey, the Tower of London and other castlesin 1389
and 1390 after Richard re-established his authority (Crow and Olson
402-13). Chaucer’s own political position is not clear, but it is possi-
ble to assume that he had knowledge of the conflict between the king
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and the magnates in 1386, since he attended the parliament in October
(Crow and Olson 364-69). So it may not be inconceivable that
Chaucer could have used this political disturbance as one of the
sources for his character’stale.

If the ‘martyr king was an important image for the present
monarch, what does the tragic death of the Sultan mean? The Sultan
shares features with Richard 1l. The Sultan, like King Alla, marries
the daughter of the Roman Emperor while Richard’'s queen came from
the family of the Holy Roman Empire. That the Sultan isfinaly killed
by his mother reminds us of the tragic death of Edward the Martyr and
Richard’'s coming fate. It is true that in the earlier 1390s Richard 1l
had not yet been murdered, but there was a strong possibility of his
being dethroned and even worse, his death at the hands of royal rela-
tives like Thomas of Woodstock (Richard’s youngest uncle) or Henry
of Derby (Richard’s cousin).

As | have argued in the previous section, the Man of Law can be
construed as a royalist, concerning his exaltation of King Alla's
authority. | think, however, that here lies Chaucer’s satire on the nar-
rator. The fact that he hardly views the Sultan as a ‘martyr king' is a
problematic point for his royalist aspect. His narrative discloses that
he is unaware of Richard’s other strategy which was of much impor-
tance whereas in the description of King Alla the Man of Law seems
to succeed in fashioning himself as a royalist, who tells the story of
absolute divine kingship.

When we consider such political connotations, we can assume that
Chaucer’s satire lies not only in the teller’'s materialistic attitude or his
limited earthly viewpoint, as critics have observed. Hisirony is also
aimed at the narrator’s ignorance of the ‘martyr king’ theme — a con-
ventional motif in the religious, historical, and political narratives.
The Man of Law, in Astell’s phrase, is not only “incapable of under-
standing providence” (“Apostrophe” 94) but also unable to recognize
the latent meaning of the ‘martyr king'. Even if the Man of Law
loudly tries to promote an absolutist kingship for Richard, his narrative
reveals that his attempt is incomplete because he neglects the religious
and political significance of the ‘martyr king’ strategy which Richard
himself adopted. It is such a limitation in his understanding of royal
policy that Chaucer mocks. In short, the Man of Law is more incom-
plete aroyalist than he seemsto be.

It can be concluded that Chaucer satirizes the Man of Law’s politi-
cal position. The satire lies precisely in the representations of the two
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contrastive kings. King Alla of Northumberland is described by the
narrator as an ideal Christian monarch with authority and religious
piety, although he highlights the Sultan of Syriaasanill-starred pagan.
However, if we concentrate our attention on the Sultan’s death, it
becomes clear that the value of his martyrdom is completely misun-
derstood by the Man of Law. The Sultan, though the narrator never
intends to show it, follows the conventional image of the *martyr king’
which appears frequently in religious and historical texts. The Man of
Law reveds his lack of knowledge concerning the ‘martyr king',
whose image was used as a political strategy by Richard. This view of
the ‘martyr king’ material thus leads us to the conclusion that Chaucer
lampoons the narrator’s position as a royalist, for Chaucer subtly
implies that despite his sagacity stressed in the General Prologue, the
Man of Law has only a limited perception of the political situation in
his contemporary England.

Notes

1 Orientalism in the Middle Ages has become a fascinating subject for con-
temporary critics. Some scholars pay attention to Chaucer’s The Squire’s Tale, for
its setting is Asia, or possibly the Mongol Empire. John M. Fyler notices its
description of othernessin Cambyuskan's court (13-14). In addition, lain M. Hig-
gins analyzes the doctrine of Christian expansionism in the legend of Prester John
in Sir John Mandeville' s Travels, which is considered one of the sources for The
Squire’s Tale (156-202).

2 This was the time when the English language began to regain its authority.
The language of law was aso under the influence of linguistic transition.
Chaucer’s description suggests that the Man of Law should speak English. Nor-
man F. Blake points out that although Richard Il and his Queen were French
speakers, English became more common as a language of the royal court (181).
Blake also clarifies the decreasing importance of French asthe legal 1anguage:

As a written language it [French] remained important in the law

and statutes were printed in French until well into the sixteenth

century. For most people, however, it ceased to play any signifi-

cant part in their lives, for locally the law was conducted in Eng-

lish. (Blake 181-82)
Chaucer’s Man of Law also useslegal termsin English. In the Introduction to The
Man of Law’s Tale, Chaucer vividly describes a comica conversation between the
Host and the Man of Law in which they employ legal termsin English (Benson et
al. 855)

8 The historical source of King Alla is not clear. According to the note in
The Riverside Chaucer, the model would be Aella, king of Deira (Benson et al.
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861).

4 R. James Goldstein, in a recent essay, points out the political meaning of
the reference to his expedition to Scotland. According to Goldstein, the fact that
Chaucer omitted the real places names in Nicholas Trivet's chronicle and that he
defines King Alla as a positive hero so as to make the Scottish enemy seem
morally bad manifests Chaucer’ s consciousness of England imperialism.

Recovering Chaucer’s fictional erasure of the Scots thus demon-
strates that despite his characteristic evasiveness about contempo-
rary politics, his peculiar blend of transcendental spirituality and
Sassenach historiography in the Man of Law’s Taleis fully consis-
tent with the project of English imperialism. (39

5 The miracle concerns Oswald's merciful behaviour. Oswald invited Aidan
from Scotland to spread Christianity through his kingdom. When he dined with
him, the poor appeared begging before him. The merciful king provided them
with what he ate and the silver dishes. Aidan prayed for the Lord not to allow
Oswald's reverent hands to decay forever. His hands, even after death, never
decayed. Thisstory isfrom*“St. Oswald” 5-28.

6 One of the ambiguous points in the Introduction is the Man of Law’s refer-
ence to incest. Thisis considered as an allusion to John Gower, who told in Con-
fessio Amantis the story of Canacee who is violated by her father (Benson et al.
856). Nevertheless, Chaucer himself treats Canacee as the heroine of The Squire’s
Tale, where he suggests that Canacee’ s lover could be her brother (F 667-69).

7 Edward the Confessor is in a sense the last king of Anglo-Saxon England.
He was eventually canonized in 1161 (Barlow 280-81). However, his political
supremacy was rather weak, for he was under the influence of the great earl, God-
win of Wessex (Barlow 90). His queen was Godwin’s daughter and his successor
was Godwin's own son, Harold, defeated by William the Conqueror at the Battle
of Hastings.
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Serpents Named and Naming:
Representations of Confrontation in Keats's Lamia

Chikako Saito

John Keats composed his narrative poem Lamia from late June to
early September 1819. The story of the poem is based on a short anec-
dote about a sage in The Anatomy of Melancholy by Robert Burton.
The wise philosopher rescues his disciple from marriage to a woman
who is “found out to be a serpent, alamia’ (188). While Burton’s nar-
rator does not revea that the woman is a serpent until the middle of
the tale, Keats's heroine appears as a snake at the beginning and then
metamorphoses into a beautiful woman in the middle of the poem.
According to the OED, “lamia’ is the name of “a fabulous monster”
which is “supposed to have the body of a woman, and to prey upon
human beings and suck the blood of children.” However, it is not
clear that Lamiain this narrative tries to prey on aman or achild. The
female serpent of Keats's poem dares to approach a young man purely
for love and wishes to be loved by him. At the end of the story, she
seems to be rather the victim. Sheis annihilated by the stare of an old
philosopher, Apollonius, and a shout from her lover, Lycius, however,
she retains awoman’s figure when she disappears.

The poem has been discussed as the confrontation between the
magical enchantment of Lamia and the cold philosophy of Apollonius.
The accusation aimed at Lamia has been considered as the recognition
of reality by Lycius, and it causes him to die. Though there are many
critics who admit that Keats stands by Lamia, most analyses have
pointed out the moral ambiguity of her character.! Some scholars take
her for afatal serpent woman who lures young Lycius to his death and
others appraise her as a victim.? Recent interpretations of Lamia,
however, tend to avoid moral definitions and focus instead on the rep-
resentation of the heroine as awoman.® Since the current gender criti-
cism has offered numerous explications of “femininity” in the poetry
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of Keats, Lamia has been discussed from this view point because it is
one of his most problematic works in this respect.* However, some of
these studies of femininity in his poetry treat his works generally and
it seems that there remains room for a discussion focused on Lamia.

It is interesting that the critics who regard Lamia as a disastrous
being consider her atempter like Satan in Paradise Lost.> They seem
toignorethat alamiainitsoriginal form is not atempter but a monster
which preys upon human beings. The name Lamia has lost its original
meaning, signifying simply a serpent woman as defined by Burton.
Lamia in Keats functions as a womanly sexua seducer to a young
man. Though the heroine succeeds in captivating Lycius, her power
later decreases. A woman is given the force to control the opposite
sex, but the male characters later recover their powers. The announce-
ment of the male characters that she is a serpent makes her vanish at
the end. Old Apollonius is a stronger male character than young
Lycius. The text makes the philosopher more spiteful than the serpent
woman. His stare deprives Lamia of her beauty and vigour, and it
gives a cue to Lycius's fatal exclamation. The conclusion implies the
powerful existence of a masculine superintendency which can define
the other and, at the same time, itsironic, contradictory failure. | will
consider why the heroine must finally be expelled, and why Apollo-
nius wants to annihilate her, through an analysis of the representations
of serpents manifested in the text.

Keats's narrator tells how Lamia dissolvesinto nothing at the end of
the story. The trigger for her vanishing is a shout from Lycius. He
cries“A serpent!” (2. 305).6 It istrue that she has appeared as a snake,
but she has changed her figure to “A woman's shape” (1. 118). There-
fore, the accusation that she is a snake is made not against her present
form but against her nature as a serpent. The strictures will need their
ground.

It is true that, while the heroine takes the serpent form, the narrator
of the poem describes it as the “snake” (1. 88), the “serpent” (1. 113),
or “the brilliance femining’ (1. 92). He does not call her a woman.”
Though he tells how she has “awoman’s mouth,” it is merely a refer-
ence to one part of the body and is not equal to defining her as a
woman. The snake for itself says that “| was a woman” (1. 117), but
this also reveals that she is not a woman. After the change of her
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appearance from serpent to human, the narrator calls the heroine “a
lady bright” (1. 171), “a maid” (1. 185), and “this fair creature” (1.
200). He does not call her a serpent or a snake after the metamorpho-
sis; the narration distinguishes the heroine in a woman's shape from
the same person in a snake's form. However, we can recognize that
the woman is the serpent. Our perception is provided by the impres-
sion that there is some continuity between both Lamias, the snake and
the woman.

There are two common factors between them. One is the femininity
of both bodies and the other is the attachment to Lycius. Hermes finds
“a papitating snake” (1. 45), which is the heroine with puzzling
colours and patterns.

She was a gordian shape of dazzling hue,
Vermilion-spotted, golden, green, and blue;
Striped like a zebra, freckled like a pard,
Eyed like a peacock, and all crimson barr’ d;
And full of silver moons, that, as she breathed,
Dissolv’d, or brighter shone, or interwreathed
Their lustres with the gloomier tapestries—
So rainbow-sided, touch’ d with miseries,
She seem’ d, at once, some penanced lady elf,
Some demon’ s mistress, or the demon'’s self. (1. 47-56)

The depiction seems to reject any precise definition, though the
colours and patterns of the snake are exceedingly vivid and flowery.
The pronoun tells us that the snake is female, but the last line of this
guotation evokes an insecure feeling about the gender of the serpent.
The narrator implies that the appearance of the snake apply to both
sexes by “Some demon’s mistress, or the demon’s sdlf.” If we see
only the depiction of the body, the demonstrative pronoun is appar-
ently the chief support of our judgement that it is female. Although
line 56 evokes the ambiguity of the sex of the snake, it is soon solved.
The expressions after that line make it more clear that the serpent is
female.

Upon her crest she wore awannish fire

Sprinkled with stars, like Ariadne' stiar:

Her head was serpent, but ah, bitter-sweet!

She had awoman’s mouth with all its pearls compl ete:

And for her eyes: what could such eyes do there

But weep, and weep, that they were born so fair?

As Proserpine still weepsfor her Sicilian air. (1. 57-63)

There are two similes which compare her body parts to two famous
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ancient Grecian princesses. Ariadne is a girl whose love is her undo-
ing and Proserpine is a maid who is deflowered because of the love of
Disor Pluto. The“wannish fire/ Sprinkled with stars” implies a femi-
nine frailty like Ariadne and eyes that “weep” suggest a womanly vio-
lated helplessness. Her mouth is also described as “woman’s.” These
phrases supply more decisive female elements for the snake. More-
over, as | mentioned above, she is described as “a brilliant feminine”
(1. 92). Thefemininity of the serpent is thus repeatedly depicted.

After the transformation, it is said that the woman has a desire to
see herself in “aclear pool” (1. 182). Looking in amirror is one of the
traditional icons of womanly behavior. The outward appearance of the
woman is depicted as a beautiful maid.

Ah, happy Lycius! — for she was amaid

More beautiful than ever twisted braid,

Or sigh'd, or blush'd, or on spring-flowered lea

Spread a green kirtle to the minstrel sy:

A virgin purest lipp'd, yet in the lore

Of love deep learned to the red heart’s core: (1. 185-90)

Her feminine beauty is praised and the narrator lets out an envious
exclamation to Lycius. Each wording of this praise follows a conven-
tion. Sheis compared with other maids, whose charms are supposed
to consist in their twisted braids, sighing, blushing, and spread kirtles.
Sighing and blushing are also traditional signs of loving somebody
though they can be applied to both sexes. Braids and kirtles may indi-
cate more female elements. The old romance represented by “the min-
strelsy” has regarded these kinds of ornaments as for women. The
word “maid” and “virgin” contains more sexual implication than
“woman,” but they make it clear that she is afemae. Her attractive-
ness is reported by the narrator. Though the quotation seems to show
the womanly loveliness of the heroine, her femininity is depicted with
conventional diction.

The constancy of her love to Lycius is more obvious. The serpent
confesses to Hermes her affection for “a youth of Corinth” (1. 119)
when she asks him to change her figure to a woman, and she cries
“Lycius! Gentle Lycius!” (1. 168) when she finishes her transmutation.
The call is one piece of evidences that she is attached to him and it
makes the reader presume that Lycius is the name of the person whom
she loves. After the transformation, the narrator talks about a prehis-
tory of her affinity and it informs us that Lycius is a youth of Corinth
and that her affection for him causes her formal change. Once she
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becomes a woman, she makes her appeal, and easily succeedsin cgjol-
ing him with her overwhelming enchantment.

The heroine appears as a glaring snake and changes her figure to a
brilliant woman. Her continuity through her metamorphosis consists
in her conscience and her sex. In spite of her physical transformation,
she is banished as a serpent at the end of the story. It is true that she
has a strong enchantment for the young man and manipulates othersin
Part I. These ahilities result from her nature as a serpent or a monster.
In Part Il, however, she is deprived of her power to dominate others
and the male characters come to possess it. The power shift suggests
that her quality as a snake is decreasing.

The serpent is originaly discovered by Hermes, who was looking
for a “sweet nymph” (1. 30) in Crete. He hears her voice before see-
ing her appearance.

There as he stood, he heard a mournful voice,
Such as once heard, in gentle heart, destroys
All pain but pity: thus the lone voice spake:
“When from this wreathed tomb shall | awake!
When move in a sweet body fit for life,

And love, and pleasure, and the ruddy strife
Of hearts and lips! Ah, miserable me!” (1. 3541)

The introduction of “a mournful voice” has the power to cultivate the
listeners' pity or sympathy and it shows the narrator’s compassion for
its speaker. The “wreathed tomb” indicates the form of a snake as a
coiling figure. However, the diction suggests that the snake form is
just a grave with a flowery appearance. The declaration about being
“awake” indicates that the speaker thinks that being in the body of a
serpent is like sleeping. The utterance is a lament that the speaker is
buried in a tomb, in the body of a serpent. The voice wants a body,
which is qualified as “sweet.” It isthe common adjective given to the
nymph whom Hermes seeks. This “sweet nymph” is adored and given
gifts by “al hoofed Satyrs’ (1. 14) and “the languid Tritons" (1. 15).
However, her charm is not fully explained. She has “white feet” (1.
15) and it is the only concrete description of her. Certainly, the narra-
tor exclaims “what a world of love was at her feet” (1. 21) but the
direct epithet for herself is only “sweet.” The sweetness seems to be
the main factor in her character that attracts satyrs, tritons and Hermes.
It is not clear whether this quality of the nymph attaches itself to her
nature or just to her looks, however, the “mournful voice” directs the
word to “body.” A “sweet body” is supposed to enjoy the pleasure of
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life and sensual satisfaction in the following phrase. Especialy, “the
ruddy strife / Of hearts and lips’ suggests a vivid and lively sensation.
The voice declares that the snake's body is a “wreathed tomb” and it
wants “a sweet body.” It demands to be revived from the state of
death to an active existence.

After the formal change of the heroine, there is an expression given
by the narrator which refers to the serpent. It is the phrase that “she
could muse / And dream, when in the serpent prison-house” (1.
202-03). It means that the body of the snake is regarded as a “ prison-
house” and that she is now free from it. It also suggests the existence
of someinner self imprisoned in the form of the snake. Therefore, the
diction makes a contrast between the outer form and the inner essence
of the heroine. We usually consider that the serpent and the lady have
the same identity in spite of the physical transformation. It is because
we take her consciousness for her essential quality and we think that
the continuity of her nature guarantees her stable identity. The phrase
shows that the snake body is given without her will. The heroine
thinks that her identity does not depend on her changeable form but on
the sequence of her senses.

The implication by Apollonius at the end of the story determines
that the heroineis a serpent. Lycius accepts the suggestion of the sage.
Their definition made her vanish. Readers of the poem may also infer
that she is a serpent woman since they know that she was a serpent.
The responsibility for the decision of the readers partly lies with the
narrator. The name of Lamiais given to the heroine after her transmu-
tation. Except for the title of the poem, this proper noun for the pro-
tagonist first appears at line 171, which is the very first appearance of
“A full-born beauty new and exquisite” (1. 172). The heroine makes
her appearance as a womanly figure. The name functions as a label
informing us that she is a monster despite her formal change. Sheis
known to be alamia or a serpent by her name. Wolfson suggests that
the name of Lamiais “asign of her true identity” (Questioning Pres-
ence 337). However, if her identity is not in her form but in her con-
sciousness, there is a possibility that the naming by the narrator
provides another prison-house for her. She can not escape from this
identity as a monster or a serpent as long as sheis trapped by the act of
naming.
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Apollonius is the man who exposes her as a serpent. He is an old
philosopher and sage. As | mentioned in the previous chapter, thereis a
possibility that the compulsion of Lamia by Apollonius is tyrannical.
The sage related by Burton, on the other hand, seemsto be judicious and
righteous. Kesats has given him another dimension. This section argues
that Apolloniusis not just a sage but a malicious man in Keats's text and
that he is described as like a serpent at severa points. To begin with, |
want to confirm the main evidence that he seems to be the champion of
right. The following citation is Apollonius's reaction when accused by
Lycius, who had been astonished because the gaze of his teacher made
his bride “no longer fair, there sat a deadly white” (2. 276).

“Fool! Fool!” repeated he, while his eyes still

Relented not, nor mov’d; “from every ill

Of life have | preserv'd theeto this day,

And shall | see thee made a serpent’s prey?”’ (2. 295-8)

Apollonius seems to insist that he will prevent young Lycius from
being “a serpent’s prey.” If his assertion were admitted, he would be
the guardian of his disciple with justice and goodwill. He does not say
directly that Lamiais asnake. He merely impliesit. But hisother dis-
courses and behavior betray this sense. When they are considered, it
isdifficult to say heis simply aman of good faith.

Apollonius represents “cold philosophy” (2. 230). The text resolves
the conflict between the * cold philosophy” of Apollonius and the mag-
ical enchantment of Lamia. This struggle in the poem has invoked a
number of controversies. The narrator says that “al charms fly / At
the mere touch of cold philosophy” (2. 229-30). Metaphysicsis tradi-
tionally taken as a male force of intellect and Apollo isits ruling God.
Apollonius's authority is considered as a conventional male strength.
Lucy Newlyn suggests that Apollonius is the reality principle. While
commenting on the love of Don Juan and Haidee in Byron’'s poem, she
compares Lambro, who is the father of Haidee, with Apollonius
(187).8 Hischaracter has the aspect of a paternal male master .

He first appears towards the end of Part I, when Lamia and Lycius
come to Corinth. This encounter episode is not found in Burton's text;
it is an insertion by Keats. It is conceivable that the teacher is an
inhabitant of the same city. In fact, the first description of Apollonius
comes after a brief report of town street with flaring lights at night,
which describes the obscenity there.
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As men talk in adream, so Corinth all,
Throughout her palaces imperial,
And al her populous streets and temples lewd,
Muitter’d, like tempest in the distance brew’d,
To the wide-spreaded night above her towers.
Men, women, rich and paoor, in the cool hours,
Shuffled their sandals o’ er the pavement white,
Companion’d or alone; while many alight
Flared, here and there, from wealthy festivals,
And threw their moving shadows on the walls,
Or found them cluster’d in the corniced shade
Of some arch’d temple door, or dusky colonnade. (1. 350-61)

Immediately after this quotation, Lamia and Lycius see Apollonius
passing nearby. The account of the town, which looks like a volup-
tuous shadow play, provides the impression that all over the city isthe
world of night and loose morals, and that there is every sort of
unchaste person. Corinth has been considered notorious for its sensual
corruption. One of the reasons for this is that there was a temple
sacred to Aphrodite, that is, to Venus. It is said that there were hun-
dreds of male and female temple prostitutes there. It is also well
known that the first letter of Paul to the Corinthians treats sexua
immorality as one of its main issues. The city’s name, “Corinth,” is
also used as meaning a house of ill fame in The Life of Tymon of
Athens.® Though there is a line space between the information of the
dreamlike vision of this lewdness and the encounter of Lamia and
Lycius with Apollonius, the sequence can raise a slight doubt about
the authenticity of the teacher in Corinth.

The second time that he makes his appearance is at the reception of
the wedding banquet for Lamia and Lycius. The old man seems to
have something in mind due to his attitude to Lycius. Apollonius is
not invited to the feast because Lamia has demanded that Lycius
exclude the philosopher. Though uninvited, he comes to the palace
established by the magic of Lamia. He speaksto Lycius as follows:

He met within the murmurous vestibule
Hisyoung disciple. “’ Tis no common rule,
Lycius,” said he, “for uninvited guest
To force himself upon you, and infest
With an unbidden presence the bright throng
Of younger friends; yet must | do thiswrong,

And you forgiveme.” Lycius blush’d, and led
The old man through the inner doors broad-spread;
With reconciling words and courteous mien
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Turning into sweet milk the sophist’s spleen. (2. 163-72)

His way of talking and apologizing here isindirect. He may have rea
son to be in a bad temper, but he seems to carry something in mind.
Moreover, the narrator reports “the sophist’s spleen.” “Spleen” is
derived from a Greek word meaning one of the internal organs, which
has been considered to have an influence on human emotion. Emation
is not in keeping with the sage of “cold philosophy.” If “cold philoso-
phy” includes “spleen,” “cold” does not mean intellectual calmness,
but heartlessness or anger that is barely controlled and this showing of
Apollonius's spleen reminds us of asimilar attitude in evil spirits from
fairy tales like “Sleeping Beauty.” In these fables, a bad fairy who is
not invited to the feast celebrating the birth of a prince or a princess
brings evil upon them. Apollonius, who is not invited either, effects
the vanishing of Lamia and the death of Lycius in the middle of their
celebration. The visit of Apolloniusis based onill will, like that of an
evil fairy.

In the last part of the story, Apollonius gazes at Lamia and the force
of his eyes makes her lose her charm and power. It causes Lycius to
reproach him, though the philosopher used to be considered by the
youth as a*sage, my trusty guide/ And good instructor” (1. 375-76).
Hereis Lycius's accusation:

“Shut, shut those juggling eyes, thou ruthless man!
Turn them aside, wretch! or the righteous ban

Of al the Gods, whose dreadful images

Here represent their shadowy presences,

May pierce them on the sudden with the thorn

Of painful blindness; leaving thee forlorn,

In trembling dotage to the feeblest fright

Of conscience, for their long offended might,

For all thine impious proud-heart sophistries,
Unlawful magic, and enticing lies.

Corinthians! look upon that gray-beard wretch!
Mark how, possess' d, his lashless eyelids stretch
Around his demon eyes! Corinthians, see!

My sweet bride withers at their potency.” (2. 277-90)

Thisindictment makesit clear that, for Lycius, Apolloniusis no longer
atrusty guide, but rather a “ruthless man” and a “wretch.” The voice
of the former young pupil grows more intense. The words, “forlorn,”
“impious proud-heart,” “possess'd,” indicate that Lycius takes his
teacher for someone far from the grace of God, and these expressions
represent Apollonius as a demonic figure. What is more, the power of
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his cold philosophy is not the opposing force to magic but “Unlawful
magic, and enticing lies.” From al of these descriptions, Apollonius
could not be regarded as merely asage. Rather, he appears malicious.

VI

Apollonius is not portrayed as having only ill will. It has been
pointed out that he has the element of a serpent also. His characteriza-
tion should be considered in more detail from this viewpoint.
Harmione de Almeida discusses the leading image of the serpent in
Lamia (418). She insists that representations of snakes fill this narra-
tive poem above and beyond the snake woman, Lamia herself. Build-
ing up her argument on studies of venom, the bionomics of serpents
and some legends about adders during the late eighteenth and early
nineteenth century in Britain, she suggests that both Lycius and Apol-
lonius have some of the qualities of predatory animals or serpents.
Her view rests on the fact that Lycius stares at Lamia as if he would
drink her beauty up unless she should vanish (1. 251-56) and that
Apollonius destroys Lamia by his powerful gaze. According to de
Almeida, the very force of eyes to possess the body and mind of the
prey is considered as characteristic of serpents during the late eigh-
teenth and early nineteenth century. Bruce Clarke also thinks that the
eyes of Apollonius have the destructive force of a basilisk. Though
Apollonius says to Lycius, “shall | see thee made a serpent’s prey,” he
himself has made Lamiathe prey of his powerful eyes.

Lycius delineates the eyes and eyelids of his teacher as “juggling
eyes,” “lushless eyelids,” and “demon eyes.” As de Almeida asserts,
they can be read as the accounts of a serpent. Leaving aside the ques-
tion of whether they are a portrait of reptiles’ eyes, there has been
some discussion about the power of Apollonius's eyes as a form of
evil strength. These descriptions of the eyes of Apollonius are part of
the evidence that he has the qualities of a snake. However, other ele-
ments al so seem to imply his potency as a serpent.

Apollonius comes to the feast in Lamia's magic palace among other
guests:

Save one, who look’ d thereon with eye severe,

And with calm-planted steps walk’d in austere;

‘Twas Apollonius: something too he laugh'd,

As though some knotty problem, that had daft

His patient thought, had now begun to thaw,

And solve and melt: — twas just as he foresaw. (2. 157-62)
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This portrait shows his eyes and his way of walking. This “eye
severe” is characteristic for Apollonius, and it is the very thing that
comes to play an important role at the end of the story. His manner of
walking is also described in a strange phrase. According to the OED,
to use “plant” as “the sole of the foot” is very rare. If the poet just
wanted to say that Apollonius walks calmly, “planted” might not be
needed. It sounds curious that he dares to use the expression which
puts emphasis on “the sole of the foot.” The wording about the calmly
planted sole of the foot may suggest the movement of a snake, which
crawls silently on the belly. Furthermore, the expression may indicate
another “plant” or vegetation, which is a homonym of this “plant” or
sole. If the term intimates both a serpent and green plants, it is not dif-
ficult to associate it with Milton's Paradise Lost, in which the serpent
and the garden are closely connected. Then, Apollonius could be
taken for a character associated with the Satan of Paradise Lost as
their potent eyes and serpent-like movements indicate.

In Paradise Lost, Satan performs similar actions. He takes on the
body of a snake and coilsin front of Eve before he tries to seduce her.

Aswhen a ship by skilful steersman wrought

Nigh river’s mouth or foreland, where the wind

Veers oft, as oft so steers, and shifts her sail;

So varied he, and of histortuoustrain

Curled many awanton wreath in sight of Eve,

To lure her eye; (PL, 9. 515-20)

Thisis the very point when Satan tries to speak to Eve. Keats had his
own two volume Paradise Lost and underlined “of his tortuous train /
Curled many a wanton wreath in sight of Eve.”'® Satan's movement
and Apollonius's description could be considered to be in a parallel
relation. It is useful to examine the portrayals of Apollonius again, tak-
ing the description of Satan in Paradise Lost into the consideration.
He is a figure “With curl’d gray beard, sharp eyes, and smooth bald
crown, / Slow-stepp’d, and robed in philosophic gown” (1. 364-65).
As mentioned above, “curl’d” is the expression that Milton uses for
Satan as a serpent, and “sharp eyes, and smooth bald crown, / Slow-
stepp’d” implies the quality of a snake.

“[Florlorn” (2. 282) and “the feeblest fright / Of conscience” (2.
283-84) propose that destiny is far from the grace of God. Pride in
“thine impious proud-heart” (2. 285) is the worst of the seven deadly
sins, and it is the cause of the fall of Satan. Furthermore, a curious
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fact emerges from the lines that are “al thine impious proud-heart
sophistries, / Unlawful magic, and enticing lies’ (2. 285-86). Satan
invades the body of a snake by “Unlawful magic,” and “entices’ Eve
with “lies.” Apollonius makes Lamia lose her vitality by his powerful
eyes, which work like “magic.” However, he does not “entice” her
with “lies” or “sophistries,” because he does not speak to her. It is
possible that the “lies” were told to Lycius while he was an obedient
disciple of Apollonius. Lycius criticizes his educator for his former
teachings. Though he puts the responsibility for Lamia's change at the
wedding banquet on the old philosopher, there is a distortion. Further-
more, there is the likelihood that Lycius's expression about Apollonius
was written with a conscious awareness of Milton’'s Satan.

It has been pointed out by Lucy Newlyn, Beth Lau, and other schol-
ars, that Keats composed Lamia when he was reading Paradise Lost
and writing large number of notes and comments in it. These critics
aso insist that the depiction of Lamia as a snake woman is influenced
by Satan, the serpent, in Milton. However, the influential expression
from Paradise Lost is not only that concerning the woman but also
Apollonius. Lamiais a serpent, but Apollonius also has a serpent-like
nature. Apollonius exercises the power of “cold philosophy” as a
paternal guardian of youth. Although Burton writes that he was origi-
nally a conventional sage, his portrait by Keats invites suspicion about
his righteousness. Recent study of the feminizing Keats shows that
the poet often values powerful masculinity less than the effeminacy of
sweetness and softness.* The “cold philosophy” that Apollonius rep-
resents is a masculine energy in reason. However, he aso has the
nature of a serpent.

\Y,

As | mentioned in section Il, Lamia's character seems different
from that of the imagined monster that devours human beings. When
she is named Lamia and accused of being a serpent, she has aready
shed the serpent form. The labeling given to her character does not
come from her personal qualities nor from her physical appearance.
However, since her attempt to keep hold of Lyciusis considered an act
that will effectually cut him off from his associates, her desire for him
has the same aspect, in terms of his relationship to society, as eating
him materially. Her act will deprive the old philosopher Apollonius of
his young disciple. It is likely that the youth has been expected to
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inherit the wisdom of his mentor. Lamia's love for Lycius poses a
threat to this inheritance of wisdom. Since the old age and austerity of
the philosopher imply that his wisdom has some established authority
in society, the failure of succession between the old man and the
young can be damaging to the ruling force of that society. Then, the
love of Lamiamay be regarded as a power that destroys the continuity
of male communal order.

Her destructive force derives from her sexual attraction for Lycius.
The mysterious attractiveness of her body is repeated in the text by the
narrator and she herself tries to conceal her nature, emphasizing what
can be called womanly charm.

Thereis not such atreat among them all,

Haunters of cavern, lake, and waterfall,

Asarea woman, lineal indeed

From Pyrrha's pebbles or old Adam’s seed.

Thus gentle Lamiajudg’' d, and judg’d aright,

That Lycius could not love in half afright,

So threw the goddess off, and won his heart

More pleasantly by playing woman'’s part,

With no more awe than what her beauty gave,

That, while it smote, till guaranteed to save. (1. 330-39)

Her “playing” a woman'’s part is achieved by throwing off “the god-
dess’ in her. This means that her implied natural status is actually
higher than areal woman’s and Lycius's. She has adopted the strategy
of pretended inferiority in order to secure the love of Lycius. The
inferiority of women to men makes up a part of admitted femininity as
manifested in meekness and mildness. Lamia appeals to Lycius by
such “womanliness.” Asasexually attractive woman she is dangerous
to male society. A woman can form a relationship with a man that is
satisfying both physically and spiritually to him but she can also cause
damage to what he represents by shaking the foundation of society; if
she leads him astray, the established order, which has given him his
superiority over women, may collapse. Therefore, a woman can be
simultaneously pleasing and accursed for aman. Love of aman for a
woman may make her sacred and damnable at the same time. These
contradictory views about a seductive woman are closely related to the
image of the serpent permeating Lamia. It should be noticed that the
serpent as an emblem indicates also both the omen of evil and the sign
of goodness. It is a remarkable symbol that has multifarious and
mutually conflicting meanings. The symbolism of the serpent has the
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same ambivalence as that of the aluring woman. The labeling of the
heroine of the poem as a serpent suggests that a woman has a
markedly ambivalent potentia in relation to society. The identifica-
tion with a snake is a stigma which is given to an entity that can
threaten the established social bond formed between its men.

Lamia can be read as the story of an unsuccessful attempt by a
woman who has intruded into men’s exclusive community. The elimi-
nation of the heroine at the end of the poem is effected by the old
philosopher, who can be regarded as the champion of male society.
However, as | suggested in previous sections, this poem implies the
possibility that Apolloniusis also aserpent. If the identification with a
snake is associated with a menace to society, it is possible that he
should be gected from the community like Lamia because of his
uncommon power. It is true that he has remarkable force. His attrib-
utesin being an old philosopher, as | have mentioned above, show that
he possesses outstanding intelligence and authority. Despite his
exceptional, potentialy destructive power, he is not forced to go into
exile. The difference in the final outcome of the plot for Lamia and
Apollonius results from the contradictory functions that their respec-
tive powers have for the social order. While Lamia threatens the male
homosocial bond between the wise man and his pupil, Apollonius
plays the role of protector to the established relationship. Moreover,
his superintendency stems from the foundations of the phallocentric
society because the superiority of knowledge produces authority and
maintains social order. It is his power that keeps the community
intact. Therefore, this powerful, serpentine man is not to be expelled
from the society he himself is supporting.

Both Lamia and Apollonius have a unique power of influence and
both are described as serpents. The former is a challenger to the exist-
ing social bond and the latter is the guardian of its authority. Yet,
however powerful they be, it should be noted that there exists in
Lamia a yet more potent entity, namely, the narrator of the story. As
for Apollonius, it is the narrator who gives descriptions which allow
the identification of the old sage with a serpent. It is the narrator aso
who gives the heroine the name of Lamia after her metamorphosis. It
is he again who depicts Apollonius as a stern man bearing something
dark in his mind. Finally, a the end of the story, he makes the fatal
encounter between Lamia and Apollonius a confrontation between two
serpents. The battle of the two opposing snakes presents an emblem-
atic image of ouroboros, which means eternal recurrence, and, conse-
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guently, a stalemate.

Apollonius's power is comparable with this omnipotent narrator’s; he
can give a name, define the other, thus capturing it inside his system of
signification. The conclusion of the poem seems to present the victory of
Apollonius, the guardian of society, since Lamia, the challenger, vanishes
with a scream. As a philosopher, he seems to bear the power of intdlli-
gence. In fact, he has the force to define and reveal that the heroine is a
serpent while the others are unable to see that sheisone.

“From every ill
Of life have | preserv'd theeto this day,
And shall | see thee made a serpent’s prey?”’
Then Lamia breath’ d death breath;

she[Lamia], as well
As her weak hand could any meaning tell,
Motion’d him to be silent; vainly so,
He[Lycius] look’d and look’d again alevel—No!
“A Serpent!” echoed he; no sooner said,
Than with afrightful scream she vanished: (2. 296-99, 301-06)

The cry by Lycius, “A serpent!,” suggests that he finally accepts the
definition made by the philosopher. The young man “echoes’ the
word of his teacher. The old man establishes the principle that this
woman is a serpent, and this defining act makes her disappear. He
seems to defeat the heroine in the confrontation between them. The
weakness of Lamia makes her ook like aloser. However, it is Lamia
who actually dissolves their condition of ouroboros. Her disappear-
ance may suggest that she refuses to obey the patriarchic order which
Apolloniustriesto save. She makes the authority ineffectua by means
of escape. On the other hand, Apollonius, who occupies a central
position in androcentric society, can not give up the conflict as Lamia
does. He can not vanish from society if he continues to be himself.
He must continue to fight to keep his authority because he is its pro-
ducer. He may be potent enough to overwhelm any challenger against
him and protect the hierarchical structure of his world. However,
since the establishing of hierarchy is always accompanied with poten-
tial conflicts, the organizer of the socia rule can never keep the con-
frontation between opposing forces from ultimately coming to the
fore.

Lamia, by escaping from Apollonius and his system, has preserved
her identity; she has nullified the definition that she is a serpent. Her
vanishing forces the narrator to finish his story. She has escaped even
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from the grip of the narrator. This means that, as she flees from the
foreground of the story, she can be free from any forced labeling. The
story seems to have come to an end with the exclusion of the invader
into society. However, by making his narrative question the dubious-
ness of male social authority and consequently the authoritarian narra-
tive itself, Keats has finally revealed the positive import in an escape
that seems deceptively negative.

Notes

1 Many critics use “ambiguous’ to describe Lamia. See Cox, Little, and
Rajan.

2 Stillinger also says that “we must . . . keep in mind that Lamiaiis still basi-
cally an evil character, a snake-woman who is associated with demons, elves and
fairies. . ..” (57). Little defines how she is “a beautiful, probably deceitful, and
certainly uncategorizable woman” (107). Rajan says that “[t]hough deceptive, she
is herself is the victim of Lycius and Apollonius, and originaly of the being who
may have changed her into a serpent” (128).

3 Wolfson says that “Lamia herself is no portent of spiritual repetition in a
finer tone but an embodiment of the deceptive operations of the artist’s illusions.”
(Questioning Presence 334). Bennet treats her with allegories. Kuchich focuses
the analogy between the poem and the Psyche myth.

4 See, Brisman, Newlyn and Lau.

5 Wolfson examines how Keats has some gender ambivalence and confirms
his feminization with biological and historical details in her Feminizing Keats. As
for general arguments, see Bewell and Homan. The relationships between Keats
and two woman writers, Mary Tighe and Mary Wollstonecraft, has been analysed.
See Daruwala, Gross, Henderson, and Kucich.

6 All quotations from the poetry of John Keats are to the Stillinger edition.

7 It seems that the distinguishing the gender of the narrator is also difficult,
but I will take it as male according to the custom.

8 Newlyn discusses the influence of Milton’s Paradise Lost to the poets of
Romanticism. As for the works of Keats, she mainly deals with The Eve of S.
Agnes. However, there are some references to Lamia, and about Apollonius she
says, “As the bearer of authority, law, and morality, Lambro is indeed closer to
Keats's Apollonius than to Milton’s arch-fiend.”

9 The Life of Tymon of Athens (I1. ii. 83).

10 |au has worked on the volume of Paradise Lost which Keats possessed.

1 See Kuchich and Henderson.
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Bleak House and Brown’'s Work:
A Gaze upon the Poor

Takashi Nakamura

Three giants of political economy exerted their influence on Britain in
the nineteenth century: Bentham in the Panopticon writings (1787,
1791), Malthus in An Essay on Population (1798), and Chadwick in
the Sanitary Report (1842). As is well-known, an awareness of the
potential danger brought about by the existence of impoverished
laboring classes tied these political economists together. When Pitt
the younger decided not to amend the Poor Laws in such a way as to
encourage large poor families in 1800, he is said to have had Bentham
and Malthus in mind, since both stood opposed to an unrestricted
growth of paupers (Flew 12); instead, the two argued that the popula-
tion of the poor should be controlled by the state, which ought to abol-
ish outdoor relief for the poor in preference for terrifying poorhouses,
which passed for, as it were, “magic wands’ to expel poverty and
unemployment (Briggs, Age of Improvement 280). Chadwick, like-
wise, as a disciple of Bentham and as secretary to the Poor Law Com-
missions, undertook to realize the Poor Law of 1834. As Briggs
suggested, it is of great importance that the three political economists
were specifically concerned with the concept of “centralization” as
indicated by such terms as “central inspection,” “central supervision”
or “central audit,” despite the fact that the would-be central system of
the New Poor Law of 1834 gradually gave way to local government,
particularly in the second half of the nineteenth century. At any rate, a
centralized system and national administration prompted by what is
called “utilitarianism” provided Victorian Benthamites and Malthu-
sians with the starting point to drive the poor exclusively into poor-
houses.2

This interaction of socia pressure upon the poor and the centraliza-
tion of power seems omnipresent through the Victorian era. To bor-
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row Foucault's term referring to Bentham's Panopticon, Victorian
paupers were kept under “constant surveillance” (Foucault 199). The
aim of the New Poor Law was to enclose the poor within poorhouses,
thereby reducing “waste and idleness’ (Porter, Benefit 409). Needless
to say, this central power system, or, the image of centralization,® was
the guiding principle behind Chadwick’s monumental Sanitary
Report, whereby the “ Sanitary Idea’ was so pervasive that even poets,
moralists and artists as well as officials and administrators were
equally inspired by the notion (Briggs, Victorian Cities 20). If poets
were involved with the “ Sanitary Idea’ around the middle of the cen-
tury, why should such a novelist as Dickens, whom many consider as
not merely a novelist but a socia historian,* have escaped being
affected by so influential an idea? In this paper, | argue that one of
Dickens's novels from this period falls into the category of works that,
to some extent, envisaged the “Sanitary ldea’ of the day.> Bleak
House (1852-53), otherwise “a fable for 1852,” (Butt & Tillotson
179) is the novel in question, for it is evident that in this novel two
important factors are related in a way that the sanitary idea is high-
lighted: the poor and the power which controls them. Paupers are
treated, or “gazed” at in the light of a Chadwickian sense of sanitary
reform; in other words, the novel depicts how the impoverished work-
ing classes are “foregrounded’® and why the idea of public health
intervenes throughout the novel to identify the poor as if being gazed
at by “thousands of eyes’ (Foucault 214).7

Interestingly enough, the omnipresence of the sanitary idea or the
consciousness of public heath in the mid-Victorian period aso
becomes manifest in a different but sister art: genre painting. Ford
Madox Brown’s Work (figure 1) has been regarded as a typical Victo-
rian picture, partly because it delineates multifaceted life by virtue of a
panoramic presentation of characters fron different classes: for
instance, at the apex of the picture, afather and daughter on horseback
appear to suggest a luxurious upper class atmosphere: the father is
said to be an MP. In the upper-middle part of the picture, on the l€ft,
one of the bourgeois ladies with a parasol is distributing religious
tracts whose message reads. “The Hodman’s Haven, or drink for
thirsty souls’ (Brown 153), while on the right, a little lower down
from the ladies' position, two gentlemen are portrayed as, according to
the painter, “brainworkers,” contrasted with the excavating “navvies’
in the center (Brown 152). Nearly at the bottom of the picture, four
children, who appear to wander about in the vicinity as orphans, are
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clearly pictured in the foreground, and, on account of their helpless
state, they attract the viewer’s attention. In fact, it is the painter who
insists that we should look at these miserable creatures. Brown says.
“1 would beg to call your attention to my group of small, exceedingly
ragged, dirty children in the foreground of my picture, where you are
about to pass’ (Brown 153). Thus, the position that characters in
Brown'’s picture occupy roughly corresponds to their rank in society;
to put this another way, what Brown represents here is a hierarchy
with many persons of varied classes — from an orphan, a “Pariah” (a
vagabond selling flowers on the left), up to those belonging to the
upper-middle and gentry classes. Nevertheless, this is not quite the
whole story, for there also appears what is called a“Foucaudian” gaze,
whether conscious or not, upon the poor who are likely to cause an
overflow of the population in Britain — the point made by Malthusian
and Benthamite political economists. This specific treatment of the
poor, rendering them conspicuous, can be found in the painter and the
novelist. It is of note that both the novel and the picture were begun
almost concurrently (i.e. around 1852). The coincidence of the novel’s
and the painting’s involvement with the sanitary idea seems not acci-
dental, but an inevitable consegquence of the fact that the sanitary idea,
or the cult of public health had become a priority of the age (Porter,
Benefit 409).

Asis often the case, in Bleak House Dickens employs many sub-plots
which spread like a tangled web, one of which may be termed the “Jo
plot” — in which Jo, the crossing-sweeper,? living in an obscure and
notorious district known as Tom-all-Alone's is seen to be constantly
persecuted throughout the novel by the police. To use Jo's own word,
he has been “chivied” by the police, or, to be more precise, by Inspec-
tor Bucket, who finding the ill Jo taken care of by Esther and Charley
in Bleak House drives him away to be incarcerated in “horsepittle.”
Jo explains to Allan Woodcourt how Bucket mistreated him despite
the fact that he “[N]ever done nothink” (Ch. 46, 575):

‘... I"'m amoving on to the berrying ground — that’ s the move
asl'mupto.’

‘No, no, we will try to prevent that. But what did he do with
you?

‘Put me in a horsepittle,’ replied Jo, whispering, ‘till | was dis-
charged, then give me a little money — four half bulls, wot you
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may call half-crowns — and ses “Hook it! Nobody wants you
here,)” he ses. “Don’t let me ever see you nowheres within forty
mile of London, or you'll repent it.” (Ch. 46, 575)°

Bucket's persecution and blackmail sounded so distressing that Jo,
frightened in the extreme, could not help “making his way with wary
hand from brick to brick and from door to door like a scared animal”
(Ch. 47, 577). One of the reasons Jo becomes terror-stricken is that
Inspector Bucket’s “gaze” seems omnipresent: Jo says, “He [Bucket]
isin al manner of places, all at wanst” (Ch. 46, 575).° This sense of
ubiquitousness is, in some measure, reminiscent of Bentham’s vision
of Panopticon by which Foucault’s meditations on the modes of power
in modern European society have been deepened as well as devel oped.
With its central tower capable of seeing the prisoners without being
seen by them, the Panopticon realizes an ideal power system in which
total and complete control over the prison’s inmates was made possi-
ble. This panoptic image provides the master metaphor for the
inmates of many kinds of institution where a transparent power
observes and controls them. The panopticon is therefore applied to
ingtitutions, or “observatories,” so that individuals whether they be
madmen, criminals, patients, school children or even “beggars and
idlers’ are supervised in a place where “one sees everything without
ever being seen.” Like the inmates of the Panopticon, Jo is kept
“under constant surveillance” by the Inspector, and around him, “The
gaze is dert everywhere,” and yet Jo cannot see this “disciplinary
power” which marks his “exclusion” (Foucault 195-205).

But why is Jo so persistently persecuted by Bucket, a detective offi-
cer of the Metropolitan Police,™ to the extent that he is excluded from
the friendly society of Esther and Charley, driven finaly to death,
athough he is “innocent” as far as crimes are concerned? Or, put
another way, in what respect is Jo dangerous or a threat to society?
Bucket goes as far as to say that Jo must not live “within forty mile of
London.” What is of relevance here seems to be the sanitary reformist
argument given momentum by Chadwick; the realization of his
agenda came with the first British Public Health Act of 1848. Chad-
wick identified the horrors of urban poverty especially in the laboring
population, pauperism causing disease, and the unhealthy living con-
ditions (such as dirty water and poor drainage) which spread disease
(Great Benefit 410-12). It is obvious that Jo isinvolved with this tril-
ogy: he is strikingly poor, he becomes infected and also infects with
disease (smallpox, to be precise), and this epidemic is bred in a slum
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called Tom-al-Alone's where unsanitary conditions are conspicuous,
hence, he ought to be pointed out as carrying these three dangerous
things within his body: poverty, disease and filthiness. In a sanitary
sense, he is a criminal against which the Chadwickian public health
movement was struggling. This fight, however, turned out not to be a
simplified punishment of the body, but awatchful gaze on a dangerous
individual, restraining the object under strict surveillance; and the
gaze, on account of its tendency to identify and control the person in
guestion, inevitably foregrounds him or her.

This process of identification or specification in terms of sanitary
regulations functions in the genesis of Jo and the “Jo plot.” The third-
person narrator in the novel overtly calls attention to “Poor Jo,” when
Jo is handed over to George's “Shooting Gallery” after he is found
utterly helpless in Tom-all-Alone’s. The narrator, alias Dickens, pur-
posefully spotlights him: “ Stand forth, Jo, in uncompromising colours!
From the sole of thy foot to the crown of thy head, there is nothing
interesting about thee” (Ch. 47, 581). The words, “stand forth” sug-
gest the narrator’s intention to foreground Jo. The straightforward
phrase, “there is nothing interesting about thee” sounds, however,
paradoxical because Jo cannot cease to excite the reader’s interests,
mainly because of his extraordinary unwholesomeness: he is not
merely a*“Miserable creature” but an intolerably unhealthy one “like a
growth of fungus or any unwholesome excrescence” (Ch. 46, 573).
Consequently, he is forced to “stand forth” and face the reader as if he
were a strange monster. Thus pinpointing Jo, who is filthy, the melo-
dramatic novelist then sets the stage for a flood of tears shed over Jo's
last moment as he is murmuring his prayers:*?

‘Jo, can you say what | say?

‘I'll say anythink asyou say, sir, fur | knowsit’s good.’

‘OUR FATHER!

‘Our Father! — yes, that’swery good, sir.’

‘WHICH ART IN HEAVEN.

‘Art in Heaven — isthe light a-comin, sir?

‘Itisclose at hand. HALLOWED BE THY NAME!

‘Hallowed be — thy —’

The light is come upon the dark benighted way. Dead!

Dead, your Mgjesty. Dead, my lords and gentlemen. Dead,
Right Reverends and Wrong Reverends of every order. Dead,
men and women, born with Heavenly compassion in your hearts.
And dying thus around us every day. (Ch. 48, 588-89)

Deeply impressed, many contemporaries (reviewers, for instance) did
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not refrain from admiration for the scene. To name but a few would
suffice to demonstrate what “general acclam” (Dyson, “Introduction”
14) was given to Jo. First of al, it is worth remembering that Forster
mentions “the good Dean Ramsay” who exclaimed in a letter to
Forster, “What atriumphisJo! . ... To my mind, nothing in the field
of fiction is to be found in English literature surpassing the death of
Jo!” (Forster 11: 117-18). The passion of Dean Ramsay was shared by
many; one reviewer insisted that Jo “will be remembered always as
one of the choice things that do honour to our literature” (Bleak House
Casebook, 70), while for another he is “The gem of Bleak House”
(Bleak House Casebook, 82); furthermore, “Poor Joe [sic], down in
Tom-al-Alone’s, has become a proverb” (Bleak House Casebook, 79).
But if heis a proverb, what kind of meaning does he encapsulate for
us? In my view, as he appears an exclusive target upon which the
watchful sanitarist gaze is directed, he acts to proclaim an unsanitary,
dangerous or evil redlity.

It deserves notice that in this death scene the narrator, not a little
excited, tries to draw the reader’s specia attention to “poor Jo” by
addressing the Queen, peers, “Reverends,” men and women in general
“born with Heavenly compassion.” Indeed, both metaphorically and
literally, he is exceedingly poor, and his poverty and misery are linked
with Tom-all-Alone’s which is none other than “the infernal gulf” (Ch.
22, 283). Slums were generally thought to be more or less breeding-
grounds where poverty, disease and filthiness abounded. Hence in
terms of the Chadwickian sanitary reformist argument, Jo is not inno-
cent but guilty insofar as his hygienic condition is concerned. Some
of the evils which Jo carries with him are overtly depicted. In the first
place, it turns out that Jo is an evil spirit in that he infects Charley with
his smallpox, which in turn ravages Esther’s spotless face. Of course,
the disease is not necessarily to be defined as wholly bad, for the
smallpox, which deprives Esther of her unsullied face, provides her
with a touchstone by which she can evaluate the quality of Wood-
court’s love towards her, leading to the final denouement of mar-
riage® But what is of significance is that this disease is an epidemic,
which was inescapably associated with a filthy and unhealthy slum,
because sums were the arena for the fearful outbreaks of epidemics
such as cholera, typhus, and smallpox.4

A deep-seated fear of such lethal epidemicsis grimly shown at the
beginning of Chapter 46 in which Jo, goaded by the merciless Bucket,
reappears in the midst of Tom-all-Alone's after his sudden disappear-
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ance from Bleak House. In the passage, Jo is amost analogous to
Tom who personifies the horrors of Tom-all-Alone’s, and acts as a
gruesome harbinger of whatever evils come with his “tainting, plun-
dering, and spoiling”:

But he[Tom] has hisrevenge. Even the winds are his messengers,

and they serve him in these hours of darkness. Thereis not adrop

of Tom's corrupted blood but propagates infection and contagion

somewhere. It shall pollute, this very night, the choice stream (in

which chemists on analysis would find the genuine nobility) of a

Norman house, and his Grace shall not be able to say Nay to the

infamous aliance. There is not an atom of Tom's slime, not a

cubic inch of any pestilential gas in which he lives, not one

obscenity or degradation about him, not an ignorance, not a

wickedness, not a brutality of his committing, but shall work its

retribution, through every order of society, up to the proudest of

the proud, and to the highest of the high. Verily, what with taint-

ing, plundering, and spoiling, Tom has his revenge.

(Ch. 46, 568, my italics)®®

The quotation seems to be spellbound by Chadwick, since his leg-
endary “miasmatism” re-echoes everywhere. His miasmatic theory
presupposes that disease is caused by noxious gases emitted by rotten
things. “That the various forms of epidemic, endemic, and other dis-
ease caused, or aggravated, or propagated chiefly amongst the labour-
ing classes by atmospheric impurities produced by decomposing
animal and vegetable substances, by damp and filth. . .” (Chadwick
422; my italics). The narrator in the novel, like Chadwick, gloomily
announces that the winds are Tom’s “ messengers,” who will propagate
“infection and contagion.” Chadwick proposed two principles for the
improvement of hygienic conditions in general: one was the construc-
tion of sewage or drainage systems for the removal of refuse, and the
other was the supply of clean water (Chadwick 422-23). It is note-
worthy, however, that athird principle may be found in his discourse:
namely, almost all sanitary evils were found in the “lowest districts’
where most of the laboring population were living in such horrible
slums as, say, St Giles or Jacob’s Island. As Roy Porter observes, a
middle-class or bourgeois “class-consciousness’ paved the way for
Public Health politics. The politics of Chadwickian hygiene was
voiced from and supported by the “nobles and gentlemen, rich mer-
chants, clergy and civic worthies” because their “economics and utility
taught that neglecting disease ran counter to enlightened self-interest.”
It was believed that diseases readily spread from the poor to the better
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off, and that poverty- or disease-stricken laborers proved inefficient
employees (Porter, Disease 33). In brief, the spirit of public health
was on bad terms with philanthropic atruism, but on good ones with
bourgeois self-concern. The passage above has a lot in common with
this egoism in that it reveals the horrors of Tom, whereas Tom'’s tar-
gets are, for instance, a “Norman house” and “the proudest of the
proud.”

But did Tom, or Jo, have revenge thoroughly? The answer to this
may be negative, at least seemingly, since the line of smallpox infec-
tion did stop at Esther, who caught Charley’s disease, which had been
transmitted by Jo. As far as Esther, therefore, the horrifying disease,
the origin of which is an abominable slum, rapidly ascends the ladder
of a hierarchical society, but the noble characters in the novel, the
Dedlocks, for instance, remain uninfected by smallpox or any disease
relating to the lowest districts. Indeed, the horrors of Tom-all-Alone’s
are not experienced by aristocratic people. Nevertheless, this is not
the end of the story, for it is possible to suppose that the Jo plot is
symbolic or metaphoric in that the evils of urban poverty, noted by
hygienists, are devouring the sacred face of Esther Summerson, who is
the illegitimate child of Lady Dedlock; the Lady’s secret relationship
with Captain Hawdon, alias Nemo, casts a dark shadow over the
mother’s noble position. In this sense, the appalling horror of the
infernal slum is not ended but permanently alive as long as Esther
lives. As to Esther’s disfigurement, Susan Sontag's remarks on the
relation of disease and its damage to the face are worth citing; accord-
ing to her, the deepest dread is aroused by illnesses that “deform the
face,” not by lethal ones like heart attacks. Referring to smallpox in
particular, Sontag points out that the scar left by this disease functions
as a marker of the survivor, and that marks of smallpox are “precisely
the stigmata of a survivor” (Sontag 128). Esther’s “stigmata,” how-
ever, do not reveal a Christian holiness but suggest the Christian guilt
of her mother, as the marks on her face indicate that her mother’s sin-
ful sexuality is not erased but is kept intact, threatening Lady Ded-
lock’s stable position. Esther’s stigmata crystallize three things in
compacted form: first, the horrors of Tom-all-Alone's; second, Jo’s or
Tom'’s ferocious will to “revenge” on “the proudest of the proud, and
to the highest of the high;” finally, the Lady’s sinful past which pro-
duced Esther.

If this novel isinterpreted, in part, as the tragedy of Lady Dedlock,
who ends her life in despair in front of the graveyard where her ex-
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lover Nemo is buried, the hamartia of the drama is, in essence, to be
ascribed to the Lady’s hybris:’® hybris, in the form of her Ladyship’'s
vanity to assume a dignified position as the spouse of Sir Leicester
Dedlock, despite her comparatively lower rank in society: “A whisper
still goes about, that she [Lady Dedlock] had not even family” (Ch. 2,
10). Her husband's greatness as a member of a very old family is
stressed with sarcasm: “Sir Leicester Dedlock is only a baronet, but
there is no mightier baronet than he. His family is as old as the hills,
and infinitely more respectable” (Ch. 2, 10). And there is another
hybris. her self-conceit of possessing a regal splendor: “. . . my Lady
Dedlock has been at the centre of the fashionable intelligence, and at
the top of the fashionable tree” (Ch. 2, 10). The picture of the beau
monde thus far represented with the Lady commanding a panoramic
view of society iswell contrasted with the horrible picture of Tom-all-
Alone's.

Esther’s stigmata, |eft by the smallpox, therefore, indicates her sur-
vival, and her prolonged existence serves to prove her mother’s sinful
relation with Nemo; this disgrace, finally revealed by the wily Tulk-
inghorn, led to the Lady’s perdition. Thus, the fearful oracle by
Esther’s godmother (her real aunt) at the beginning, “It would have
been better . . . that you had never been born” (Ch. 3, 16) becomes all
the more significant if one bearsin mind that the hamartia of the novel
or the cause of the tragedy is altogether due to Esther’s survival,
which had precipitated her mother’s disgraceful downfall. The web of
the novel isfinally completed; and in the center of the web there is an
“infernal” slum from which every single thread of the plot had been
extended so as to entrap, at least, three characters:. “poor Jo,” who died
murmuring blissful prayers, Esther, who was disfigured, and Lady
Dedlock, who was “fallen” 1" in spite of, or because of, her dignity.

As has aready been noted above, the hellishness of the infernal Slum
is suggested by and inseparably linked with the so-called Foucauldian
or Benthamite conception of power which holds constant gaze without
being seen and keeps strict surveillance upon inmates such as prison-
ers, patients, or schoolchildren. Hitherto, the poor, among others,
have been specifically treated in order to demonstrate that they are
foregrounded; and by the same token, in what follows, | intend to
show that the poor in relation to the Foucauldian gaze can be dis-
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cussed in a different but concurrent work of art: Ford Madox Brown’s
well-known picture Work, which was begun in 1852, the year Dick-
ens's Bleak House was started. As regards the gaze upon the poor,
power is expected to keep a constant watch, chiefly because the aris-
tocracy and bourgeoisie feared that the poor, whose main living
domains were extremely unhealthy slums, would spread insanitary
evils, notably epidemics such as cholera, typhus, scarlet fever and so
forth “through every order of society.” The frightful message of “with
tainting, plundering, and spoiling, Tom has his revenge” in the novel, |
shall argue, re-echoes in Brown'’s painting.

As in the novel, the first step in the painting is to foreground the
poor in order to specify their likely dangerous or evil existence. Inthe
painting, Jo's counterparts are four children, who are depicted, like Jo,
as poverty-stricken and helpless: four “dirty children” represented at
the very front of the painting. According to the painter, they have
recently lost their dear mother — the loss indicated by the black rib-
bon worn by the baby held in the left arm of its elder sister. To be pre-
cise, Brown explains, they do have afather but he is virtually nothing
to them, as he “drinks, and will be sentenced in the police-court for
neglecting them” (Brown 153). It is important here that the correla
tion of drunkenness, immorality and poverty calls to mind Hogarth's
enormously famous pair of plates entitled “Beer Street” (figure 2) and
“Gin Lane” (figure 3) both of which exercised a great influence upon
Brown's Work. A remarkable similarity between Hogarth's series and
Brown'’s painting is found, for instance, in Brown's treatment of beer
as good acohal to improve health; in the picture “a prosperous beer-
man” is depicted calling aloud, “beer ho!” According to Brown, this
beer-man symbolizes “town pluck and energy,” whereas “gin” is
accused, partly because the beer-man’s “hunchbacked” dwarfishnessis
due to gin's evil effect: as a child he was “stunted with gin” (Brown
154). It is therefore possible to suppose that the same social milieu
that prompted Hogarth to create a pair of prints, admiring beer as the
“Genius of Hedth,” while denouncing gin as a “cursed Fiend” still
existed almost a century later. And the fact that by and large in mid-
Victorian England gin was regarded as a “cursed Fiend” is supported
in prints by Cruikshank — a “fanatical teetotaler” (Johnson 331) —
such as“The GIN Shop” (afamily istrapped in the jaws of the vicious
gin, figure 4 [1829]), “Gin Shops’ (the Dickens-Cruikshank joint
work asserting “Gin drinking is a great vice in England” [1835]), The
Bottle (a series showing a workman's destruction because of gin
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[1847]) and The Drunkard's Children (the sequel to The Bottle, the
fina plate depicting the girl’s suicidal fall from London Bridge, figure
5 [1848]).2* Figure 5, for example, discloses that Cruikshank owes
much to Hogarth, for a falling girl may be compared to the baby
dropped by its drunken mother. In these prints, the vices of gin are
articulated as in the case of Hogarth’'s “Gin Lan€”: gin is the cause of
poverty, misery and total destruction. Dickens, however, referring to
The Bottle and The Drunkard's Children, maintains that drinking is not
the cause of vices, but the result of social vice such as “foul smells,
disgusting habitations . . . scarcity of light, air, and water” (Forster Il:
40). In sum, he correlates gin drinking with the insanitary conditions
of the lower classes. Given the close link between the unhedlthy life
of the wretched poor and gin drinking suggested by Dickens, it
becomes clear that the invisible father in Brown's picture is probably
drunk in slums like St Giles; and, interestingly enough, it was St Giles
that Hogarth adopted as the stage for “Gin Lane” (Paulson, Hogarth's
Graphic Works 147). It is reasonable to think that the four miserable
children in the picture come from some insanitary areas and are carry-
ing with them smallpox, for example.

In any case, it is obvious that by erasing the drunken father from the
canvas Brown rendered the four children virtually orphans with the
eldest sister at the center of this vagrant family. Put differently, the
orphanage was needful for the painter, for he doubtless thought he
could draw the viewer’'s attention to the orphans by stressing their
helpless state, with a subtle implication of their foul or evil back-
grounds; the apparent message is that they have neither father nor
mother. In addition, it is noteworthy that Brown’s tone of compassion
sounds even greater when he aludes to the eldest daughter, who, as a
mother, holding the baby in her arm, scolds her naughty brother, who
is playing with the workman's barrow; certainly she is forced to be a
mother-like figure, but she is a mere girl: “The eldest girl, not more
than ten, poor child! is very worn-looking and thin. . .” (Brown 153).
The exclamation, “poor child!” is, as it were, Dickensian, because the
subject of poor children is Dickens's “magic wand” thereby fore-
grounding them to be pitied, often with tears, by his readers. This can
be illustrated by endless examples such as Oliver, Little Nell, Little
Dorrit, Tiny Tim, Pip, little Davy, little Paul, and of course, Jo. $till,
one more example from Bleak House should be mentioned in connec-
tion with Brown’s four poor orphans. Charley. Hearing of Coavinses's
death, which leaves his three children in a terrible plight, Esther, Ada
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and Jarndyce go to the chandler’s shop in Bell Yard where Coavins-
es's children pinch and scrape, and they find that the two children are
locked in a poor room; Esther’s narration runs as follows:

| tapped at the door, and alittle shrill voice inside said, ‘We are
locked in. MrsBlinder's got the key!’

| applied the key on hearing this, and opened the door. In a
poor room, with a sloping ceiling, and containing very little furni-
ture, was a mite of a boy, some five or six years old, nursing and
hushing a heavy child of eighteen months. There was no fire,
though the weather was cold; both children were wrapped in some
poor shawls and tippets, as a substitute.  (Ch. 15, 191, my italics)

One child is five- or six-year-old boy (Tom) and another is amost a
baby (Emma); the brother and sister are “locked in,” and the “key” is
kept by the landlady (Mrs. Blinder). The relation of lock and key sug-
gests a prison-like image, so metaphorically speaking at least, poor
orphans, trembling with cold, are in a prison. Into this prison-like
room, Charley rushes in a great hurry after her “out-a-washing.”
Charley’s “fingers were white and wrinkled with washing, and the
soap-suds were yet smoking which she wiped off her arms’ (Ch. 15,
191-92). Upon seeing Charley entering, the brother and sister gather
around her, and the baby “stretched forth its arms, and cried out to be
taken by Charley.” Awestruck by this piteous picture in which a mere
girl was working for her brother and sister to earn “sixpence and
shillings’ to lead amean life, Jarndyce groaned:

‘Is it possible,’ whispered my guardian, as we put a chair for
the little creature, and got her to sit down with her load: the boy
keeping close to her, holding to her apron, ‘that this child works
for the rest? Look at this! For God’s sake look at this!’

It was a thing to look at. The three children close together, and
two of them relying solely on the third, and the third so young and
yet with an air of age and steadiness that sat so strangely on the
childish figure. (Ch. 15, 192, my italics)

The orphans in extreme poverty are thus foregrounded with a some-
what excited tone of compassion by the narrator as well as Jarndyce,
and, at the same time, the narrator (in this case, Dickens rather than
Esther) seems, overtly, to direct the reader’s or viewer’'s attention
exclusively upon the group of poverty-stricken children, among whom
Charley, as a little mother, takes care of her brother and sister, despite
her own childishness (being “ over thirteen”).

This picture of the orphans in Bleak House is, beyond doubt, analo-
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gous to that of Brown'sin away that, firstly, there are poverty-stricken
orphans, with a mother-like sister standing at the center, around whom
her siblings huddle together, secondly, those children are brought into
focus by exclamatory expressions. “Look at this! For God's sake look
at this!” on the one hand, while, on the other, Brown compassionately
says, “The eldest girl, not more than ten, poor child!” The painter,
also, staring at the orphans, requires us to share this compassion: “I
would beg to cal your attention to my group of small, exceedingly
ragged, dirty children in the foreground of my picture” as though it
were indispensable to throw a gaze upon them so that the orphans in
the novel and the painting can be represented in the form of “fore-
grounding” linguistically as well as visualy. The only difference
between the orphans in the novel and in the painting may be the
absence of the Chadwickian sanitary idea in the scene of the novel, as
contrasted with the Brown’s, where the construction of the waterworks
is seen to be in progress in the background. In Bleak House, not in a
literal but in an allegorical background, we can assume a sanitarist
gaze upon Charley and her siblings. Indeed, Charley turns out to be a
dangerous figure when later she catches Jo’'s smallpox, which infects
Esther. Consequently Brown’s picture and Dickens's novel have the
“Sanitary ldea’ in both their backgrounds, and also, the piteous but
insanitary, dangerous children are overtly represented in the fore-
ground.

It is worth remembering that, concerning Tom’s revenge and the
fear of it, bourgeois egotism or egocentricity considered insanitary
conditions as social danger; the fear of paupers is articulated by both
upper and upper-middle classes. Similarly, thiskind of bourgeois ego-
centricity can be detected in Brown’s Work, and particulary in his son-
net explaining the burden of his picture. Brown composed the
accompanying sonnet to his Work in February 1865 when he held a
“one-man exhibition of one hundred pictures and drawings’ (Parris,
Pre-Raphaelite Papers 143). The sonnet reads:

WORK! which beads the brow, and tans the flesh

Of lusty manhood, casting out its devils!

By whose weird art, trasmuting poor men’s evils,
Their bed seems down, their one dish ever fresh.
Ahme! For lack of it what illsin leash,

Hold us. It'swant the pale mechanic levels

To workhouse depths, while Master Spendthrift revels.
For want of work, the fiends him soon immesh!

Ah! beauteous tripping dame with bell-like skirts,
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Intent on thy small scarlet-coated hound,
Are ragged wayside babes not lovesome too?
Untrained, their state reflects on thy deserts,
Or they grow noisome beggars to abound,
Or dreaded midnight robbers, breaking through.
(Brown 151, 156)

It is evident that the “evils’ of idleness are opposed to the virtue of
work, with the latter highly admired, while the former is virulently
criticized. The sonnet declares that “devils’ and “evils’ of manhood
are found in the lack of “Work!” which “beads the brow, and tans the
flesh.” By contrast, idleness or “want of work” soon sends a man “To
workhouse depth, while Master Spendthrift revels.” This phrase refer-
ring to the horrors of the “workhouse” is reminiscent of Dickens's
Oliver Twist(Ch. 2, 13).% Brown, however, does not satirize work-
houses like Dickens, but utilizes them to menace paupers, implying
that if you do not work, you would only starve to death in work-
houses. As Poovey has argued, the workhouses that the new Poor
Law of 1834 ingtitutionalized were to create the widespread impres-
sion that the “machinery” of the Poor Law would introduce a life less
eligible than starvation” (Poovey 11, 110).2* Brown makes use of this
widespread fear of workhouses to encourage industry, while abusing
the immorality of idleness, just as in Hogarth's glorious twelve prints
issued in 1747 “cal’d INDUSTRY and IDLENESS:. Shewing the
Advantages attending the former, and the miserable Effects of the lat-
ter, in the different Fortunes of two APPRENTICES” (Paulson, Hoga-
rth 11: 289). However, to Brown, idleness was not only restricted to
the poor but was true of the well-to-do, because the rich who do not
work but waste money on luxurious things as “bell-like skirts’ and
“scarlet-coated hound” are as equally immoral as the idle poor. In
Work, the wicked extravagance took the form of, say, the splendid or
showy dresses with “bell-like skirts” worn by bourgeois ladies, the
grand horses of an MP, a beautiful greyhound in a red jacket, and the
pastry cook’stray (agreen box in the painting). Asto thislast, Brown
especially referred to it as a “symbol of superfluity,” for he could not
get over a “socidistic twinge” whenever he saw such pastry-cook’s
tray in England (Brown 153). Brown was hence at odds with the
wealthy who do nothing but waste money while forgetting or affecting
to forget the suffering of the poor — envisaged as “ragged wayside
babes’ in the sonnet, and miserable orphans in the foreground of the
picture. Moreover, he commented in the pamphlet that the rich never
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work for the “bread of life”; and it was because of the praiseworthi-
ness of this “bread-winning” labor that Brown adopted the theme of
“excavation” and painted a young navvy who showed “manly health
and beauty” to occupy “the place of hero” (Brown 152-53). This
“socialistic tinge” and class consciousness in Brown naturally have
encouraged art criticism of a Marxist orientation. There are ample
reasons why art criticism has tended to center on Hogarthian, Car-
lylean and Marxist critiques of class-relations in the light of, broadly,
what is called the “Puritan work ethic” as outlined by Max Weber.??

However, both sonnet and painting reveal, if unconsciously, a deep-
rooted fear of the poor, especially the younger poor, that Brown as a
middle-class artist was not immune from, in spite of the fact that,
“middle by birth,” he in his youth suffered from poverty because of
his father’sill health (Newman & Watkinson 120). In lines 11-14, the
poet warns against the dangerous presence of “ragged wayside babes’
left alone to English “deserts’ where the wealthy are more or less
unwilling to rescue the poor from their lowly conditions, so that the
deserts would proliferate “noisome beggars’ or “midnight robbers.”
Needless to say, beggars and robbers were the negative product of
insanitary, poverty-stricken slums. If this sonnet and Work are placed
side by side, it will become instantly clear that the targets Brown aims
at as socialy dangerous presences are not only the “babes’ but the
“exceedingly ragged, dirty children” in the foreground of the painting,
because, as he says, those offspring, born into the lower classes or
laboring population, bred on merciless English ground, a ground culti-
vated by bourgeois egocentricity, are likely to fall into degradation
whether moral or physical. Bourgeois egotism is exemplified by
“beauteous tripping dame with bell-like skirts’ in the sonnet and the
picture.

In fact, an awareness of the inseparable correlation between slums
and degradation in mind and body was felt by anyone who was inter-
ested in the “Condition-of-England” question at all. Engels, anong
others, in his epocha The Condition of the Working Class in England
(1845) underlines “the whirlpool of moral ruin” and the “demoralizing
influence of want, filth, and evil surroundings,” citing a notorious
slum, St Giles?® in London, where, “filthy within and without,” live
“the poorest of the poor . . . with thieves and the victims of prostitu-
tion” (Engels 71). Hence both in Engels and Brown a similar proce-
dure of correlating the dangerous poor to their degradation is at work.

In any way, there is no denying the construction of waterworks (to
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be strict, this was a sewer line)?* was a reality in Hampstead of which
Brown made a sketch in “hot July sunlight” in 1852. In the same year,
Bleak House was commenced to be serialized in March, as “afable for
1852" (Butt & Tillotson 179); heaviness of the novelistic “topicality”
was owing to such “fashionable” things as “Chancery suits’ or “ Sani-
tary ldea” Nonetheles, it is too simplified to condemn Dickens and
Brown as egocentric bourgeois proponents of the Chadwickian “ Sani-
tary Idea” The omnipresence of an awareness of the public hygiene
and the intensity of bourgeois egotism were perceived by many con-
temporaries such as Engels who accused the English bourgeoisie for
the lack of educating the working-class poor to improve the “Condi-
tion of England”:

So short-sighted, so stupidly narrow-minded is the English bour-
geoisie in its egotism, that it does not even take the trouble to
impress upon the workers the morality of the day, which the bour-
geoisie has patched together in its own interest for its own protec-
tion! (Engels 142)

Elsewhere, in The Morning Chronicle, Oct. 18, 1849, just after the
second outbreak of cholera in Britain, claiming 53,000 deaths, had
ravaged in London,? an editorial expresses a concern about a shock-
ing coexistence of the rich and the poor almost in the same place: “No
man of feeling or reflection can look abroad without being shocked
and startled by the sight of enormous wealth and unbounded [uxury,
placed in direct juxtaposition with the lowest extremes of indigence
and privation.” The same editoria aso identifies the poor with “the
dangerous class’: “. . . the starving or mendicant state of a large por-
tion of the people . . . if suffered to remain unremedied many years
longer, will eat, like a dry rot into the very framework of our society,
and haply bring down the whole fabric with a crash.” Razzell, with
reference to the editorial above, observes that “ dangerous classes’ is a
phrase which appears frequently in The Morning Chronicle (Razzell
2). The Morning Chronicle, “the leading Liberal voice in the British
press’ (Slater xii) had some relation with Dickens, who was its perma-
nent staff, contributed to the journal — the five “ Street Sketches,” for
example, from September to November 1834, which were to form
parts of his Sketches by Boz. Interestingly, thereis a close relationship
between the editorial of The Morning Chronicle and the beginning of
Chapter 46 of Bleak House in which the gruesome message is
announced that “Tom has his revenge”; Tom’'s “messengers’ are his
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“corrupted blood,” “pestilential gas’ and “Tom’s slime” (Ch. 46, 568).
Tom is, therefore, blackmailing; the burden of his message is to the
effect that, as the writer of an editorial of The Morning Chronicle
fears, “if suffered to remain unremedied” the poor or the laboring pop-
ulation “will eat . . . and haply bring down the whole fabric with a
crash.” The equation of the poor with the “dangerous classes’ can be
seen as common bourgeois ideology thereby foregrounding the pau-
pers to whom a watchful sanitarian gaze should be directed. Indeed,
this cold-blooded egotism is operating behind the pitiful scenes of
Charley and her siblings, Jo's death, and the orphans in the oil paint-
ing. Nevertheless, it is aso undeniable that the novelist, at least, with
his tremendous verbal power to incite the reader’'s sympathy did suc-
ceed not only in attracting a sanitarian attention toward the poor, but
rendered such heart-breaking scenes as where Jo whispers his first but
last prayers, or where Esther “saw two silent tears fall down” upon the
face of Charley who was “looking at us’” mutely (Ch. 15, 193). At
these moments, the reader of the day would have felt a responsibility
to do something that was over and above egotism. By the same token,
we, living today, are unable to be indifferent to little but brave
Charley, poor Jo, and the nameless orphans fairly claiming attention
on the canvas.

Notes

1 Bentham’s conception of the panopticon was brought to the attention of the
wider public in 1975 when Michel Foucault and Jacques-Alain introduced Ben-
tham in their studies, Surveilller et punir: Naissance de la prison (Discipline and
Punishment: The Birth of Prison) and “Le Despotisme de I'Utile: la machine
panoptique de Jeremy Bentham” respectively. See Bozovic 1-27.

2 Briggs states that the New Poor Law of 1834 which, at its outset aimed at a
central system, had become nearly subject to local government by the second half
of the century. Anthony Wood, however, argues that the Poor Law Amendment
from the beginning heavily relied on the local systems of “Boards of Gurdians.”
As for the abolition of outdoor relief, Altick points out that it was not abolished
altogether, because, in 1839, for example, there were as many as 560,000 persons
who received the dole in their own cottages. See Briggs, Age of Improvement
280, Wood 89-91, Altick, Victorian People and |deas 122-23.

3 The public health movement is often characterized by its “bureaucratisa-
tion” and “ state administration,” as Alison Bashford has noted (Bashford 3). The
common correlation of the public health idea and centralization is, however, ques-
tionable according to some medical historians. Christopher Hamlin, for example,
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insists that the Public Health Act of 1848 gave local government broad powers to
promote sanitary reforms. Hence Dorothy Porter’s suggestion that “the historical
model of inevitable centralization of public health administration in industria
societies requires serious revision” (emphasis added). See Hamlin, “ State Medi-
cinein Great Britain” 144-45, and Dorothy Porter, “Introduction” 13.

4 This aspect is described by, for example, Richard Altick, who defines
Dickens as being “as topical . . . as any other novelist of his day.” As for Bleak
House's actuality, the ground-breaking study by John Butt and Kathleen Tilloston
shows the novel’s close relationship with its time, concluding that three of the
novel’s subjects were highly topical: “Chancery,” “the political chaos’ and “Lon-
don sanitation.” See Altick, The Presence 52, 71, and Butt & Tillotson 177-200.

5 Although much criticism deals with the relation between the sanitary idea
and the novel, one of the best studies in this context, | think, is Schwarzbach's
wide-ranging commentary on Bleak House; its discussion of the novel is full of
information and insight; for instance, Schwarzbach relates Dickens's concern with
the “housing issue” during the early 1850s to the “dissolving” houses in the novel,
such as Chesney Wold, Bleak House, and the Jellyby house, insisting that the
badly managed home becomes a key metaphor suggesting the necessity of build-
ing sanitary houses for the poor. See Schwarzbach 114-42.

6 In my argument, terms such as “foreground” and “foregrounding” are basi-
cally used according to the poetics of the Prague school. This poetics presupposes
that “background” is used in customary and predictable contexts; if something is
specifically seen or treated intentionally so as to be highlighted against this back-
ground, the act of “foregrounding” is accomplished. For more details see Lodge
2-3.

7 Broadly spesking, by the deconstructive strategy, while bearing in mind
Foucault’s key concepts of “surveillance,” “discipling’ and “ power,” D. A. Miller,
regarding Bleak House as a “contradictory text,” discusses how Chancery is
replaced by the Police Detective, which by virtue of the omniscient Bucket is
legitimized to exercise power over the hitherto supreme power of Chancery. Thus
the novel envisages power within power, or the relationship between two powers:
the law and the police. Similarly, inspired by Foucault’s discussion of discipli-
nary technology inherent in the Panopticon society, Jeremy Tambling examines
the relation of Great Expectation's mode of autobiography and the novel’s
inescapable entanglement within a particular set of power relations. Because lan-
guage itself is a mode of oppressive power making the writer prison-bound, the
formation of identity or individuality by Pip is impossible as well as delusory;
Tambling argues that the novel presents Pip’s development as “no development.”
SeeD. A. Miller 58-106, Tambling 117-34.

As to a deconstructive reading of the novel, Hillis Miller’s essay is a classic;
by focusing on “self-contradiction” in the novel he argues that the work as a
whole is an “allegory” made up of “cross references among signs’ in which one
meaning is constantly defined or referred to by another, so that meaning is made
unstable or indeterminable: consequently, Bleak House is obsessed with “the
interpretation of documents.” Hillis Miller 11-34.

8 One remarkable similarity between Jo and the crossing-sweepers in Lon-
don that Mayhew witnessed is that those engaged in the job were, like Jo, always
afraid of the police, for they could not “ask for money” if “there’s a policeman
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close a hand.” Mayhew, London Labour and the London Poor Vol. 2: 466,
494-98. John Sutherland anatomizes the composition of the London mud Jo is
supposed to sweep, concluding that, although mud was mingled with much merde
(i.e. shit), to think that mud/merde was an “ankle-deep tide of filth” is going too
far. Sutherland 90-98.

9 The text used here is that of the Dent Edition, ed. Andrew Sanders. Cita-
tions hereafter arefirst to chapter, then to page from this edition in parentheses.

10 The omnipresence or ubiquity of Inspector Bucket is stressed elsewhere: “.
.. extraordinary terror of this person [Bucket] who ordered him [Jo] to keep out of
the way; in his ignorance he believes this person to be everywhere, and cognisant
of everything.” (Ch. 47, 579; my italics)

1 Norman Page notes that Inspector Bucket was “the first detective in Eng-
lish fiction,” who was based on Inspector Charles Field, whom Dickens referred to
several times in his Household Words (14 June 1851, for instance). Andrew
Sanders's detailed note on Bucket is equally of importance. Norman Page, ed.
Bleak House 960; Andrew Sanders, ed. Bleak House 825.

2. Dorothy and Roy Porter argue that the key role of the physician particulary
from the late eighteenth century onward at deathbeds was to attend the dying
patient “not as doctors but as friends’ in order to restore tranquility by removing
bodily pain, thereby “orchestrating an end serene and blissful.” Doctors in the
eighteenth and nineteenth century, at large, were expected to act as friends who
attend to comfort the dying. Thisrole as “priest” rather than medical doctor can
be found in Doctor Allan Woodcourt, who gives prayers to the dying Jo. See
Dorothy & Roy Porter, Patient’s Progress 144-52; Roy Porter, Disease, Medicine
and Society 62.

13 Miriam Bailin argues that sickness or the sickroom is of great importance
in Victorian fictions in general, since the union of hero and heroine is accom-
plished under the secluded condition of the sickroom, which offered a “model of
exchange” for love. See Bailin 23-26.

14 Asregards infectious diseases and the symbolic significance that such dis-
eases evoke in relation to class-relations, the Leavises find a Carlylean echo, since
in Past and Present “typhus fever” is considered as the sole link between high and
low. F.R. Leavistouches upon mutual borrowings among Victorian novelists: “. .
. the Victorian novelists read and used each other’s work quite as freely as Eliza-
bethan and Jacobean dramatists did theirs’ F. R. & Q. D. Leavis 166. Dyson
finds in Esther’s smallpox another perspective, for the disease shows the “dangers
inherent in virtueitself in our fallen world.” Dyson, Inimitable Dickens 180.

15 The recurrence of “Tom-al-Alone's’ as a suitable title in Dickens's work-
ing plans for this novel reveals that the “Sanitary Idea’ as well as the Chancery
gave the author imaginative inspiration; his social concern and awareness of the
necessity for socia reform, of course, indicates Dickens's journalist aspect.
Examples of the titles are, “Tom-All-Alone’s The Ruined House,” “Tom-All-
Alone's The Soritary House,” “Tom-All-Alone's The Ruined Mill” and the like.
See Bleak House, ed. Ford and Monod 773-75, Page, Bleak House: A Novel of
Connections 13-14.

16 Frye's explanation concerning hamartia and hybris is true of Lady Ded-
lock’s downfall. Frye points out that hamartia must have an essential connection
with sin or wrongdoing, and that hamartia is inevitably involved with hybris in
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tragedies; hybris is a “soaring mind which brings about a moraly intelligible
downfall.” In this sense, Lady Dedlock suffers according to tragic convention.
Frye 210.

7" The theme of the fallen women deserves attention, since it is one of Dick-
ens's topoi. He is known to have been engaged in an institution named “Urania
Cottage” for prostitutes. In this house they were educated with a view of shipping
them to the colonies (mainly Australia) as eligible wives. Considering Emily’s
journey for Australia after her misconduct with Steerforth in David Copperfield,
Emily is almost eguivalent to one of the “fallen.” In this context, Lady Dedlock
can be also defined as “fallen” because her relation with Nemo was sexual. Asfor
“Urania Cottage,” see Schwarzwach 118.

8 As far as | know, the only criticism which deals with the relationship
between Brown’s Work and public health is Christopher Hamlin's. He regards the
work as celebrating “the act of public health rather than the idea.” Hamlin's con-
sideration of the Brown is, however, very short, covering only two pages. Ham-
lin, The Age of Chadwick 333-34.

1 Many critics mention the frictional relationship between Cruikshank and
Dickens from their first joint work for Sketches by Boz onwards. Cruikshank’s
The Bottle and The Drunkard's Children both disgusted Dickens, in spite of his
veneration of Cruikshank’s social realism; see, for instance, Schwarzbach 119,
Harvey, James, Stone and Patten. Thetext of “Gin Shop” used here is Sketches by
Boz and other Early Papers 1833-39, ed. Slater 180-85. Slater points out that
“Gin Shop” and “The Pawnbroker’s Shop” strike a grimmer note than any other
of Boz's stories; the subject of the pawnbroker is again Hogarthian, since in “Beer
Street” and “Gin Lane” a pawnbroker’s shop is pictured; in the latter, the business
is successful but in the former failing. See Slater xiii—xiv.

2 Together with Bleak House, Oliver Twist, whose protagonist was born into
a workhouse, obviously poses sanitary questions in the Malthusian or Chadwick-
ian context. Oliver Twist is, in this sense, a precursor of Bleak House. Such
words as orphan, poverty, filthiness, insanitary conditions, crime, moral degrada-
tion, and so forth in Oliver Twist indicate its close relationship with Bleak House.

2l What is of importance in Poovey’'s discussion of Chadwick’s Sanitary
Report is her close, subversive reading of the text against the background of patri-
archal Victorian society. Within the so-called feminist criticism at large, Poovey
discloses a male chauvinistic standpoint in Chadwick’s discourse, by pointing out
that in his Sanitary Report Chadwick frequently stresses the importance of
“domesticity,” thereby drawing attention to the women'’s role and duty as a house-
wife who should keep their house tidy and clean, i. e., in good sanitary conditions.
Poovey 115-131.

2 Much art criticism, in line with the socidistic inclination Brown himself
confessed concerning his Work, has found in the painting, firstly, Hogarthian sub-
jects of the opposition between idleness and industry, secondly, a Carlylean cri-
tiqgue of modern industrial society based on “capitalism” and “Mammonism”;
Carlyle's Sartor Resartus (1832) and Past and Present (1843) in fact left their
marks on Brown and the painting; Brown calls one of his characters “Bobus,” the
untrustworthy sausage maker in Past and Present. See Newman & Watkinson
119-30, Treuherz, Victorian Painting 87, Treuherz, Pre-Raphaelite Painting 49,
Brown 151-56, Huefer 415, Bendiner, Victorian Painting 131, Paulson, Hoga-
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rth’s Graphic Works 145-48, 367—69, Paulson, Hogarth I11: 17—26, Engels 129.

The more or less straightforward puritan work ethic that the picture supportsis
underscored by the biblical quotation on the frame: “In the sweat of thy face shalt
thou eat bread” (Genesis 3: 19). See Treuherz, Pre-Raphaelite Painting 41. Itisa
famous manifesto of Max Weber's that capitalism and the protestant work ethic
are in harmony because the idea of “Beruf” or “calling” promotes hard work with
no intention of making money, only for the devotion of oneself to God; accumula-
tion of wedlth by protestants is a mere result of the belief in the gospel of work,
not of a mercenary drive. This moral value of labor supported by protestants was
shared and proclaimed by Carlyle to the extent that it became a “key tenet of the
Victorian.” See Warner 98-100, and Weber.

2 According to Andrew Sanders' annotation, Tom-all-Alone'sis partly based
on St Giles, where Dickens made an expedition with Inspector Field — a model
for Bucket — and othersin 1851, and partly on the “decaying area’ around Wych
Street. Still another possibility is suggested by John Butt, who relates the descrip-
tion of Tom-al-Alone's in chapter 46 with Dickens's visit to Bermondsey, and
possibly, Jacob’s Island in the neighborhood on January 7, 1853. The installment
including the chapter was published in April 1853. In any case, it is clear that
Dickens was well versed in the appalling circumstances of the London slums.
Concerning Bermondsey and Jacob’s Island, the well-known report entitled “A
Visit to the Cholera District of Bermondsey” by Mayhew was published on Sep-
tember 24, 1849 in The Morning Chronicle. In his reportage, Mayhew offers a
horrible, insanitary picture of the area, heavily aluding to miasmatism: “On enter-
ing the precincts of the pest island, the air has literally the smell of a graveyard”
(Mayhew 32). See Bleak House, ed. Sanders 818, 825; Butt & Tillotson 192—95.

2 |n redlity, the sanitary construction in progress in Hampstead which Brown
witnessed was for drainage, despite Brown'’s belief that the excavation “was con-
nected with the supply of water.” And yet, it is notable that the site was linked
with the sanitarist movement in the middle of the century, whether it was for
drainage, or supply of water. See Treuherz, Victorian Painting 87.

% For further information on cholera epidemics in the nineteenth-century
Britain, see Margaret Pelling, and Mayhew, “A Visit to the Cholera Districts” 31.
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Darkness and silence ruled everywhere around. Above them

rose the primeva yews and oaks of The Chase, in which were

poised gentle roosting birds in their last nap; and about them stole

the hopping rabbits and hares. But, might some say, where was

Tess's guardian angel? where was the Providence of her simple

faith? Perhaps, like that other god of whom the ironical Tishbite

spoke, he was talking, or he was pursuing, or he was in a journey,
or he was sleeping and not to be awaked. (57)
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Why it was that upon this beautiful feminine tissue, sensitive
as gossamer, and practically blank as snow as yet, there should
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have been traced such a coarse pattern as it was doomed to
receive; why so often the coarse appropriates the finer thus, the
wrong man the woman, the wrong woman the man, many thou-
sand years of analytical philosophy have failed to explain to our
sense of order. One may, indeed, admit the possibility of a retri-
bution lurking in the present catastrophe. Doubtless some of Tess
d’ Urberville's mailed ancestors rollicking home from a fray had
dealt the same measure even more ruthlessly towards peasant girls
of their time. (57)
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“How can you dare to use such words!” she cried, turning
impetuously upon him, her eyes flashing as the latent spirit (of
which he was to see more some day) awoke in her. (60)
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“Cross—no; "twer not a cross. 'Tis a thing of ill-omen, miss.
It was put up in wuld times by the malefactor who was tortured
there by nailing his hand to a post, and afterwards hung. The

bones lie underneath. They say he sold his soul to the devil, and
that he walks at times.” (245)
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“Well—I would rather not tell it in detail just now. A certain
d’ Urberville of the sixteenth or seventeenth century committed a
dreadful crime in his family coach; and since that time members
of the family see or hear the old coach whenever—. But I'll tell
you another day—it is rather gloomy. Evidently some dim knowl-

edge of it has been brought back to your mind by the sight of this
venerable caravan.” (168)

oobooobooooboooooomoobooboboooobooooboooboo



72 gooooooooooooon

0000000000000ooooooo0ooooooooDooooooo
O0000o00oooo0ooo0oooooooooooooooon
000000000000 oooDoooo0oooooooDoooooo
00000O000oooo0o0ooooooooooooooDooooooon
0000oo0dooooooooooo
“If you are agenuine d’ Urberville | ought not to tell you either,
| suppose. Asfor me, I'm a sham one, so it doesn’t matter. It is
rather dismal. It is that this sound of a non-exsistent coach can
only be heard by one of d’ Urberville blood, and it is held to be of

ill-omen to the one who hearsit. It hasto do with a murder, com-
mitted by one of the family, centuries ago.” (279)
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He looked up, and perceived two life-size portraits on panels
built into the masonry. As all visitors to the mansion are aware,
these paintings represent women of middle age, of a date some
two hundred years ago, whose linements once seen can never be
forgotten. The long pointed features, narrow eye, and smirk of the
one, so suggestive of merciless treachery; the bill-hook nose, large

teeth, and bold eye of the other, suggesting arrogance to the point
of ferocity, haunt the beholder afterwardsin hisdreams.  (170)
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| consider a social system based on individual spontaneity to
promise better for happiness than a curbed and uniform one under
which all temperaments are bound to shape themselves to a single
pattern of living. To this end | would have society didvided into
groups of temperaments, with a different code of observances for
each group. (Later Life 23)
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She was embarrassed to discover that excitement at the prox-
imity of Mr Clare’s breath and eyes, which she had contemned in
her companions, was intensified in herself; and as if fearful of

betraying her secret she paltered with him at the last moment.
(113)
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So they drove on through the gloom, forming one bundle
inside the sail-cloth, the horse going as he would, and the rain dri-
ving against them. She had consented. She might as well have
agreed at first. The “appetite for joy,” which pervades all cre-
ation; that tremendous force which sways humanity to its purpose,

as the tide sways the helpless weed, was not to be controlled by
vague lucubrations over the social rubric. (149)
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No modern theology has developed higher & purer moral
notions than those of Aeschylus & his school, developed after-
wards by Socrates & Plato, but first attained by the genius of
Aeschylus. . . . He shows the indelible nature of sin, & how it
recoils upon the 3rd & 4th genn.—thus anticipating one of the
most marked features in Xtian theology.
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But though to visit the sins of the fathers upon the children may be

a morality good enough for divinities, it is scorned by average
human nature; (57)
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| cannot bear my fate as writ,

I"d have my life unbe;
Would turn my memory to ablot,

Make every relic of merot,
My doings be as they are not,
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And gone all trace of me! (Complete Poems 177)
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The place became full of a watchful intentness now; for when

other things sank brooding to sleep the heath appeared slowly to
awake and listen. Every night its Titanic form seemed to await
something; but it had waited thus, unmoved, during so many cen-

turies, through the cries of so many things, that it could only be
imagined to await one last crisis—the final overthrow. (RN, 3)
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