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Editorial

Afea—ouary N rEl
Mayhew’s London Revisited

HAZE i 3E—
Eiichi HarA, Honorary Secretary to the Japan Branch

FAE, RFBEOBRET, 427 P THIHXOT vy v Y —%§A 7 Rosemary J.
Mundhenk, and LuAnne McCracken Fletcher, eds, Victorian Prose: An Anthology (Columbia UR,
1999). HUNFHEE S 72EH, FLHEBTHAT~ k- 7427 ) THIZEME LTz
O, HEKEOHIZI VO [HIE] 7 AF 0 [ZOREBEORIZ] H Y, #FKT
37—/ 0V Fo [#EESE] 2 [ my] 2S0) LiFshTni, A—54 V%
22—V UL I EREINTOT, WENFLEPLHRALZLDOTHD., T4 27 )T
OB vz, —REicix, SheoFHLLRENLLOZ 572, ALRD
WA ZZZDOT vy =T, J4 7 M) THHCOMFIET o2 ED) LTw
2. BBBA, INRHI=—FA NGB EDVDLIE [EF] bA>TIEWDLY, HiEHW
CER Do HELLDOLENLBAD AATVS.

L bIFHVV OO EETHSL. Ny b =T 4 /) =R TU—L VA F AT
4 U= VIEE LR L7222, 49 - 2142 (Dinah Maria Mulock Craik), A 71— -
7 4+ —F (Mary Arnold Ward), ¥ ¥ —u v b - b7 (Charlotte Elizabeth Tonna) 7 &'1%,
ELFHALZZ LN eholz. DbEDLEIRZLILELEeh-7220% TO7rvYyay—7T
R EDLEEIIHLENL ) THDL, TUN—FREEHITT 17 M) TRENA
STV5DY, WHELLOUMEROENLDES S, TORIITEBO HRDIENIZ,
FERIEEXE F—<NHXPNWTWSE, F—=<OHT [ 75 FEPWN] (England
atHome) IRV T ZEDTWAH T —< i [P ] (The Woman Question) T3 5.
S IV [ZHoFESE], 727 by (William Acton) @ [5EH] &L, BoFs
WKCEBXLEDINDLNAHASTWVEY, [ZM] L) T—<»7 17 M) THRFCCOWT
FEXERTICES7201F, bHBHA LT0FERDFICHER L7 = I =X AR EHE
L7AR7259.

T4 7 M) THIBLT 7 A MRS O EROEEBS R L2 b, ToTrve
VIR ENT WS, ok ziE, —RA 2 SHIRW TR L b e o7 [F
F| OBBIZET LIPS BALEDLNTVE, F—7 14 VI3 HEAHADT LEN,



HEALTRDOERE L b\ W2 B F = »3— X (Robert Chambers) @ [l F 4% 5 OB
(Vestiges of the Natural History of Creation) X2 AEAD T DR ERHCTH 5 ) — (Percival
Leigh) & [HHE DL~ (“The Chemistry of a Candle’) 7 &IZJE LI BBRZE W, ko
#ATR, T— F ¥ (LucieDuff Gordon) OFMM LM UL F 7 X1 — (Mary Kingdey) @
(W87 79 #kgsrac] (Travels in West Africa) 7 &1%, WAV E ) e LT,
ZOBROLEE X ) VARCEFEI T EX S L MR 57259, T4 AL A )RS
Ty FAM=VOWMEEZNSHII LI AONZZL DD, KA Mao=7 1) X AHtLEF
ERCADLE, PZoTHHREETSZIT 5.

L2L, 2O7 vy —TROBKEIr >0 E SBANY ) — - X fa—T
Holz. TIWNEFEENRTWEIDR (B FroyEtBR] OFERE L7 [EF—
=vr-ruz=s )] BEORFEO—DOTHLH., AR - FEHHOME~D [fFRE] 2
A a2—IZAY MV T 1 =)V X (Spitdfields) DM TADOKEGE 5 ) & B I THITF72.
ZFITHEAFHICLZDE, WSO THBHNTH VT HLHERICED T ERrIo
L2 b0RES, HAMTIZZIFES. [—HIGEBHMLMATE, o8
EBLxobwH 7 HOI0MICHFEZROTHEVICFILT IOV TWBEATY.
11 FE TH) CHEF 272 BAVE, BRICIEENDETELRWZITE, 2R8ABBPIZBN
XV DBHBALESD . BEPTHLTEILIZEET ) 5o TWT, #HrrttFEo A
LF" 2RoTwA A SICHEZRETT L, dIOMBIHTVw2ENMIZ5. |

BHEIIKL 2 21E0) 0T, FEREMEZHR IS 280w, TR THINAITMESE
o> T, ZORE, POTERAOLIANELTERZYDOEY 28D, BELL
HEiEEEo TS, BWOMIZBEVWR LR, ZI20RET ZHRELERPLIL S
DEIEIZTENTWAS. ZTORKIE [#%] (competition) 7Z2EWHI1EE 9. o5
TTHIBT LM LVBEFICESENT VL0, &P FiIFshTn oz,
[BUFIZZOBFD Y AT A% 1B REZ] &L T THIROIREOE N TAE S .
[BLOIFEEEZETLIABELLALT oMV R LT ELAL, TRICHLD &%
L L7eAZE. ]

ARDBNTIVERLIZASL D ELTWRE, X4 a—id [EbhltR~okkiTit]
PZeRBob07. LIAD, 5TOLFEEFRATELZZDIL, BAEOHKRE M LT
WELZENEVIEBEZ S, SHOHARD, WREMANFESFE LRI T -
TR, AEOREPIERL, ERGEE2EZT5PHEN LM, KEST
&, Lab@rEmiZEgzicihoTun vy, Wbhbwby—Fr7 - 77
HEDERBAMEICIEA LTS, Afba—0uy Fyi [Ebhiti] 2T
X hrolzn7z.

AR LT [REAT] 2MY FIFCwa, WEARBRAL VS, BIROFRTIZHE
ALNABVE) B [THE] PRBICHEELZZEIE, REY) Afba—Zl LT
LD, FORESBRADVIEY 3 =2 FCRIBE 2 HH LT, NI TFAER.
BNLEY BHANR, [KTEETF, [Ya—i] BAZOTHY 3. AZDIE X, i
Hitl., 0 EedOwdBEEITHIRERE L, WALDE., DICRMED T L SFEL
ho TEFNMEBLOBRHE L, AZDZ., £LT, ZOSOFMTHEHIOX
I LTHATHL.

FArVAOMED T MEDEETIER . WONHPMEZ B Ay —VIL, &%
NEZEREDOLITFEL BERE 5 TLDEDTH 5.
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453145 (20084E 12 H)

BIELFICRE L E
— [R=F 4 ¥ FXANT A v ] BB HEDHH—
When a Man Becomes a Nurse:
Aspects of Victorian Nursing in Martin Chuzz ewit

(LRI

Sari NISHIGAKI

LIZL®I

WMBLOFHOHZIIET 4 7 M) TH/RNHICBIT S 120 MRATHY, W
ICBWTHEREIRNE R2GEPBEL DD, FY—NVZX - T4 v AD
BN —D [v—F 4 ¥ Fx AN T 4 v b TiE, HEOHNTELT
EBamE (] I (G, BTN XHIFEN BECHTLIALLE
FRBPATAN] (B74) THEF Y v TRARLHREFRHEMONRY 4 — - T v 7
BYL, FATXVANRINSDA ) AF 2T IIANWEEZBEL T, YHBORKER
HEMB L OREOEELZERS L2 2L TENMNTUE—LV VA - F A T4
>4 =)V (Florence Nightingale) 512 & 2% D5kt « P EE O R0 G R 72
LOBRGEIA PR BEE RITL-ZLF L AL TV S,

L2L, [R=F4 Y FxANV7 49 M CBILZEHEIFY Y TRAD
TUDFHEMIZT AT o TWAEDIFTIER. WilEORKHE W) HTIE, &L
B, FART—=T 4V - FX ANy 4y VHFELREEY—T - F 7Y =D, T
AV A ORBHLT Y TEIFICh Do b EHWIIT) BHHEIF VP EELME
ZHOTWLDE, oI, BRALOFERME, ~—7 14 Y HFEIZEN
FTOMALEHETTHRLIELZEZ O DL, WEEOKE Rl iz %
ITRLTHA.

ZDENE, FEISEROELZTH L L HBHICYIEER EO#EIZH o
TWh., EBEF 47 v ZO/NHICBWTIE, 2SN CTHEO S L,
WiE LR R_RPHEBREHRE R ->TWD, hTh, BHICX2FEE I
FBF#EOM G EEL [v—T4 Y FxANVT 4y M &, FT475 0 A
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WKBIAE#ELY VT —DlbY) 2T 5 LCTEELTIN) & 72515
ThbEFZDHIELD.

ZITARMTIE, FTTHATRELTY 42 M) THRRICB I 25 #EDFE
e FEz, BT 472 V) THAXEBL T4 75 v ALFIZALONLEHED
Ny — Vel s, ZLC [v—=T74 Y - FX¥ANVT7 49 M IZBWTEH
AT S RRIE B G- 2 B B A LR L, RIS BT 2 FilO B xR
L7z,

IL fE&WR—F 1 7 4 ¥ 7 — VDL O R &4
FTMBEOFHME VI BEICETODbAI AT R AWML I TB &
W, bEdbE, B#ElIZuN—bF B+ ¥ 2—AA{ 7 — (Robert B. Shoemaker)
WIBRTVE X, ANEWMEL V) IV ELLARPSEANEEZ LN
RFGFEO ) 97 O—HTHY, RENIIBT b LEMtFO—oL LT
mEhcwiz.

As wives and mothers, women were expected to provide medical care
for their families. Girls learned ‘physick’ form their mothers, and women
augmented their skills from manuals of housewifery. (Shoemaker 180)

FHE, Yxz—r LY F—=)V (Jane Rendall) 7% [Fi#EMii% 1851 4 o) [E 2450 4
TR 7UORETE R REFHADOETEH SN TW/2] (Renddl 75) & ik
RTVWB LI, [R=FA4 v - Fx ANy 1y M WRPBRTE 2, H#E
BB B REMRE IO LN TV o7z, BE#EEIFETTIDDLE V)R
ABURICH ), BHEORFMHAL Y EETROHERZELZEPTELD
DOD 2 EBLAL LLFEEOIBZ Z T2 FHEMIITIEALERESEZ5 WIS
WK ABEC BT 2 FEMOE IO TR > 72D TH 5. AIEMHDEN
N7z 1840 4ER1E, 77U —L VR - F A4 T4 V=V BT X BN % F
WHIZ T IO TE ST, FHEME VD BRIFEIZITEE RO LD AT ) M
DTHLWHDZLERZ SN TV, FAT4 7=V [Hi#ER#E] (Notes
on Nursing: What It Is, and What It Is Not, 1860) Dff#kiZ1%, 1851 42 rbi/z
EZREDP S/ ONTEGEMOBHFE RS HELPN TV LD, ZRICEB L, K
ERHEMELTEEHLTVDEHDIZ 25466 4BY, TDHHD 8% IZHT5
21,548 %28 40 L L oL TH A (Nightingale 81). fik7-bn% <, o
ESIMBE R R-ST, Ta—niZFh, PICREEENIOZILFEFTLT
WieH bW 3 T ) Vo 7RI ERE - BEMGCEOEKE D, Hnwy AT
DE 72 H (B EFIEFH & KNERELEB OB 062 H U5



[iEEEg e 5

CET oD/ vy Db, ¥y YUy v N (Catherine Judd) A%
WRTVD X9, FSITYRHEIME S VEHRLFHHEIC T O DL WEOHALZ 7]
s, HEMIILARZZ TV R0 LTRMENL L IB LTz
RSB THDE » 51T, F#ELWVIOMEITH INLIZE S MO ZERK
LT, URHHEICHRAE LRGN FICaL &5 7 A) Oifre, B
E#OMES, ZLTC [v—=714 v - Fx A4y ] i fﬂﬁ%’mmé
htl K4 F % ¥4 w2 (Edwin Chadwick) DZFE, [AK3EREIC

V% S5 o AEREEIZE S 4 i # ] (Report on the Sanitary Condition of the
Labouring Population of Great Britain, 1842) 12 & % AR EAE~NDOELOE T ) A%
HIFoND., TOXHIT, - Bl - AREE - EBRIE, NFHOTT 7T 2
TIVTH Y b RRBEFIRZ S 7207,

0L 74 7 Y THIY: - 74 75 ¥V AR BT 5 R
—FEN/ BEOHZRNS

T, 20k HaFERELTCOFREIMMNY 4 7 M) THXFEB LT
ATV ALFEIZBOTED L) ITWHONTWIDESL ) h. F#ANLBEOH
fREVH)BIENPSEHLTALIEIZL LY.

Bl 4 27 2 THSCRIC BT A oIS TR EEN -BEEE ] L [
MBRHEN -LHEE] THY, BROLETIEHoThH, BEMTAEEIZIIEA
EVLETH D, ) L-BHEOGMA?ET A HEOEME LT, ¥ v—
Oy h-70 Y7 (ChalotteBronte) @ [¥ = — - 7] (JaneEyre; 1847) %,
IR - Fx A7) (Elizabeth Gaskell) @ [)V—A] (Ruth; 1853) fh$%
KBy, ZOHRTIE, FEIKEEREELZRITITHL L TIDRATYS

=W, TAT Y AOEMICB W THE#EIZFEIC 30@&k“”5_k#f§5
B2, 2L D712 M) THOMEM LR, KEoFRE - EEOREO I
RELTOFBENHA. FRTFTICva s v 7-sB-bI2L->TiThh, [#
] o2y — =y, [VEV-FYy b O I—=-F) v bk
T4 Y A TUIRICE L WO N D, i bIidBICHKE - BA - KAZzH
EHEL, TRCX > THEBBMZBEHEOLE LToRGEE2 R L, HE
%Wﬂb v1N7&EU%4%E%Té.

B, MEFEMCLI2BENDITOND., [R=FT 4V - Fx ANV 4
o4 HI l‘fﬁﬂ‘é$¥/7%k@ﬂ/4~ Ty ZIZFOMBIE UTELL,
SEETRHMAEEFEETL. LrL, T4y XMERICBIT S, BEFERO
BiE, L7 2E80bIDPBA LIV EV S LWwIDL, T4 7 v ANHEX
TR EBE OMEREMAIEF L otz b ) HENH L. 727251,
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X v TRAPYUREOE L XFEMEONRIEHTH Y, oG LT

Uﬁ%JTWéhfw%kwiﬁi,#ﬁt%&%?&ék%i;%

CETRIRNTEMICE BFHELRDED, T4 7 ¥ e THE 2 01k
uoLfﬁﬁwiu% [BUFEN-BUEEE] Oy — VPR —EFELOTR
bNBEZETHDL., TNPEZORMICEILHEELVHRIT, 747 v 2

TRBUOFEADPFEDOBEEFEH/TLHL V) FRE - V= ¥ VRBREME
STWh, [E79 497 - RAN=X] O L - 725—% [KRnikbEE]
DYVa—, [EOK] ODFE—T 43— F4+7y FOBRZORELLTH
Fohs.

TAT Y AAONDLEINE 3OOFEDHDH L, o7 1 7 M) THIE
AR THHEE VZ AV D F 2T L LTOMERHEMIC L 2EH#ES X
OBUOFEL ) 20BN [w—F 14 - FXx ANV 4y M IQEEEh
TWwa., I OEMICBIT A4 OFHETHZ AT EIILE).

IV.[R=F4 Y- Fx XV 1y M ICARDEEDHM
1. RERSEREM7-HIC X 2 FHE
9, KX 2FEIFEMHIZL>TITDNED, ZO—AFY 7
Fe AU 1 will not deny [. . .] that | am but a poor woman, and that the money isa[sic.]
object’ (474) L HHF 9 L9123, HOHNICEERMR L VI X0 L HCOE&EK
WZELDbNTHFEEL LTV ETIMNZA. £L T, UTFTOSIHDLHIZ, %
IZ X BFEHEIEF 2D ORERIEIZDH T Y Lo Tdwn e,

She [Mrs Gamp] moralised in the same vein until her glass was empty, and
then administered the patient’s medicine, by the simple process of clutching
his windpipe, to make him gasp, and immediately pouring it down his throat.
(481)

:@%EK&%&%;%K,% ENTH DX Y v TR %(:if
) 2= 2) IR ERS TEw 595, E\@%ﬁ%&@~?¢f B
EREED, FOELA SR DHNOFH#E TR Z T LA EMBHITo TR, L
b, GIHICH S L) ICHELOBEF T 2EOMK T EHIIFEFITTH-1FL,

BwnR D IZiib b0 L1382 %\,

F72, ¥y T RAIMEN, BERLZOMMICHETLIMEZMNS I LIk
b, 2l 23k, FETBHINLEEBEHF Y 74 —O5HER, v~—T 4
Ve Fx AN 4y NEADOEY a —F RAICHEERFEL, FOBRRLOIED
DIRICIRE S 2B 2 =Y 20 bEREEZH . LrL, RiEFESE



[iEEEg e 7

REDOIDEERZTLE). 2 2ZITROFIHICALGNL LI, Fry T
FANRHEEEZSEI L LTV ATy 74 —F2EFBL LV E R WAL, FiEl
BRLTFY 74 —OHERE2HLIZEERY, HoEHEZREILSE, M35 2%L
€5, L2d, FYUYTRANIEI) L L THREOFRED D IHWHH L 72
EHSTWBED7E,

No doubt with the view of carrying out the precepts she enforced, and
‘bothering the old wictim [sic.]’ in practice as well as in theory, Mrs Gamp
took him [Mr Chuffey] by the collar of his coat, and gave him some dozen
or two of hearty shakes backward and forward in his chair; that exercises
being considered by the disciples of the Prig school of nursing (who are very
numerous among professional ladies) as exceedingly conducive to repose,
and highly beneficial to the performance of the nervous functions. Its effect
in this instance was to render the patient so giddy and addle-headed, that he
could say nothing more; which Mrs Gamp regarded as the triumph of her art.

(786-87)
CDEILFETHEIZE ST, Fyor7RhALbIE, WiEICHEbLKE RME
(72— FxANVT 4y PORDOFEKNEZDETY a—F A NGEK)

T A2 3L, TLARMELEZ LTWD 0K, EBROMEMF IR
EL7zv—F 1 YHFELIZL > TTbR, BLiRH T TIHEOT FITHD
BE2rNE. XY 4 — TV vy 7OI3) KT, BETHZ) 2 —H 2001
A% 2o kA, —FHNT T TREME, MLEYICHLEL YV (535-36)
e, BEEZAMMNCH > TEwniw, 2H) L2 e LI,
W72 b DFHE L > THRELDWREICHET L2 L1342, WilEREX
L CHEREREF 2RO,

LZAT, FEEMX Y v TRANZELLE, MLOBBLEORKNTH SN A
FANDZEEZRBITILEITELRY., FY U 7 RARFEICHSOFREME L
TOVRRITVEN) ZARAOOZELTIESILT S, LarL, N ARAD
FFEERY 4 — - Ty T L OWmFOMEEL I LIk 5. HMUFEMTHY
BHRL, XY 4= TNy ZEIN) ZARAOHFHEIH L THEKEZRET, &L
5, BIBOEYTHD LV BEEZF T Y Y TRAZALELDHE., 22
W2, MV L CHRERZIT) Xy VT RALHRERHMTHERY 4 —LDEVE
R4 EBTMRETHAD. WTFhIEE, [—F4 v  Fx ANy 4 v ]
B2 EMOFEENT, HILEBADLTOTIHTED X912, vl
THEY IO WEHEAND HVIEH S 1ES WTH BN O MR R R E LTL
PPN T VRO TH 5.
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He [Dickens] suggests a possibility of nursing as a new reputable profession
for women, which would reflect a polymorphous moment of the mid-
nineteenth century in the history of nursing, but the nurse is at best as vulgar,
unreliable, and inefficient as the drunk, outmoded midwife. (Murayama 406)

2. MMICX B Fi#E

ZHCH LT, BHICL2H/5HEIMANTH Y, Wik LOKRE i &z B
K5, FICWEREEY—T 4 ik, A FVATHEERIILLIEERy 7 A=
TIZE o THiZzh, —BEF AR 7207 X)) H OBl 7> To
LA DBFEKIC DV, L ORETEIF A5, RIEHE~Y—2 - ¥
T — OB R F#EEZ T CHET 55, SEIE~—27 2988, v~—7F
£ YHEMEER RN T A LIRS, FALHAIL ) THICBIT RSNk
WEWHHEEL DY, BURLOFERESESTLEOTHL. £T, =T
1 VHEEIRICH o722 &, =2 ORNIZLN [bgaxBAT] FHL,
<=7 LWICHAICIREE, BAE-OZIFST, BEMICERT AETSUT
DFFIZALNS.

Martin indeed was dangerously ill; very near his death. He lay in that state
many days, during which time Mark’s poor friends, regardless of themselves,
attended him. Mark, fatigued in mind and body; working all the day and
sitting up at night; worn with hard living and the unaccustomed toil of his
new life; surrounded by dismal and discouraging circumstances of every kind;_
never complained or yielded in the least degree. [. . .] He remembered nothing
but the better qualities of his fellow-wanderer [Martin], and was devoted to
him, heart and hand. (595)

CIT, X=UDBX—T 4 VEHEFEEHRTHE, THBICHS L2 [HRLT
RFEEZS72D, REFTOLVRWICE LY ETIE T2 BT28irh
TWwhb., =74 YWk, <=7 RICENT, ~—T74 YHFEPDDIZ
FEETOIRE, =T 4 VDPRORICH o7 ELRBRY, v — 27 XFICHS
PR THHIEZRLETS. ZLT, =27 &2FHPIIY—T 1 Y HER
FICHThHo7-HBDERETAHZ L ERL, OF ), FELELTHCE D
DEBTEoNTERM LD THS. T, ~—71 VHFEEI~Y—2%2F
WL LROF>ENE2 AL, ZOBAGLOEVERDITLIELTY
5.
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Now, when Martin began to think of this, and to look at Mark as he lay
there; never reproaching him by so much as an expression of regret; never
murmuring; always striving to be manful and staunch; he began to think, how
was it that this man who had had so few advantages, was so much better than
he who had had so many? And attendance upon a sick bed, but especialy the
sick bed of one whom we have been accustomed to see in full activity and
vigour, being a great breeder of reflection, he began to ask himself in what
they differed. (596)

RIZ, x—T 4 YHREIEFEELZELTHDO [FEG] (Self’) o~ E
HHIAB, WPIZENDEY v, DI5R0HDTho7ehztls.

He never would have known it, but that being newly risen from a bed of
dangerous sickness, to watch by such another couch, he felt how nearly Self
had dropped into the grave, and what a poor dependent, miserable thing it
was. (597)

ZLT, =74 YHRRZHTORKDFERPH L TH 72L& ) b
SZHERT, TREIETEAL ) LLICRD 5.

He made a solemn resolution that when his strength returned he would
not dispute the point or resist the conviction, but would look upon it as an
established fact, that selfishness was in his breast, and must be rooted out.
(597)

COEHE, ¥—=T 4 VHFERY—7OF#ERBLTCENT TOMCLEIET
0, BMEWRELOEEREL LY, ZRCEoTHIZF Y ANV T 4 v PRIC
WSS [FICO] 2OBL, BHWORE2ZRFrZ %5, 2%, &
ANAIFE#HESNDL Z L THROWPHNEL, ZOHBALE#ET LI LT [
ATERERR] O BMEL, H-HCE/HOTH 5.

EHIT, HVOFHEIZL > T ADOBIIEBE A% B 2 72 KB HEL S,
FNDAFYANRDEE N E 2B, A4 F) AIGEE, ~—T 4 YEHFER~
—T 4 VENERARE LU, BEMREOLAARAZETENEAT ) — - 7L
TAEREEL, v— 7 OFIFEKREOIFL—E VRN L TZE0ERE
DENELD LR E BHWCODAMERTHZLICh5. BERLONHEL I,
DX ITHERN - A - BENHEANOERE o TWwbH D72, EF9H 2
EWTELES.



10 BIWLTFIChALE

V. i
Ul Xz, =74y - Fx X4y b 2wy, $xr 7
RKARRY 4 — - TNy Tl v eI X2 H#IERT 5% 561F, 4IF0
FHEMICHNT 2P RS E LTt 2 LA TE A, TORIZOWTIX
FAr v AR, [R=714 2 Fx XV 14 v ] 1868 HEMDJFLIZBWT
o TWbEBNTHAS.

Mrs. Sarah Gamp was, four-and-twenty years ago, a fair representation of
the hired attendant on the poor in sickness. The Hospitals of London were, in
many respects, noble Institutions; in others, very defective. | think it not the
least among the instances of their mismanagement, that Mrs. Betsey Prig was
afair specimen of a Hospital Nurse; and that the Hospitals, with their means
and funds, should have l€ft it to private humanity and enterprise to enter on an
attempt to improve that class of persons—since, greatly improved through the
agency of good women. (42)

DENTA T YR, W B SREE  FHREVIUREDOTT 7T 2
TN oA, Wb LHWI Yy a rCldh L wETREtam
BHELCHEML, 20BOFA T4 7 =Mk B0, 2L CRERDE
ML R DL AT 7 8 T 4 AT TR Loz b zo Lz e w
ZAh. TN ZIEFEEMICE 2 EEE, EPTIEILRAIIAF2TELTH
EMIZH PN TEDZ. LarL, [vx—=T14 Y - Fx AV 14y M BT
HEEIHLBHOEZIZIZINES 2. TUOLWHEEMCLLE#EL T~
FaT7ORMICEILFHEENETLEE, ZODZENFHLNIIRD.
B, BUICILEE LD~ —T4 VERICLEY—F - T ) —
DFEHL, TOMMELE - BA IS X > TREOUT o, KEICX2HE - kS
WREHE O L2 MU T, FHETHIIBIT AR H OB L v o 22k 124
fi] OMEEZEWVICLTWE, EWHTETHD. WiomETY—T 1
YENIRDIIIIFE o TS,

‘[ALLjttl liquar, and a little more humanity, and a little less regard far
herself [Mrs Gampl, and a little more regard for her patients, and perhaps a
trifle of additional honesty.’ (894)

FIHOBEMBIZEF Yy T RAOFEFEITB W TIEHS 2 X & (4I
OWEFHEMO —MIZHAONTHHTIH D) FABRLENTWE, Zh
TR, THIEBICBWTIE, BEKEEIIRD SN EMPmE D #E
RENTWVWS, LAY —+-A-74—F7— (LedieA. Fiedler) %% ‘Not that he
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[Dickens] is opposed to demystification; but what he advocates is humanization rather
than professionalization or certification.’ (Fiedler 85) & \9 £ 912, T4 7 ¥ Xid
Tu7xyyaF ) ALIDLAMLLEEXHTLILDOL L CH#ELEVIE
HEEZTVWDLERDIENTESL., TOEHI, FHELIVLERNEIOT
2, AR BE - Bl - ES L Vo 2R R LA Y TG
THTHEENIZZET AT VAPEM L CWmIIHB T T I e TEh
W,
BZORLVPELT, [R=FT4 Y - Fx¥ANT4 v M IBWTZEHL
ToEUR R F#EAT AT O, BRI RELNETE LB ETHL L
W) ZEDORRESBHITONL. T4 7 M) TEHUNRICBT 5 FEALON L
Lo E W ZEREDBED L DR~ KHTHY, 7475 AMEmTdeoA
UHBEANBERL, WIEEORMES L G IBELHB. LirL, [v—T
4V FXANT 4y M BT, T 2BENE#EIY—T 1 V%
NI EFEI AT — - ZLT7 AOBI7207T, ZREWFEORIENICIEE S %
v EER T, KR TRCBESHBENEEO ERHVFLE IR TWE D
7259 .

bL [x=FT4 Y - FxANT 4 v M) OFHED, HEOFEEOEA - #L3],
BLOHBWAEEOREGICH 7L T200, FX v TRALBIIHLT, b
A X BN BR#ELE L2IE) 55T o )R T o723 T
Ha. Lhdb, RIMEHODL I —2OEED [v—T 1 Y HIED sefishness #
SOBH] THhoZzl 3L, vaf v OF#EIC L > THEMERBAL] 23585 X
N =T 4 YHEPLLT ALV REMICLAIEIN, H5WLRTT 47
) T ORISR I o7EmE R Y, BHEOT - b woZ ) W
WRE D IR o723 T %072, 12 b5, ZOREEEZ L8y -2
A Y RARRAEY, BENEEEZBECIZMENEEL E VW TE
HL7, ThEhE%or. GETLZ2O08ZETIE R CEERLETRITNE S
S5 WHH LM AEDIES S .

FTEANROBREYHELVHIBNTHSZE, I —2-3F AT 4
(Camille Colatosti) HSLLF @ & 9 (2R RTw 5.

Ironically, heroes achieve selflessness only through an active process of
self-discovery and self-control. Not until MC the Younger comes to terms

with his own development—*discern[s] the truth’ of his selfishness—can he
begin to deny his desires. (Colatosti 10)

BEOHRE DD, FEORIHTY—T 4 Y HEPHTEY— 7 KL,
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HEMHETX X ) kot HThHL. 2F)v—T 1 YHIEZ, Hik
LEEIND L WHIITHEOMENZ TAH DI, MO THSHS ZHET %
BEEBZORE. LI IS - Vv ¥ — v B 2 BR S A
INnen, b E LU ROFERLMNEMSEEL N, F#ELHDT OME
BEROLNTLFE o759, Lo T, EAROKEDDICIE, KMEICK
LEER LA L) ZEN TR 2B TR, BHERALoA#
EVO AR E DO U EN 2 A AP UEE 572 w2 5D Ttk
W7ED D H,

F72, =T 4 VHEAGVLUTOFIHTE>Tw5 L9112, ZAEHHER
TOFEZBLUT, B2 ERHOMHELSLPLEHLEZ D EAFALEL S,

‘But for this faithful man,” said Martin, turning towards Mark, ‘whom |
first knew in this place, and who went away with me voluntarily, as a servant,
but has been, throughout, my zealous and devoted friend.’ (742)

SN, T2 9497 - RAN=X] O T4 v 7 h - T2T7—1C
AN D 18 AN TEN -] OBRICHAES v, KAV
FRMMREREE LIF2. 20X HIC, MHEMNEKSIC X 5 RHEZ#EZ 72 KIED
ML V) T =< &ML LT, MUNEVICHEH#EZIT) S ENLERZ 52k
EZONBDTHA.

EHIT, TAT VYV ALFIIBWT, ZHEOF#ELBEOG#EII TP 7 E
WS B, R, BUOF#EIC X B EED, BEOGEO AL S TR
NONELEETLHL V) HTH L. FFICHEEL A NWIHHL L &, 2L
AEBER] OoF4 v 27 - A4 %525—, [VIMV-F)v N O7—=H%—-
JLFh, ZLT [KRWihdiiE] o€y Iy, RKOYES, SMELED
EV o 2B ENZOHRO N R ->TBY, TOROBMEREEELEI
WIIIEREOMEILEL 2D, ZLTC, TP TEL20RMEETREL%
BB, TbbBRUTHL I LN REINTVDEIDOTIILRWES I 2. [=
—FA4 Y FX AT 4y b TRERT AV AHSORFEEMNZBHBOKANTH
BEMORY 7 Y MEW L o fRET 2 MTIEY— 7 2B BAL o Ty —T 1
VHEEORBEEBL. 2, TR biEE] ©b, HBEhEy 7oMfks
EHLFTHLEXD Y a—=Nh-> TR D4 E, BHICL2BENZRDPES
N5, wolE), WoF#EEZT T REE] OVF ¥ —F - 71— b
YRTVIMNV-FYy M OoF4 7 - FYv ML, BENEEI»SHBTE
FICELB>TLEIDTHAH. TDEHITTF 47 v AMERTIR, BLTFOM
W& > CREDHEDNLEL SN ERH LD
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CITEIRLALBIL, BEEDMVIZEZLZENTESL. KMETBW
TEANROBLFFLHETR L BUTRTFER S 2 wHH., Zhid, EA
AR =T 4 YHED, HMEWNEEG B LOMKRE D) CTHOREAL, REkE
BRZTKIEREE, BRENWREEZRT720%0THAH. HELNFE#EZEL
THREV =V ¥ VERBRESEVIY—T 14 VHIELE Y =271, RERBISREN
ZHEL, ZRENHGOETLILMEEMETLEVIRERZANZ . H5D
ANTH 2727 T4 PR ERHT L ZOFRICL ST, RMEMICH
g5 RemL] &, FEBEUMEELT 27200 MBHBILTH 722 L 1%
5. BELRL, BURNLOBLAZBL =74 YHEIMEZD DL, KE
V=2 VEMERBRANOZA (TabbitaMNo%E), 2 L ORFENRIHE,
BIOHBHTEL, Y4 27 M) THIICBVWTEBICLEE SNAEEDTXT
EhroThsb. 2F), BUNLOFER, BUMEOMHTLL W) T—~ L
WD LDOTHY, Wik LEbO THELRRMZBIEL LS 25D,

DI, [R=F4 Y - FxANVT 4y b AN BN O L
DRI, TOHRD [KRWiRbEE] 1BV a—L Yy 7OMBNETX
s, WEEREAICB VT —BRELEEHERTILICRE. TRIEDFD,
BYEVEOME. &0 ) BIEDS, 7 —<v & LTEAZML T 2 EIBR S %w
FATr Y ZERCBOWTEIE LTI AL &, ZREBEEANROEGD,
FELLAWOWEICBWTREREREZNZ 2L EHDTH .

ik

* RRSIEHABETFEAE 79SS (2007455 H 20 H, REBISHBKF) BT 5
WFZEFERITNEE - BIE2 L7235 DThH 5.
* BIHXHOTHIEI TR TEZICLLZIDOTHA.

1 [H#EM (N)J Cnurse) OEFRRCHZ BRSNS 2 TH LI H 5. OED
&2 &, nurse &, [(D) RABCAER 2 LM (AL, (2 Ao
TIN, 3 HBAOF#EEITI N (—Hizketk) =F#fl d-T, F#zrT
B ERIIRBEETH S, — &2, (D % ‘wet-nurse’, (2) - (3) % ‘dry-nurse’ &
IS AT, EARMIC (2 - 3 I, WEFRLEMZ [FHEM], K
ORETEHEZIT) N%E [HHEN] EXBILTHILT 5.

2. U —+ IvFx) (Sdly Mitchell) 1%, F il OfiF % ‘ashilling per day in
London, plus room and meals’ (Mitchell 200) & iE-XTE Y, FHEHERHEOMAFHE LT
BB R W TH o728 LTWD,
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BB LTFIC DS

J— kW7 —2A (LeeHolcombe) &, HBROFEEMOATGIEELZ XD L 5 1T
NXTW5,

The nurses of the day lived and worked in appalling surroundings; their work
was considered a particularly repugnant form of domestic service for which little or no
education and specia training were necessary; their living was meager indeed; and not
surprisingly, their ranks were recruited from among the very lowest classes of society.
(Holcombe 68)

Iy FINIEBE, LARZZEY T4 L, [N RER TRV oo, [H
ME WIS L FERICHE T OWTWA | (Mitchell 262). L AT ¥ Y1) 7 1 L}
WZIE, BEmERAEE W) o fEAH Y, HEICH L CEREMEO L AR
75T 4, THbLEFLE - HEHHS - EESPHELWwE Shi,

Ya—Y - =a—1 r (George Newlin) OWFZEIZ L %L, Fi#lie LTT4 7
YADVEMIE T ADIE b I N6 HAICTELR Y, LD ETHDH (Newlin 105~
06).

I THBREVDIR, N7 OMERZEE LD, HEHHIEME LT [
57202, LB EDEFETHEZIT 722 D% \] (2400 LWH T L THA.
[~—F 4 - FxAXNT 4y b I2IE, Va—HF2aTa7)rrtns ol
DEZL BT DS, Ya7 )y ZIZESTRNIUAS D £ 512 [EITERITS]
WEWHDTHY, E5I12, Ry Z A7 FTHDEME L TOBEEILZWIZY
PhbLOSTEME LTEHINRTVWSEE W) DTHS (Murayama 403-04). =D
I, TRETRFaTEVINTHTELTALE, [Y—F1 ¥ Fx X
V4w M TEFY VT RAELEFEEMICES T, RETHEBRIIEFIC
BTRELEVLEDE LTHMANTWAEZ EN N 5b.

T4 7 MY THICBWTIEBLOMMEE D EN ML L T/l vw ) FEL B2
13, THEICRENIREZ 5N TV RVWOIRABEO Z & 728, BINLEEST 5. 72
EZIZTYV RV FYy M) TRz I —PBEEDT —F—IZAD DM Z 1S
EFIWED X OWRETBH, T—H—ZINZHEETH. X TRFENIZHST
WD [FTAT4 Yy F-HhX=T4—=VF] OXY 1 —- By b7y FR [K
WRLHEME] DIA - NT 4 X ASEROLMEETHY, Hi-bid (EE
ZOTHEZNFLELIN) [RERYE] oFEHE R LTwD., Zhbs0kl%
RTOWHO R L9, T4y X GRID) vof JNSREN M5 8¢
X TEBY, Fhdvusf Y ELTREZTIBOERIIZ>TWE I &
WCIREETALERD L.
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5, Wk, HBKOMEASERICE DT 1 7 v ZeEBFEICE)E IS5
EMET L L, HIfERRED RIS, M2rRMICENbOTHRILITIETH
é ﬁﬁ@%%k’kof?B%%&$ﬁ®%ér47/xmﬁﬁﬁ%hta
WKEBLEZLN, ~ATHZLLOmEICEDOE[ESL LENELE %5,
_%5§U@&w.é%t,%%ﬁﬂﬁ%@bf?4#yfu%?%ﬁw
TIEHELEST, VOREFINEELTHRDb> TRV ERS X ) I2hiZH
M TH A9, BENLBEE L FE, BERHIRD 20 EO DO T
HY, TNPHBOLL LU LRGN EE R, LFL V) BDILWIENE
BLLOENE7. AMEIo L) RS TROREEZHRET L THRIZV.
WERE B L D LIC L TRBEHET LA LI TV B EEFFFIEIZ L TW
. 2F, FAEIMEMEROFICLAERH2OTH Y, RIIRRE 2 D%
HELLIZERTHATFTA THYVRGEDOTHL. Lzd-7T, B2 (22—
2T L) FIRPFAET 2MEMOFIA - & R, EROFE &9
) DY, EZIWH LW LRRERDEDH 2 O00EHT5DELK0Z L TH
59, e, bbhPHREZTENTLEE, TFMIY I EFICELIRE L
DL, TORLPWBHRN 2 ZHLDDTHoTEIRLHEVEWVI HTHSL. K
EEDPHCTDO VWL ) R I L2 BFIMHI MY, HE2VEZZOLED
EWREMDEZ 72D T 200w o MEVIIEIIE LTHo Tk b i,
ANEHORBZEIZHBIEDEDDTHENE, WrLRAFIRK LW EDH R
EHRNAZ LI TERVICE L, RUPLBENICLEE To B LIFT, G
ERCHDEIIILTBIFIERL KAL) mEEFRA U IR ICHE
RELZDTHD (LR, ZNEFLTLESTONFELHEDO[RID A v F]
Tholz). Fhud, HELIZK WL EWIHNT, 252 HETICFE
720, DEVEIICRERLEBECRRLEERTTIAMMEZE»ETH
ELDS, EPFELEHBE/RITZ) T2HMOTHLRBEIFELVALTHS.
VD Llo@ms» s, SRl snzmEErR [ R2oERHE] &, bk
WO R LGB X ZL_WIZ% SR WIEE LI D T EICE L Z HiA 2 A
FAT Y AFAEDOXARD ) XL EEP LR ERANE ) L) TRHIES
NTnT, FECEER, SURICMHETL2RNTHL. LA, M Lo
FEMELTEETCELILEHN-72b 00D TIE WAL 822 513ET
H5bH. LHEO [HHE] SHERO [RoETFs ] 22yt
%<, HAFEICHRS N CEOMEROFIZIE, BXEBZTWbLDTIE
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BV LRBEMESELIEIEDHREN) BOPHHET L. wbiE, ZOR
BENLEDOFIROEY; % 72D 5 b b I EDORREZM A /72—2 0 [
W20, FERCHARE - HARLFEFEPMILTE LM WD 5T
bNBEHH. ZLT, TOLI) RA4ARIEANE L, FIEOFMAEZEL LR
WERE, THICODMEZ LI RELVEREZEATHLLOL. [FHIZHL

TiA 7z VHRGE] &1, &R, FICO X WHARTERED) XL %2724
XD ERDTH 5.

—J, BEREE, LFLDELEmME I ENTET, BEE0Z L2 M-
WEDIFTELWV—ROFEHEICHEIERLTV, TE 57T ‘reader-friendly’ 72
bOTHHIENLEING. BRETROFIEOEND X9 %, WHTESED
M7z, HBEFICOEERICOEHET 25 L) BBz L < HEICH D BRI
HIEVDDLE . FENIC, FEBRWE e (SEEFCH B Yav A
O E) 1, %@i%@ﬁﬁé%&Lf%%bof%65&<,%mu&
BRI HEOR VW EZRB TG A L b I L 2RO LT, MEERR
XEMERLZEIUEERAL). LrL, T47 v XOMEMCE S T TRE#N
WKEERER T AT R LR P v, LA, BoOXEZFRT LB
IRKOHMIE, HLHEOFTHLELMPEELLI DRV, oD X4
wROXRE, [BDTIZHORHIIHERPFPLATETCLEIL IR, 1 X—
VHERNICEGHEREVITHA). LIHH, ThHLOEHZRZFHRSIH
BB ZOETCLEIDDOTHLIEDFHETHY, FTTREFM/ERD
WEZEZ, FLTUERESIET A 7 v ADOKOET) O—IiTH IR D
LHIENRTENIMOT, % ELFFHIEZLDRED, HBIROFTE M
[HAH] Lo THIPN TS, §H)FTHRL, TNFETIZERTROM
ROBFZHY SNZFFEDL L CTRIET 2 [ 7 & 7 F KL W 7k
DL S]], ZLT, WoltWEZOHFHROPHKRE LRWD, BZLHH
EBOHEY 2 APOMY 2 RHTXRHEIND [RHADZ] BOFELE
TOZLTHD., —PIEBRFCAL). MER] BF  [HA—K] o—HT
HbH. TTIIEL, RICHLIREZRT.

‘Bass!’ as the young gentleman near us with the blue stock forcibly
remarks to his companion, ‘bass! | b’lieve you; he can go down lower than
any man: so low sometimes that you can’t hear him.” And so he does. To hear
him growling away, gradually lower and lower down, till he can’'t get back
again, is the most delightful thing in the world, and it is quite impossible to
witness unmoved the impressive solemnity with which he pours forth his
soul in ‘My "art’s in the "ighlands,” or ‘The brave old Hoak.” The stout man
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is aso addicted to sentimentality, and warbles ‘Fly, fly from the world, my
Bessy, with me,” or some such song, with lady-like sweetness, and in the most
seductive tones imaginable. (‘ Scenes': Chapter 2, The Streets—Night)

F@®ﬁﬁljt&&®7<%® TN=DAry T - 54 DHE
B ha T e AR, HHICH 5w<[%®ﬁil%o;éA7/
f,awo;ﬁﬁ<%né&twb¢&w#.huvﬁhibﬁ¢§
THZZBWwoTHROAT] &, FiIIWeody). Whraguao,
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WD 72912, FHIE—KA [JINLVE 2 —] (2006 4) 1I23ESNRTOMH
— AR TARD.
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DA EDTELAREFIT4 7 M) THITY v Z/GICH LA %
<, NERDPOBERNLRMEITFTHS.

FHWCEE, Y47 M) TENSLCTEm T S [ AH, Bk, Vv —,
Y7 a7 T4 —RWGEICHT S L D=y 7K ] OFRIZFHFEL
TWb—0, (A7 FORBEVATLANED X HI28=y 7 (Bl %
MARATHT2D], ELT, BFLDASLNTHIIBITIETY v 7IRE D
BOMERED) ANIZOWTIE, TSN TI o7z GELE, 6H).
TITHEHR, PDERABRVFOPFHERBFOSHOO LN &2, N=v 7w
IMEICERE T2 ETHLMILE D 5. ZRERIKEZ, Y427 M) T
BTy 72N b b, Ve v LTOITY v Z/ANGiAS 19 i #IEEIC
BEN-0BL, [Tyy 7o) ZHIRHEROEZ L o TRNLZIZ LD
LA 8EEEREHOPIELAL TV, BIFICHT 5 8b R b kT
v, 19 RIS RWIZEE L2 BEARERBEFICBWTII =y 7 3F (L
(1825 4E DSk B X 2 104 THA) LTBY, RFOHMESIEIZOBGL
DEFRERATZ. LEL, Wb L M) v 7 RERICE-TLHEHEADS S
EVWTELRVWAZy 7 W) BIROREHE, BHARMEW 212, 15 0fhm %
MEROT 7 A M, WMEICRENTHLZErHIETOIDWCEZ, T¥ v
b OOWHBHEDZTE L HELTWSD, 2F 0 19 &, BFEOHE
WIZBWTIERESTY v 7R Z U CRED N, M5, T v 7RI
LY oI, RERNEZO [ERHEE] 12Ho Tk,

COMROBFIZOVTERIZL ) DEOHEELRI L ZERITWES. FFD,
OWTidtk& o T8471E (bankerization) | (ZhEHKE Y Yy v - Va¥7 - 7
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—OMFE) THDH. EARMHIOBEILIZEY S, $iTo [BH] 1I2Eko < Eiko
BOWBROWEIRFZEHATLHIIChoTwL., ZoFakrl, THICH
JAEHEEHEOTRET 2bH ) 7Y X LDRKOWATRRATRIH S NS,

B1ETHESND, D EOBEGRNHHLIA L Y 4 7 ) TER R S %I
MU TORES - #RF - RFEY - LFEORRDS, AFEOHRE LS. 20 LT,
28T, NVavh, VTR, F—T7—A b=V — FEAEER (trade
cycle) DFEZWHERSFH LAY TH Y, BEOBELX A >~ 7T~ NI4T
WS S5 2 LI X o THRITERIR O T 2 5 72 ‘the Bank Act of 1844' djtd
HHEOVE) — DOFEERTK, BEIFE~F6HEOFLETIX [V1 Ly M, [V
MV - FYy b, [VFrfiLEnt FR) [FoF325] PamLonsd (0
CHEFTVTVRLETY Yy 7 0E— FOBMELWRE] BB V12
M) THT Yy 7HOBE] THDH GBLE, 2H)).

RSB R S N7z 4 DDOIER DT, TXTH EFMEEZA TS, H
IEOREFIRDE LRI 3 2 Ban i, RO CTFRL HEL % & HaAlih
LUEBR O L OBEBEN MDY LREBRSESRL 22056, fEnSHRY -
HIRIICHE > TR 8=y 2 2 GARL. ZLTINLO 4 Hefkz@L T,
BlmTHH I TV [HATE] OBBEFFEIT L3S,

CITRBIELT, F4mE UMV FY v ] (1855-574F) D%
ZRTALIEIZL.

18574F, [V Fv - KU v M) i PAERICEREIRE 5. 7225, /I
FEhOF 4 Y APHDO YD1 LT REFEIRI L 1850 SERHT o iFi T
bolz. TOWREIFT L L) GHGmERRLLON, BFFBIRONY
— FZV T RITIYRTHAL. KL 185 FOHFET, BEOFAEERY,
FEEE W) ELABE A BT ALF—L LTof X1k, @EofmE X
D LAY C LIk a2 R A IR L2, BEAERALR S, SUTIE, B
HOBREBEROB N 2T -OORBORLEETH L. ~ 2757 NiE, il
gD ‘duty (BEBHOR)= BN ZLERT LI LI THEA
(homo economics) D& DERIHELAY AL % 5- 2 72.

TAT v A= T FPEVOEELHA TV OTE W EbE 2
ZFEE, TU V- KUY ] Tr 7 ZHBB$ % ‘the Whole Duty of Man in
a commercial country’ (I, 55 1335 ) 1X, ¥ 27 T 7 FIC X Al & 3% FH O
BICEEPL TS, F7274 7 ARG B GREFOPTHEEZERE LT
MV KU b OBEREZ LIPS X)) EESN, ML TWAZ L EM
PHHNENS.

[VRV- FUY N OBBEANW-HIZ, N7 2A0BEF%2EERTLHIO X
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IS, DRICHEDPDVHEPEZAFICMY#HL ST TR TEELZVE W
I, RHER S EHNZEFOEM R T, ZOMERNFERIHEED R Y b
T—2 GELHEPEBBRLTVS, T4 75 Y XA —HOMR) 2o Tw»
LHDTHA.

RBIZEHZ, HEROMEL ZOEN DR TORE =BT, 772V
—DEOHF BV TIT Yy 7ERLLTTF 7 A MIBKLTWS S F
ROMT A, FOB, ZVFARDPPATEEATED, BEAMES 8T
M2 AP CTHEIREICZS>TVDLE V) DRHHRE o TV,

COYVMLVFYy M #E, ~—FVE (RZFOBEDETI) 1T
FRNCEHT A2 LK, WlHUTE L BB O 2 I & 3 2 885% 0
77 A DOEBITHARATNTOE 22522 LT 5 TRl 724 it
fRERRLTWA.,

Z0—75, WOV %o 72> 3FEH AR DAY, OV &
AEHEVELOMEBEZBEVIZLTWAEL RO RV, (2L 213, T
vy o WET 7 ) —OFHRICOAR LML TWD, FEERONSEZE FEIC L &)
SiEEA IR, e Fh, Ta4 7 AOMOENNDOF LA A
CBVDB, F A RIS [F4 50 Z0b [K9%25] ~] LhaETI,
—BEICh D, bbAA, FEHEOIRHO—2H, BARIFREFEAN [HITL]
WA RO ZNRE b7 7u—F 2B L TRRTHIEIH
HUL, ZnE2VwdbolR7ZEdwvwz ). LarLlzex il [ZHWwiE]
ANDERBHIIE, TATr v AONRENSZ Yy 72D HEHE DD,
LD BBMIREINTZDOTERWES ) B, [8WFE] FSUTICX 260
TATFYT AT 408GE G5 4% [VF vt ent FR] @mcbihis)
RNRZy T L VWHIREOF—T T N2 EATVENET,

—————— > > A > = AE—
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Yoshiichi Wararai, The Jew and the British Empire
(303 H, #ik#)E, 2007 4F 11 H,
AR 3,255 ) 1SBN: 4000254030

) AT
Ayako NAKAWA

BUE b e 78U AT F DTG & 7 - 72D % 1917

EDONV T TEETHLI ERHHAOFEETH 5.
L LAEZESICZOERICEIRLICRALY Y ANEAL F) 2 L DR 2 H
BRAPFIEL 722 L # LML TV D,

Taua— 7 Tiddiity S~ F T, F-mTi 17 A, S 19 i
KETHWbR, 2FYANDINL ZAF FAOEIGOFEB 21584 2 557w A8
A FY) ZADFEH - ULDIER E o Tn-2 b, [ZofFEam%E kg, v
F = ALHAEDH OB Y A = A LW AEPTER S L] Tz Z EdREh
% (42H). HEEIZ OOV ZAFFICHZEEL, FFIC 1840 448 LUK
M55 XY AB LA F) AFEOWEE), TLTAF)RAIBITFLIF=X
LEBIOWIIMN L, FEEIEIE 20 L 2 |, YA =X ADA F ) A E
IR A RSB A EET L. ALY LR LBUARN Y+ = X AT,
S—uvX0F T aF ) ALDEE o THAICHEEL LKL 7 xR
DIBE L WIHEZT TR, G—ay80F > aF Y XL EHEEHRDOZEL
WO D FEBAEDbE T Wz, i), ¥y YEiEd (24 Y AE2a—a v 3o
] LV BB TEDICH Y A =X 2D, A F) AHEICE
Wi, 19 EISHINLET A2y Y ABROMEZ, PF=X1LF
O EIWCEVBRLED ETHHEETNA. ZUS, Y= XL EE)
OMH 5 FZE, 4 F) AHGENOUEIFEOUWE Y 725 72, HINEEIE, NEBxL
RN BEDLNER L 52V A = XL EBHZFEMAL S, "NV 7+ THE
WCHTAELTHL. A F)APE-RIFKEHIWL LNV 7 + TEFIE,
BOAMIC AR, [HFOLEIHSNZEETEROED] THY Q75 H),
VHFZANBIAZAN KA AL, FURA NG LY EEOR
B T RGO TH B4, (bl SHMCRLE5, 2hE-HL
RN AR RO LD ERASETNA ] L2 5 (195 5 BARESD. N
W7+ THHREA F - Y a—JEMHLOB A=A LITUE, 72 LeIE=#
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PLEPBARTENDLOTH L. HHEIIHE KRR E T TE2R, fFY X
BAEO—HME LToLy Y Nk E EB S 8720 4 = XA BIEERIROBIH
H, VX KRT 4 AF— (1880-1940) DOIEEIINZ U TS, P rE) & 7
72ED, BETRKEH P SDOAL F) AOLRHEOEA By Y roBT I T
~N) BHWTWS, T¥O— 27T, 1948 4ED A F) A FBH DS L ZAFF 25,
X ADPLEIRE DL ERICEPRSEON DI LI LIk -7-H
TR oN5.

PUEDXHIZ, AEZFEICKELTF—< 2L SBET TOEVERDL
MO o CThig U728 0 2 ik TH 5 7%, FEHOMEBL, VR EZH 5 b
THEREIL, FIEHE LTHED ) ETH2HIILENELID 5.

Lo oL, THIAA 2T )L OSSR MmNl L vio
TRER LAV OB 00 (%, 188 H), [/5L A2 FF NdHMAE RS Kik
OEMEER L ZEEOSEEEZTAND L W) RELRFERE L A R T
IV DOKRE RFERDPUETH S, SV AT FRBEOMERZ TR X 2REE,
Me—DBERKEE o727 AV ADAATIIUVFENBIETH A9 ] &) RIS
E5FT (¥u—7, 273H), HBICWL I rLw., 19 EFTTOLF
VADOBY F = AL % [SULIRRZ KT 5] 2 &MV OE—FITB W
T3z2 (@27, FZXIHRPL0F LS L2RELT, Lz X V=2
Ty PHDOFIHLIZONWT, [—IU/EICA AT VP EEF L
TUR, #iz 22 & IMTIE ) BESEO2 D E9) 3L AFFoBlikE
MBBROFEHITNE, EIZLRLLELC] LWIHFEEMTMA TRV ARn
(92 H).

T 72, MBI BT LI LIERERIIASE T 2 80R I3 3E & T kbe 5. [A
EHEZBLTORGICADLEINE, ZOZE2hoNLOMRALTBELVWD?
A, FORNS, —/AHMOFEHIZF A7 ATRE 2257 Y MR AR
PR CTB S BERH Y 29 72] &) B EREICHBINTH D X H 12 (B
TE, N4H), FEE, AT — L I (R EEEET] (4H) — W
AL, FiM AR S, TofR, @R (LHfFSh i) 2HEICE
PN RELZDTHIEIIRE0072. BRI 2 HFEMH DT
W28, BEERD HIUTEBOIITIZ R 5 72I1TE W,

L2L, 29 LR b)) Rd E2RDLILIE, FHEOLPBIINT S
A9, KERHEGIE, TRIZAL, NLAFFHEZDCLEHEDOEKRR
BB/ S—ARZ T4 TICEIT B EINTF A F I v 7 R BHROWER) 2 LI
EDhbhwv., REOFAEEZMZ TEMRL, LIEUITEEEY I Th &%
T, TEOU—TIIBVWTHLBEREZFOTR — XL AF TR LD FE
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BEHIE SV AFF ANOREZ 57220 L, 25 Y NEFHMRRIC L 2 BECK
JEAT AR BT LANESEW, BIA, S0 CTh o728 356 — Z5IH L2 T,
[ZOHRRIZONTIE, INFETOFEHEOLBEFARL THEH G THE %
TLTWRZEZW] ERRT WD (268 H). #tEDZTHDLEBEHE W,
BRI RO ERICE PN EETH 5.

- - o dD > - GEE——

Tamara S. WAGNER, and Narin HassaN, eds,
Consuming Culture in the Long Nineteenth Century:
Narratives of Consumption, 1700-1900
(xvii + 290 B, Lexington Books, 2007 4:5 H)
ISBN: 0739112074

(FF) JRIEBE—HR

Keiichiro IHARA

AL, WHEIZL D ‘Preface & (&) OHE%E T —
RIELZITORLPS LTy —Chhb., WE
&, AT T 01 2004 4£ @ British Society for Eighteenth-
Century Studies (BSECS) DIERKETBIbNiz/ SRV - T4 A Ay T3
YICBWTTHD. ZI1RIIOVToOHRIHEE SN (FOFTIER
W), REDRIL L7z, L7zdS> T, A Z O ORRED S L CEBEY (£
YR, 79VA, FAY, TAUA, F—=A b FUT) PO%EH (L,
T, BRI, RSP, EWW, AVFaTN - AFF4—X, KAbam=
T AL) BIFIETH 5 D727H, W% 18 il £ 7213 19 AICRE 2 T
W2l (ZO19HKIE [BTES)), S ICIIHAME i L0ETE
WEVSTZERL2E 28w, WDbDN—=ARTZ T4 TRLRTHRLES
ABREVDIE, WREP—DIZRESNTVEEEAETHS. —DODOH, —DO0D
i, — O DFMEMICRE LT v ya Yy =37 F7a X0 LTH,
O T—2oD) M (methodology) THEOD BLN27 VB I —TikHhHRE
PZERID, () #25—<IZLTWwb L) DA AEBEOKR — L EX %5
AWMBZ LRI TELRDP o7, EVIDITT, TITRF4 7 Y ATOVTOMH
B S B B L SRV TT T AL TR L7\,
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Sumangala Bhattacharya ¢ ‘Badly-Boiled Potatoes and Other Crises' 1, 1850 4F
DA X)) ZADFHHRLHEOMH /2072 0Nz, B E TV & EIRD
HEVW)EFHEZMY EFTW A, ‘Individual displeasure induced by bad cookery
multiplied throughout the nation becomes a national crisis &\ 9 biFTH 5. 2
THFASINLDIEE, IFNV - 7T AOREIIBIFLLMEOEETHL (295 L
ZBRPEHLEROFTIHICB TG () OAEEHFTLIARL, HERETIE
). REZFE LM OMLS (how to cook) IZDWTERD, HbHW
Bz ) ILERLZ2TNELRS 2w, (B) 20588 [F4Y
A4y K eanRIT4 =V F] ORBPOTFTAT 4y Fe F—FDOBRICBVTER
ENTW5b. Bhatacharya 2Vi 3 2 D1, 74 71 v FOfLZ (hunger) 13 F
WA F) ZADBR (prosperity) DIERTHHE V)T ETHS. F—FDK
ANZEPZOERLTH Y, FAWHEBMAEE LK, hlw)filio
TaLy )7 —MIE D Z L OFREE RO THH ZHETHZ IR o72DT
5.

James Gregory @ ‘Vegetable Fictions in the Kingdom of Roast Beef: Representing
the Vegetarian in Victorian Literature’ (&, 19 ALDELHD X 4 A M) —A1C
BUFBERTINT YORRIZOWTHMBIL b D7EH (W= P =7 DR A
FYRAFERW LRI )T VEBORHEOHMTEH S), XYY YT AL
NOFREDO) A MERRTHICMES>TEY (74 7 » X Tl&, The Pickwick
Papers, ch. 20; American Notes, ch. 12; David Copperfield, ch. 37; ‘“Whole Hogs, ’
Household Words, 23 August 1851), Carol J. Adams @ The Sexual Politics of Meat:
A Feminist-Vegetarian Critical Theory, 1990 (JFiR TR & W) HOBBES — 7
TIZAL-XRTY YT = XLMEE], BHER, FEEE, 19944F) 25F
STWe k) TR HEREHCHT L ZA2HELAEDE TRV, Hh
AT, T4 7 ¥ XL ‘Whole Hogs D% TR Y &) 7 = A L % it 5590 32 3%
(teetotalism) RC#fixy FHI L (pacifism) & & HITHFThLBIFES D H il
B (extremism) D—D2 & RALTW5,

Andy Williams @ ‘Pot-Bellied Salt-Cellars and Talking Plates: Fetishism and
Signification in Our Mutual Friend’ 1&, [FS23LEOK] 12B17% () L)
I0d, YTV Y IROEXHBMED Y — DL ) v 7 ‘the people are
commodified and objectified, while the commodities that surround them are described
as if they were living, acting, subjects (74 7~ I 7 Y 12& > T BHIFAD D
D) ZPoTD., THIRFHBHOMBILEEGMD T =7 4 ¥ A LDV Thi
L~V 20 [ERHE] oLV M) v 7 EHPLTwS, LaL, WilliamsiZ
L, Y27V TROBBEOY = DL Y v 27X, Vs 2A0WGAL
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e LR — Py v — v ([R5 oG FeH D) oEtamic . T
XA RIL SN b DO TIER L, BO»S WoKRR) 03&73‘ AL
TR (V=74 7)) ELTHRHETLEZDOTHL., O L Zmitd 5720
12, BRESAETLZMEMLETHO Y — 5 S N 555 (‘The reader
is given the sense of a virtual world of multiple and multiplying animated commodity
signs as images of people and objects reflect in the mirror, and off each other, in arelay
of differentia play’), #&JRDE A, T4 Xr Y ADT 7 A MI~ V7 Z0HHD,

R—=FUY—VOBMGRHFERICH LTI LB TELHFHDOLI BT 7 AMNTH
BEVH)ZEERBIFEL TWAEEZITDIHIZELNL., F—F) ¥ — )LD 1972
$®%W(%£imm$)@&%wmbfﬁv WA B IR T LI
RIZLTHHENIEDERD D 5 DhEERHIES .

Tamara Ketabgian @ ‘Foreign Tastes and “Manchester Tea-Parties.” Eating and
Drinking with the Victorian Lower Orders i&, ¥+¥ A7 V®D [A 7Y - )N— | /]
RTFATVAD [)N=F 74 L] OEhTHi»rI teapaty ZHH L
, FEERERICE 5T K Ao TV AREKREZNS2IILTW S, 5
%F%*T‘& WEoTHIEE VI B r o & L7z [N I35 Y, 2L CHgY

2 [ v] BHEER L. F7: Ketabgian &, FLADSAARE O AR
Bﬁ«li“%llc‘: LTRENZ LIZOoW T, X512, FHERHBSFERA >~ F
PO A SNIALE Z R EHEIE, FEOMNAZL AL E  (obedient subject of
despotism) L \WHF VT Y I ) XL KOO X, FHEHRERO &K% R
L7zDREEFRHLETWS

Tara Moore @ ‘National Identity and Victorian Christmas Foods' 1%, 1840 4EA%,
DAF) ZD/NHR Y ¥ —F ) ALD LN THiP N2 ) A ADRSE
|2 *Christmas pudding’) 2SEIR®7 4 77 174 (national identity) DIEIEIZ
WRIHELG L2 onTHETWwAS (L7 AI1Z, ‘plum pudding (X2 @ ‘the
Victorian revival of Christmas' ®IIZ ‘ Christmas pudding' & IENh 5 X 95 127%
= 72). Moore 255&F# 3 % D, ‘nationa food IZ A LIWIZIELN/ZdDIZTE
72\ (‘The idea of a national food exists in the fantasy of a shared tradition within a
geographic boundary’) &9 Z & TH S (‘nation FIKDY [HUEOIFK] 7
DEPLBRREVZIIYURTHS). Mooreld T A7 Y AD [ ) AT X -
¥y o] Tix7 {, Household Words (21 December 1850) IZFFE I N7z ‘A
Christmas Pudding’ & \» 9 Fifi/hit 20 L F, 74 7 > A2 D%»TAF)
ZDOMRIBER DT> 7L 4k LT Christmaspudding 2l L TWwa &5 LT
WwWn (LA L, Zo8EHNGIZIEMIZIE CharlesKnight DEEIZ L H2bDTH Y,
Moore DEENTH ). HEPIIT 4 7 v ZAO/NHIEA F) ZEROT7 A 7~



38 & 7

TATADORBBIALRETHEGLTREY RATF4 7TV F—=V v
W2 &MU nation BT ENZDIF/NHE Vv —F ) AL ZHBLTTH D),
ROT7AFyT 4714 %Y 5 LFAICENZBMEEST S X5 2SRk 5]
PAERD L PCHAMBLZ L L T HETH A ).

W, STNOLOmMXOEROGBRKE, YavEry7E— VD7 —Fa—
FNCEFZ LE)RHRE S BHRLANT Y2 BLADNIZIE, (—D
DOZEBFEICRE SN TVBDEH/ Zhw z12) [(&) Tl A ¥ AN (%
EE A, PIMETRE, I AVT 7EE, 20044F) BKBEDTH L.

4 N
SRR B I O O B

[4ER] OFFFTIE, T4 7 Y AR T 4 7 v XL BROEW T 4

7 M) T LR OEEZR-TBY 3. b HEAAMRITO
WA D RG T, Y LIFDRERDPH Y F L7205 THEE 72280,

72, 5B OWTHHBE - bl - HFEARAANOHEEO VT THHALTT
DT, XK WEHY) T3 FERmEMEE TBRLE 3w,

B EHENTHREN T4 Y AB LY 4 7 b)) 7R
ETRTIY EF72neEZTEBY 355, FFEOTIE 2T F05 % W
BLELAEDHVET. TR LA LIBEVLET.
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20074E 9 HH S, /v T4 A
KERFEBEDO A 2 — X 2@, &
IR I VT A4 VH A TOEFICHE
NHLZENRNTEL. SH»OHES
KEFEROREZFIZ, TO—EMD
EOLIZODWTIRYRY, T4 7>~
X707 Yy TEBDFAICB
BRATHIENTEH LR,

2974 hLEX, T4 UH
ARBEE ) T4 VHA FL U b
KFEOZOxHL, NdobBXZ1
FIHWFEE L W) A TH S, Z0
e, Wi7e% 3 5B AE T
LY R—=IPRELTVEZDIED D
BHh, FHRILEPEEEEEZRELL
W -OOBRELESTVAS

I, FHop Loy avEryro
V734 Y75y FTAFHIZKE
S, HIZIEE—I - ZIADE—5
EbdHbH, F, uv s - IF4k
EDGATNT AR T THHFEL
TBH, LBOKICIEHATIERS
NGEVWBME 77y va ryRiTE%

HI2T2Z223TEL. FIOTHD
BICH 2T E 212, BmTL, A
b l, HEDITLH,ITA
LEUNEALLEL BN,
— K7 T TICA>THLERETED
TREBBVWIHE Y VAV HSANTH
D, SEIr I TONENTTOFX Y

WCHEBERTLES 2 5L %
> Tk, HRDEIXZ I TDHRTDH
OB TH RIS L CBEA L,
7T TOERPEEDbONLTVWSL LY
Wz 5.

T/, T A VAT AT
=y bk AT EV) RN %
FIZ, IR - TW B D7ED,
FIZTIRAWEZATr— M) Y2 95T
E720, FICEBE $#T%t@
FIZREFRAT— Y THEEOGTEE
@%Lthk,ﬁb&@b#?bn
b, BRPL S, BILSAR LB
D2 AX] IZHbETAT—ITH
2720, BFEOX—7 v PRI N
720 LTwi.



40 Fellowship’s Miscellany

ELIIZEFEORLICEISTFIA -5
< AR 3 HIZh 7 0 ik IZiin,
FONAL MEDL AN viZT—0
v B E SN ZERD BT T
KEETH - 7.

ok, WAy —7
A A PNZHEINT) v T4 VT A
THbHA, T—IVF-=—=7v |-
A7 T OMEEAY, WEEST
Wk, MEARIZEALABDME
ZWHRLTWL., WoTHEIZH S
oy T4 YA AW, WE KL 17
AT SN2 72D R L
WDZER, WEER AN S DD
D ERZE V. AT S
D, /954 Y HNEADENZHME
HIENTEDIED, koA 7=
MoE ) v T4 VT ADEN—HET
X5b. F7, v T4 v TAENR
oy -7y FeEw)ZET,
TIREEIOHICBEY - 7y F -3
VIV RN, 2 SAD T
BETICED) . WO 14 i

ETONERKEZFHLEL—X -
vy =Ny, 19K T
A VHLICEXEL L LV —R
FEEDORBELEZERIENTE S, &
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WZO%H 5 LD ICH S T B
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ZHBHEEREE VWb b 287 (Ye
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FAYHANIEBO N TORBET D
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YT e id SN 1 AE:
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FIBRNTTTH, BARANLHE
DFENT VS,

ZDEM, oL SRR
EZAIIE Y Y =Ty FOFEDIRD
D, WHEF—RA 72T LV B
BRGNS, SHICHEDIE)
WCHZMIFAE L0 YOHEMTH
oz a—AT vy F-TE=®UL

gE¥ Y - 7y FE4HE (Robin Hood Pageant)
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VADERND L. i, T M
=27 L) T ) HFXRZ 1 HEOKFE
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NI I WD 5130, L
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2/ v T4 U HERFEPLHRNTT
SO H B2, FEIZEDL -
TikDHELRE ORI E 72> T
5.

2y T4 YA ARFIEHO RN
BNNAT3055L bW roize Al
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FHNIZIZNEH Y, 72 SADH
FavhEEERATHD
KFBE O #efil 2 — 21%, KFWNT
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NTW=DEA, OEA L 15K E T
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CARIZERH DD D 5 DT EE
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A 547 TRTHATFI Y 7wl
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b, AE—=F V7 THTA ANy
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2, BTyl 21 AREHL L
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WIEAFYRAANDOKELELR SERT
FRBFEHROILE L VWS L HDT,
%@%ﬁﬁéctéiﬁ%f’wf
FICIE KBRS DT —ATH - 7.
a— x%%zf, LAE9 HoKE:
BEDIZENA T — T HFT, EiL
PR OB - 7-D7EH, B
bHLHIEREL, FHNEIHEICH 55
DALYy VOFEI—-AER LY,
BN PELTIRITHILT
72, RELTE, TH5IhsHE
EAEEOIBENTETVD LW
T, QRIWCHZIZBMT AR
B RTRIZET FANY 7=
HHERS. LArFTruhdb Lk
W2y, 2ol Lo HaIciEi
LT, #iLiaE b RFBREHTT
FELZLDIZLzwERS.

2%—2% (Wollaton Park)
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News and. J(?e/oor/s

e T~ T~ T~ T~ T~ T~ T~ T~ T~ T~~~

1204 v X -7y oy THERE
The 102nd International Dickens Fellowship Conference in Durham
(30 July—4 August 2008)

VAR A

Report by Takao Sano

2008 SEDEBEAZE, £ v 7T
FAGE o B, HAEEICESE SN
ZELWFIANTHRMEIN. &
P KRB F THRNTIHEVH Y
5 LK% (St Chad's College) 72
T, IBX 5L RBEIZELHFBE
BI85 729 (BAERZY T LK%
DEFREE) 2D OO0 —HOMH
FOTHo/z. HEAPLZMLZD
74787 MREFD 247215 T,
7t 143 £ A3% 18°C &\ ) PLidi 22 B

KEie e 57 Lok

¥od iz, ‘Marquee' & X1 b K
HERRS N ESIICITb %
FICHEAY, vy —TA
AV, BBESEELAT.
K&ZWE7H30H, yEKEOLETS
YariwihE o, BMEFHT
FICHEED L, TROKT ¥ FHEL
(Dr. Holland) (&&m&— A— A LB
FTEEXDL, ok F L
MERSLLFEDPTS., [HADS
TY] &AL, TXLRTLE
BwFla ZhbllkoshLwze
ETEWFERA] &, Lo F 4% X
LBWTRELLBEEZDNITTLE
Bol, V)= FITELVR
£V AR—=NVIZAB. T Z1F 150 4EH
KT AN [Fraiv] o
= L72%arc, BiolERolE -
HEFOHBESBMioNTWS., 7
47 Y RERA, ZML7zAA% %R
Eo )M RoBABEE ICOOE, B
DRIV Iy P ERZR-S
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WIFED AL VER—)

72V I VKT 47X (Gerad
Dickens) 2590 72 b 725 [Fya L]
Wit (LWwoThT7FFAMETRC
FHALTVWAEDTH A ZZ
T) ®frolz. #THICHD CD
WD oD T, 1HEH-> TES
BEWEE, DWTIIRt&iuet &
BT B o7, BRI OUHTF.

7H31H, K&2HHDE 1#H
F<wnras - 7y V=X (Macolm
Andrews) @ ‘Dickens and Laughter’
Thotz. TUAMFLANS 70
£, NVFTYUVEIZELTTDE
FEEL [E] T 2ELREY]
LoD, EVRIERE»S A%
BT 282>k, AN
D7 %S, O INENE
IO, ZNRAMRHEZDO0TAE
BIET 5, 2 LTaxsF1—=»A
BIGE OMBR B ZIET 2 & i
L, fiidd<hELTIEZY 1y
g RAN=X] O[T rs A

vFE—) MBI L. B2
WHIIAT A — T Y U
¥ (Stephenson), & b b
FEToaN— 1 (Robert;
1803-59) D#kiE - SAGHEX
DEFEZINT —HR A 2 I
LFoTHRLZY LS D
DTHoTz. oy a »-
774 < ¥ (John Addyman;
A4 27T v AL 8k E
MAaR) BHEBSEICLD
EOXLHIELETFRHZ
T 5 EMMO AT, B
TWTTRTHLho 7.

B 513 18 AL R T 0 A &
TEHL L 72 Beamish Museum % 3[4, #
1Z SNUG (Special Needs Unity Group)
EMT B, BFEELFOIAERIC
LBMLAEDY, KT vV i
Wk T 18 44 2% * Jesus Christ Superstar’,
‘Westside Story’, ‘Le Miserables %0
32—V ANEIELTYT L%
BHLIFSEFLANELTHRG, X3
HoREzHe LT Eso R

TV PV — X E %
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W — AHRR

WEjZ Y a9 -T2 b, WEiHoOR
HTHo .

F3H (&) FRIHIZEED 3D,
FHRIEZ 22— —ANVOREB LD
A ViE—n O E RS TRE.
FIELI#EEETY T - VA
a7 ¥ (Wendy Jacobson; 7 7 ¥
DU —ARFHIZ) [2LB [V -
FUY M @THDB. ORGPV
PICHEEBORELZ T IAEMTH D
% ‘nosegay’, ‘fireflies, ‘pilgrimage
of life', ‘shadow’ D HIRRL A X —
EOMLGAOIA I - T —H%—
DEOWREN 2L, FHEI TRV
boo, [BLiZAF77—I12k20
AMCIEFBHTE W OTH S | &
DL L 272D Th otz

E2HII LY 7 A RFHTD
7 Y FWV—- %% —X (Andrew
Sanders). ‘Dickens out of town or
Dickens out of his depthy &L T, 7
LT VAN R rrling L
NP b pme )BT, 7
47Xy PO E v

WA RTH I hEH L. PHIC X
M1E, ‘attraction of repulsion’ ([ 4 i
kRA]) & Blacking Warehouse it 12
He 3 A VOBEZHBE LI B
T4 Y AORWEEB OMAKIZH D,
R 4 < A )V Tk < ‘perambulator’
(7213 “flaneur’) TH B EWHED
BEDY) ZATH YLD AALT
bHbHEV). HD ‘restlesswak’ (5
Z1E *City of London Churches , ‘Night
Waks) IZBWT, T4 7 ¥ AER
ENE RS THHAM L ‘seamy side of
life @5 Lo, 72 [#Ok]
(1844) ® [ F v ¥ =X T ] (1846)
BAE H 213 “that magic lantern of the
streets 7% L CIEEUE 3B 2% C
EEEHLTWS, oF ) fact &
fiction’ , TN ENT 4 7 v AL
DEMTH S EH L, WWEHTD
o7z, OOLGHREEVA - T T
¥ — (Ray Anglesee) 12X % b DT,
== — RIS R EEAR T A © 2
WCTEMHA LT 2 L2087 —K A ¥
MCTRUR L7205 L 7.
BhbE, FOZa—h— A
W2, FUVFR—VERELL
ZOBRITEBATEH 20T, £HEV
Bwitz gL 22— —2
WA T4 o~ XA% 1852, 1858, 1861,
1867 FEIZFIN T WA DT, FAEZED
ezl iz, 2206y
A FETIIHNET 1558, R ¥R T
TRANTI055 % DT, FHEIZHIZ
G2 IHrAHHE, ZOHIEZ=Z2—
H—ANDE D> ) HEHDWNT,
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gL CH L, Do72Ilib T L
DWW T 1 v X O R WL A3
fRFAT & TR N, 22 TiES
A MVOREEBIFTEI).

Scrooge or Marley's Ghost (GB, 1901) 4
min.

A Christmas Carol (USA, 1910) 10 min.

Scrooge (GB, 1913) 35 min.

A Christmas Carol (GB, 1914) 12 min.

Scrooge (GB, 1923) 12 min.

The Pickwick Papers—The Westgate
Seminary (1913) 15 min.

Little Dorrit (Denmark, 1924) 110 min.

Nicholas Nickleby (GB & USA, 1903 &
1912)

The Old Curiosity Shop (USA, 1912)

KEE4H (L) FAGM. <A
V- 1Y x—ZX (Michael Rogers)
NEEE DO LD, &KL HITEHE
bbl, TO-FEHICEL BholeR
BICEF %2 S P72 BZERIG, )
F¥—FK-+-F—=)IF 41 v 77 (Richad
D. Altick) D% b H o572 RVTH
101 KE R74FFNVT47) D

SSOF 253

HHBE KB LEFICAL. KR
AT, Charles Dickens Museum
W2h 7 &L B4 L LTL£15000 (
PEERRAH £40,000) & E LAHT 5%
KA. SEtHEIE, 2006 4O R T
A5 2007 4FBEI £2,471 DR FIT %
Sl DT . THITIZRFENE
Ji# AZHF L T Dickensian OBt %
F722 BT I ARRNIC 722k,
F72, Hlre, EDMHMAZ 72 L
DFHMHDD - 72,
BHOBFEFHLE L TIE, ¥
Z - el (Gad's Hill) O Rx#HH
MiE&EE LTYETIRICA My T
)T TWS T &, Dickens's desk 7%
=2 v a VTEILSNERET 2O
IZIZ£05M BRELEELDZ L, 74
k- RV —Y—= (Kate Perugini) ®
H 1% (by Colling) ZMi A3 5720 £
15,000 % Museum |28 LT 24 (2
NS —%) — w3 Kz 5
SNGE UL T, HEEDITLE B
EHhEorwon 3G I h.
Xk, BWAIE, ¥ L\ Dickenssite %
eS¢, 2012 4F F TIZ i Dickens
on-line project 235K T 5% ) Th 5.
Wt E#8 TlX, X7 Dickensian
77 =—- F 44 v X (Fany
Dickens) @ handwriting % ¥t % &
DT L, F7z Supplement of Letters iX
Fb%< onlinefbt$A5FETHLHZ
&, #NIZ Dickensian @ [FH[] »%
7V AR AWNIAT R E235 & &As
WS N7z.
BlLwDa—AFR—D, Tva
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KALHEAS Dickens House Museum % i
N7-29 7T, TOWIEEOT VK
JV— - ¥4 T (Andrew Xavier)
V= F - 74 X (Lucinda
Dickens) AENIZY 72D &,
LHEAABBRNICITO®EED % <,
TRRKZHENT W N2 B BT
KEORE, REOME S F % T
MLCHl o722 w9,

AGMISHOMMEN, BLUZE
OHBFEDOEHMAY —F & Hio TH
TL7. FETI,

2009 4EJE Cleveland, Ohio (30 July
-5 August)

2010 4E ¥ Eastbourne, Kent (21-26
July)

2011 4EFE Christchurch, New
Zealand (14-19 April)

2012 4EJ¥ Portsmouth, GB (9-13
August)

4, 1ZUDT4AREIRD SR,
B HIE IS D W X F o # & 28
BhshaaEL ez -o7:.
ZOHFHIZ /N 2 T Bowes
Museum % &2, KWTKI X -7
# 7 3 — (BowesAcademy; ‘ Dotheboys
Hal' ®E 7)) IS bH -7z, Hid
R E oz Y ) — oy
AT, L OBPHE T THRIMEITIE
CE2HEDOHENME S bZAD
Ta— (AR LTS,
COMMEIZIZARY X - TAHTI—
@ Office Book 23 5 DT, FIFTH

LOIE) RfEREZLIEERDLE
BHW- L DEETH S o7,
COHIEIMESR. TREORIBT
HbH. FHDOILOEFREIN T
LHGDOE MR L THHHEITOL.
BT =TT 4 v O %
BOFHoNTED, ROT—7 Vi
The Old Curiosity Shop T, / v 7 1
YHLDT Yy 7 AK (Cox) & [
L7z, 9470 - a8y — XM
HHIOMD 28 31F5 &, HiFICH
T Ram Shank 2SEEHN 5. R7z72
FTHECIIEREL, FHIT50
W5 7213 E72, R TR ERETIC
WM ZEHIF, 23T ‘The immortal
memory’, FEHESCERIC L EMATEAAS
N, {224 7 LTSS The Dickens
Fellowship 5 E 2 L L TEMH % B
Farl, K=y FEEFZNICE
AT RVSUY A BV N 1 AV AY Sl AV A
B, BLVWHESD KDY LAY,
FHAFTY TRE) DT, T4
7 M) THOKREZH DALY
72b, Motttz h
AFIWZWD D, Tz, THOFER
IN=TIIWVAH AL ITHERAE L DD,
HWIGED Ao T 5.
FEHWERERKEHERSL8H3
H(H) OZ2F7rYa—Nig, 420
G E KB BIT B XOH Y T
HAH. %1 H Tony Williams (&
‘Dickens and the North of England’ & i
LT, 47 v XLdeiiid & ol
RIS, T ITEI R AW
TholerrxdFSFLIEY—F
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L CHHET S, RERICI 29
(i oY APt SV DA v IV
YEOBEFRATORT, T v el
DR P % longhand (2 & B L
THYIOF I 72—, 1838 4F
DA =2 ¥y — PG, 1854 4E D
TVALMY - AT A FHF, 1858
ELREOFE R R ¥R &
RTWRWETT 2 525 0058>
MLWIEIETH LD, nTHK
HW)<cay v X (Caling) & —#FiC
BoleFray 71l (Carock) (2D
W ORHEE ‘The Lazy Tour of Two Idle
Apprentice’ (HW, Oct. 1857) # HtL b L
F, BIZOoOENEL o TMH R

2L ozl T, Wl L CT—
FRMETIL22%2EY, 47

YAOMBEREE, K, HEoIE
s 2 RO 72,
Bo2EE I~ ATV AL A S
— (Michael Slater) T, H F#(&h
DOF T T A v ZEITOWT, &
NEEHIFIIHD, EHFHDLD
MEFEoT. FT, TAT VAN
WIFIZEH W2 P I A TR (Master and

¥7aiik (hR) &A—v Fak ()

Miss Tribe) FEDHFEIR (Langton 36)
R, vz ¥ by (Wellington) K
fizxL 7y v b= A (Peregrine
Thomas; 1811-98) 2% T7-FHK, &
< 12 'Leg (=Latin textbook) & #
‘woodenleg O F K (WIONd Letters,
vol. 1 I2INEk) 12, 74 7 v X Mg
NORFLEVZRMTIErH6HFEZ
LDV ERBRRL, &b FIZo
W, ‘great dawn theme % 3B &
CHEF AR A
Wigxe Z z, YT A NI VRS
—FRRICESN L Z &% O 0ITH
STWEDTIE R whE, —hKkh
A A TR % B85 L 72, ;0)11:.16
REOKIZIT EREINE L9 72, 4
LATHA.
EIWEIEIT IV TAN S Y
I (Alan Dilnot) @ ‘Don’t go home:
looking for sanctuary in Dickens T &
H., BTV Iy 7Oy TN
THRELEZOFEFH VTV S,
FEMIZE Y T 5 X E ‘home 1E 7%
WL, ¥Va—o0Olib
720 2o 7.

H¥% b sanctuary’
Yy Fix~r w4
v FBBEANTDH
HZERH ST
YL 3k, ‘sanctuary’
FRB LA ZW
L R5B., R
TSESELE
W N o &
MEEL, =A% -
<V v OGE,
sanctuary (& £ A
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VN i

EEHICABIEFIIHE TS L

&%%tL,T -7 LF 22X
I I—-FYy rofizEthz il
Wy el

Bg&%, 7V~ a—7 (Thedma
Grove) 12X % (WA E LTOXA
TAT Y A] OFEEPDHY, TNH
MbhbREBLICEEKRERIZERE L,
XD ITSIM L7z, NBEIZET
DAITHERIEACIEE D, 30 & 2E 1S
BLETES LS E2MZ D HEICH
EAD, BEKOELVWERICHE
BT B DIZERE 725 72,

KN B L, EHSZE (North
East England Branch) 12 X % 43813
LEoZz. Ravy by FDdDE
3R LA 07T NEEFEONT S
A TiiiZE, LTI - 28GR (‘Weel
may the keel row’ , ‘Bobby Shaftoe’)
OENE, TN T 1 v 7 IKEN
AUS INCE - ANE SRS b Ai]

O ERELT, 2R E 2
SRNBLFH TN
SH4HOWAZ S - T, KA
M&aL S5 7 20HED
LRV EHELADD, ZV—=T TV
FTOHXEHRLT, Fthth
Ko CTwol, w)vas -7y K
V=X, ATV AL A F¥—, T
KNV — B F =X, F=—

4 )T AXRD B, HARZROE
BAREALLBATLZEVnED,
PLAZZOAY =T RV
Wiz, VI LiEREHIZT VT
RK¥zRBKIT 229 Thb. T,
DABOIZITH D IR % EREEK
Sl - B E I N N—N—= -k
4+ )& & (Herbert Savory) 3 &
e o TEHWIEZV—Z - 71
7 b Vil (Revd Ruth Crofton) (2, J&
WEMEFEELRL LT 5.
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Tu—Fy x4 3Ia—=UhV [ZHWEE] 28lC
A Report of Viewing A Tale of Two Cities the Broadway Musical

S BT

Report by Akiko NAKAIIMA

200848 H20H, 7 u—F
A Ia—=UAN [ HYEE
DTV a—RiEzHwELL.
FAr AT Ty T DR
=YY ANT, HAEHBEKRF
DR ENZDI 2 —TH )
EHNALTCTE 07200 & oh
FTHh5B. BRMMIREFED
KA VICRMWEAET 2 PR
572DT, TORFEHICHEDLET
—a—3I—r7diins.

RAMNY—Z2—a3—7HET7T A
FZ v 27 (Amtrak) &\ 9 FIETD
RoTBY, MAKMD»D 5. B
B EERT2R )20 —-%T7 A
Sy rDO@EEEL, YRy - UF
T AY —MERL L 5o

34 F) ATOffx Bl E72.
2=V ANVEBIALALAAI T
B AESR 543 Al Hirschfeld Theatre
ThishTwz, 8HOY 4 4K
A7 TTIZIFRITHME L TH Y AL
DYRELEST2H, TAVADOHT
BRSO WO ELINDE =2 —
=7 3eTdHhFH A 71
T, AXY ADEE FE ) B
LEBHo/z. 7 v MIHA
% 38 Hi \C Telecharge.com & \»
IV A NTHEAL, FHWHE
TV YT PLTBIFIEEN
WFry Ve bDOTHATH
o7, BAOBRICHEREIETE
LHPDOLHEEWVWY AT AZERS,
&7 A5 Orchestra 131451 L %
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Z2NTW R Do 72D T, Mezzanine D
A4, RowsA ($99.00) % A 72.
Za—I— 7 CRHREIIRHBOD DN
i Theatre Development Fund 7% & 3
554 LAXAX 7T O TKTS Discount
Booths (Zidf~IE, xR I 22— A
VOF 7y bAEFTHATE B
ENHILDOTHHOT .

2R 4557 (KEL1543) O AH
PIRE DR [HARDP SR SN0
T2 ? RERFIHEATEL
7e. ] &7 XA NLAEATE & T T
N7z FIXEIIZS 2 2b 535S
DX, 4 TH A — L THRZHR
#LTwab., EEEEZIISML
ZBIZWO L B o728, 4
bTFA4 T VAV ERNTE T
LYy RY—=72L KL ¥5
PATL T4 v A0 EM %@
CCTHRDOAL MRS NS
DRFEFIE LWL THS.
NEICELTE 2, NE%
e EBRONKHORT [
WEE] 2 RBT 5 0IXIFEFIC
HELWIZO b 5T, BRE

W&ozl B9, BIME LT

INAT 4 —LEERROME 3 ¥ B

BN, BAEZZICHBESh TR

HRABMIREO~ 2 v MR

L7zBidEW. &80 03H

272D The vengeance D% Dl

D, HELIMZEIT L N7

7Y 2D TH S, Playbill

12k 5 &, iz U7z Naalie

Toro (338212 Les Misérables, A

Christmas Carol, Cats, Evita 7% &
DI2—=VANIHELTVWZZ)
T, TOHBIIZIEHERESL LD
BhHY, WAEWET LT — VBB
Wh o7z, Sarasota Magazine T Best
Supporting Actress (23 IX1L72 D b
BTE%.

L2 LEADSHID T [ZH#WEE] %=
MATCREICHE R R 2T ey — 12
MREY ZEBEELNZ Hlz
Saint Antoine 2877 4 ¥ TE 5 #RIZY
F 24500 (1:5) T, [HLZ] < [
DAA=IHRHFE Vb TI B
72, BENHESHEPES L
a2 L CCHENICHEZ RO, T
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LB M (2 7) Al
JBY o 7.

728, I ‘Itis afar, far better
thing that | do, than | have ever done; it
is a far, far better rest that | go to than |
have ever known’ (3: 15) &\ 9 & — b
YO T TR 7R EE O
HEVAALTD DB Ho7. P
— b ¥ %35 U7z James Barbour 233
WCHUHNCE, BEaRrAs v
FA Y TFR=—Y g TR EHEZ
TEMLD, TOI -V A NDHE
BOLEE2HEH) I LNTES. I
—BERNP ST A7 v ZAOHL [
#WEE) AT o7z, T
BEBHNETA r v ADI2a—Y
ANEInEES .

51



2007 fEEERK PR R
Annual General Meeting of the Japan Branch 2007
at Kyoto University, Kyoto

HE P 194F10 H6 B (1)
K T R FHHF X 282
U OF 45 7 ks

Digital photography by Mitsuharu Matsuoka and Yuji Miyamaru

2007 AEPEDBFER ST 10 H 6 H (1), A RBIGEOBIMEEICL Y, HHORFH
HE X N ATHBSRE Lz, ST TICKOBEY — X, kT Y, 15
BRI A0 LE Lz, KN HTLAED, EOMBOBENRE 2K T
WBHLL, REBRGKUE Lz BREDHIZ60BEMBEL2BMEDE, LFELL
WERE L BHIHE N2 ELH-T, THLIBK N TVE L.



2007 SERFHS 53
WEgE&K  Papers

& DR (B A2 Moderator: Mitsuharu MATSUOKA

KKBROMRIEHIZOVT
RREEAFI SN [HERWE] SR oSS me My 2 TEThH 5. U, [
W] B4 Y ADMER AL 72 1840 A E VD T Y F 2 A MIZB LT, R
RAHEOTEOWE B2, 77 Ly FAEOMB RS 2R 502 W) 12
FH7Z-bOHZINFEEL LK, TXVF v 7R BEHERTY v 7 OBEFIE GRS %
FAWII L2V EWIEBEOERZRE SN, T4 7 Y A3BAEZEEMICIZTWS X
3ITH A BAS, EBILE L X BEAHE D E SN & v B, T-H07Ho [3
EREE] TR SNTNS &) ROMAN ZHEAL, [N—FC—- v Y] Loki
WAD TR SN0T, FECHEN T

JEE P L F IR DBFZEFE R ITDWT

[EEF RO 5EEIL, MROOBIRET 2 BT 5 R - OER/NREEE T4 7 v XD [
WEE] 2T 5 2L TREVNEOBIRZRY 2035, LFOEENEREDO—-DOTHD IR
F)—=A~NDOELDOEEDRT 4 7 M) TIHERDOPTHEHEZIKNTW DT 14 7 ¥ ZOFM/IHA
OFEBEEFMT2DDOTH 072, F2/8 0108 5 TAME DR XSV IZIEDO B 725
BREI DWIT &7 % H D72h5, AL GHEMNEOBREDL ML H TRUIZE LA BV R
BEZTYH, WIIHE LCHRRELRS [REfE] oy y M, Ao EAL
T4 Y AL o THEBSNIMEIN G (THY - JVAT A —DIA - S=T Vi
ZOKE) Zev) Ko, RAIREE (201 ] LT (EhPo7z0TR=-LRY)
TR 72w LT o7,

(Al i)
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TAT VAL X ADRER
— &SR] —
Dickens and the Hisotory of England:

A Child's History of England
FR M (T 3w S P R 32
Aya YATSUGI
(Associate Professor of
Ube National College of Technology)

[ %1 Wy #E ] (A Child's History of
England) i, /N—FAT1955 412 [mh
LN LIFAZED, ENHI LD
N LdMTHS. #HFSNLZ
LD D ETIUE, T4 7 v AIVUNHHT
o BERICHETLZER, dLIIEHW
7ok &, TIEESREE] 2B 55k &
FRBWRET LD, F2 A% b [HE»
WZF D720 DILE L 72D, FHh 2 DIAE
HTdh o> THHLTIE% ] (Charles Dickens,
1906) &\ F T A v MicfiES
55910, BEFEINLIPDELLNTH D
WEMNIEALRE LrL, 797 A%ar
EFRLF VSR ZoPFIZT —1 %

BB CEIRORERIZ N § 20 E o 72
1942, T4 7 v X b F B WEEE
Fl, BHEALBODY HIZTOWTHHADR
JiemLZ LiEEHICHET 5. A%ET
i, XD BBLEELR, WER O &Y,
HHNERZEEZC, Ta 7 v AH [
el 2 H &AL S & Lzhieo
WTEL L. ZOBOLEMEE LT, [N
—F¥—- v Y] R, ba—A4, F-—}
J—, ¥x2—Y—, ¥X—FH LA, I—NVIA
M A OBEEL 72 REL 2R B

BREVNILO RIS 5% %
RAEFA T v A —
The Origins of the Detective Story:
Poe and Dickens
REHF HZE T (iR #0%)
Yumiko HIRONO
(Professor of Kyoto University)

IATY - LHFOEH RN L EFEODL
DTHEN, TLIZT 4T ¥ ZAOMAGIC
&, W BN R BAE A %
L, AT —WEENREICE TR T
B, L72h3o T, RICHA: L7z TR/
LW T IOV TEZLE N, T4
YRR EET I EDTELRWIFETD
b, BERLE, BRUWOEMENGE SND DI,
TAVADI A =TI K+ [E
WTEOBN] 7280 OPEFIC R T
WA, OIS B XD B ARl
T 4 o v XSRS R Liga 72 [N
—F¥— T TV] OWHEIZ, R+ IUF
MNORIEERL, s Shizew) fiEs
Rkdrixcanwv, 72, [DiEfE] (2
3, EEEENHOTHE SNDEZ T4 Vv F
—-aY X0 [AEA] kL, B
BN Y NERIEY L TR % R
9%,

BETIEET, [WHfE] oI X7 —



2007 4EFR R4

sz oML, Wiko 2y 597
Tay MITERWE SN RELHANE
25, FEiE, ERICEFEND VL D005
L L TwAZ EZHLMITLZ. KIC,
BEH AN, - AT,
BRUR OB EOBLEA S, [REiE] o
T A M, BEET 28 BT 5
R OERBUN & R Lo o8BE L7z,
BRNHOBRZEL D EORAICL D,
TFAT VY ADIAT) —OFFEEW S0
L, SHICHERENHORELICBIT2
ZOWEST &R L 72,

55



56 2007 4EFRZ ey
WhiE Lecture
A R B GEECHAIREE)  Introduction by Yasuhiko MaTsumoTo

The Soft Time of Hard Times
WHE Yy v I—F Y UK RYEER)
Lectured by Jan B. Gorpon (Professor of Kyoto Women's University)
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Dickens has inspired around twenty operas:
far less than Walter Scott, but far more than, say,
Jane Austen or George Eliot. The complexity of
his plots, and the sheer number of characters who
do something significant in those plots, is perhaps
the principal reason why there have not been more.
When we consider the operas Dickens has inspired,
the fact that immediately stands out is that it is the
two Christmas books, The Cricket on the Hearth
and A Christmas Carol, which have proved by far
the most attractive for operatic adaptation. There
have been at least five operatic versions of The
Cricket, and at least seven of the Carol (the Carol
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has aso inspired other musical theatre works which can be described more fairly as musicals). But the
two stories have appealed at very different times. All the Cricket operas were composed between 1873
and 1908, while the first Carol operas were not composed until the 1960s (though there had been a
musical version in the 1950s).

The Cricket on the Hearth was the first of Dickens's works to be made into an opera: indeed it is
remarkable that all the Cricket operas were composed before any other Dickens work was given oper-
atic treatment. The reasons for its great appeal around 1900 seem to have been the simplicity of the
plot, with its limited number of locations, and the fairly even distribution of roles (three older men, one
younger man, three younger women). No other Dickens novel combined these advantages except the
unpopular Battle of Life.

The first Cricket opera—indeed the first Dickens opera—was written and composed by Giuseppe
Gallignani (1851-1923), and entitled (in a literal trandlation), Il Grillo del Focolare. It was performed
at Genoa in 1873. Gallignani called Il Grillo an ‘operetta,’ or ‘little opera’ (apparently in defiance of
French appropriations of the label), and skillfully reduced Dickens's story to a work of no more than
an hour’s duration, with just three singing parts—John, Dot, and Tackleton—and a silent role for
Edward. Two locations are employed: the Peerybingles house, and Tackleton’'s house. In my judgment,
Gallignani’s adaptation of The Cricket captures the spirit of Dickens's novel better than al the later
operatic versions. He recognized that the story is really about John and Dot, and that the Tackleton-
Edward-May plot is simply a structural device to give shape, and a mechanism to reveal the depth of
love in the Peerybingle marriage. Unfortunately this first Dickens opera seems to have been unsuc-
cessful, perhaps because it was so different from the Verdian type of ‘grand opera then in fashion with
Italian audiences.

Gallignani’s Cricket was followed by an English version, written by Francis C. Burnand, and
intended to be set by Edward Solomon, but abandoned when the latter died (in 1895). Thisin turn was
followed by Karl Goldmark’s Das Heimchen am Herd (1896), the first really successful Dickens opera,
widely performed in the German-speaking countries, and later produced in English in London and New
York. Then came the first completed English version, with libretto by Julian Sturgis, and music by
Alexander Mackenzie. Thiswas published in 1901, but not performed until 1914; it was not a success.

The final Cricket opera was composed by Riccardo Zandonai (1883-1944), who on the strength
of this work— again entitled 11 Grillo del Focolare—was promoted for some time as Puccini’s natural
successor. With a libretto by Cesare Hanau, this was mostly composed in 1906, and first performed
in 1908 (hence this year marks its centenary), enjoying considerable success both in Italy and abroad:
it remains today the most successful Italian opera ever written on a Dickens story. It was an unusual
choice of subject at a time when Italian opera was dominated by the verismo style, and stories of
doomed and tragic love were all therage. But in an interview given in 1908, Zandonai said he had been
attracted to the story because ‘ of its great sentimental force, its great variety.” He also praised Dickens's
characterization, and his skill in ‘representing the simple life.’

Despite Zandonai’s reference to the story’s ‘great sentimental force,’ it is his opera's steady avoid-
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ance of easy sentimentality that most impresses. It is very much a twentieth-century Dickens opera, and
for this reason, perhaps, has continued to be produced from time to time, while all the other Cricket
operas have been forgotten. The story is stripped of those elements of Dickensian jollity and fairy
that had been a prime attraction for Goldmark and Mackenzie. A new tone is established immediately
as Dot sings a sad song about children lost at sea. The economic adversity experienced by both the
Plummers and Peerybingles is emphasized, and even Edward, when he turns up, talks of ‘Six long
years / Of cruel struggle, every day, every hour.” The picnic feast at the Plummers' is a nervy, edgy
affair, with Tackleton making dark insinuations, and Dot determined to hint to May that she is mad to
marry him. The comic element in Tackleton's character is suppressed, and there is no wondrous conver-
sion at the end: his final words are: ‘ Christmas time is sad / For the defeated and lonely ones.” While
Dickens had essentially suggested that domestic bliss is the normal condition of man, the opera makes
the harsher, but no doubt truer, point that domestic blissis hard to come by, and all too easy to lose.

(David Chandler)
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Harthouse' s High

Jan B. GORDON

Now, this gentleman had a younger brother of still better appearance than
himself who had tried life as a Coronet of Dragoons and found it a bore, and
had afterwards tried it in the train of an English minister abroad and found it
a bore, and then strolled to Jerusalem and got bored there; and then had gone
yachting about the world, and got bored everywhere.

(HT, 11, ii, 158; italics added)

For James Harthouse, life among the “hard Fact fellows” (HT I, ii, 158), a
euphuism for the kind of Bentham-inspired statistical analysis embraced alike by
Gradgrind and Coketown manufacturers and bankers, is but one more “adventure” in an
unsettled, “soft” life lived amidst the affluent, leisured homeless. Of course, there are
the rich “strollers” and those from less affluent circumstances, the itinerant performers
and barkers of Sleary’s Circus, of no fixed address. What distinguishes Harthouse from
other itinerant characters in Dickens' Hard Times, however, is that his wandering has a
vaguely colonial trajectory: he has been to the “near East,” as a bureaucrat in service,
and, as we shall discover, brings back part of the Orient that defines (simultaneously)
his attitudes and practices. The fact that Harthouse, when first introduced to the reader,
is defined by his boredom, a calculated form of resistance to everyday life, should not
be lost on us. That this resistance is narrated as another kind of disappearance—for
Harthouse vanishes after his exposure as Louisa Gradgrind's seducer—should alert
us to the relationship between an erased oriental influence and the whole question of
Orientalism, asinitially raised by the late Edward Said.

Said would have us believe that “Orientalism” is a set of calculated practices
embedded in colonizing narratives that re-write the history of the orient in such away as

to privilege rationality, law, and a specifically western logic of subjection:

My contention is that Orientalism is fundamentally a political doctrine willed
over the Orient because the Orient was weaker than the West, which elided
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the Orient’s difference with its weakness [. . .] . As a cultural apparatus,
Orientalism is aggression, activity, judgment, will-to-truth, and knowledge.

Somewhat later in his career, Said would argue that one of the supplementary
consequences of imperialism is a radical hybridity of culture wherein colonial and
colonized histories and geographies are so intertwined as to occlude any appeal to
cultural, national, or social exclusivity. This strategic hybridity would make the Other,
to borrow from a crucia passage in Lord Jim, “one of us,” and hence always-already
“an absorbed other,” who only needed to be (presumably rationally) awakened to his
originally composite status.”

And yet, despite Louisa Gradgrind's assertion that Harthouse is “a singular
politician” (HT I, ii, 163), his singularity resides in the ease with which he agrees with
any opinion on offer, thereby escaping the violent rejection that afflicts recalcitrant
or slow-learning students at Gradgrind’s Academy, singular labor union leaders who
maintain threatened ideologies like Stephen Blackpool, or aging acrobats who miss
their “tips,” thereby necessitating replacement by younger bodies.

Harthouse's singularity consists, paradoxically, of a plural nature, the ability of the
chameleon or parasite to disguise subversion by miming the values of a host so that his
accommodating views seem indistinguishable from those of the dominant ideology. He
is aman of as if, advancing the imaginative life, so threatened in Hard Times, albeit
under cover. This duality is acknowledged in Hard Times by the narrator who observes
Harthouse in terms of his uniqueness: “there never was before seen on earth such a
wonderful hybrid race as was thus produced” (HT 11, ii, 158; italics added). In a novel
that celebrates those who have “become free from any alloy” (HT I, iv, 62) of sensibility
in their single-minded constitution, Harthouse's calculated resistance to any singular
ideology is made into a hybrid ideology narrated in terms of curious transparency that
finds no place in the binary oppositions that Dickens and Said would seem to deploy.
Harthouse has not been reduced to a cipher or statistic, as have workers and children in
Coketown. Nor does he reduce the Other to statistical “mapping,” as did—at least for
Said who gives him a very rough time in Orientalism—the early Egyptologist, Edward
William Lane whose An Account of the Manners and Customs of the Modern Egyptians
was published for the Society for the Diffusion of Useful Knowledge in 1830, arousing
an interest in the Middle East.

Harthouse appears initially as a potential electoral canvasser, “mapping” electoral
strategy for an M. P, entirely synchronous with the increased interest in statistical
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analysis as both an instrument of policy and a tactical electoral strategy, necessary
to breaking down an aggregate into its compositas.3 Of course, he is aso ambitious,
setting his sites on arole as a future Parliamentary Secretary to Gradgrind, but with the
need to disguise that ambition beneath a compliant, easy-going, even drifting manner,
that seems calculated rather than the consequence of any colonia suppression of his
will. He is among those whom Ross Chambers might identify as a loiterer, strategically
errant so as to avoid being in error.* If the colonizing narratives of the West would
either erase the Orient or reduce it to some hybrid status so as to erase its independent
singularity, then this curious figure at the heart of Hard Times, Harthouse, insofar as he
is areturning British gentleman with experience in the Foreign Service, would seem to
be the revenge of Said’s Orientalism. He is a hybrid who appears to “take it out” on his
own indigenous British values of sincerity. One must ask if thisis an example of what
the CIA terms “blowback:” the agents of subversion return to haunt their sponsors,
much as the Taliban, agents in resisting the Soviet Union’s occupation of Afghanistan,
return as more than ghostly presences after 9/11. And to be sure, Harthouse is a ghostly
presence in a novel where measurement and precision is privileged.

To be sure, Hard Times lends itself to the kind of structural readings that privilege
the binary oppositions that have long dominated critical views of Dickens' achievement.
Schools provide the spaces where students pass or fail, and industrial cities like
Coketown do seem internally divided between the master/owners of industry and the
slaves that they employ. In other words, structural opposition, at least initially, appears
to be one of the products reproduced both by and in Hard Times. In a kind of homage
to the penchant for organization and “hard facts,” then it might be useful to look at
one binary opposition that appears to generate meaning: the respective “hard” values
of Coketown and the “softness’ of Sleary’s Circus, which at least at the outset, would
seem to represent the diversion of spontaneous “play” for children subjected to extreme
discipline:

SCHEDULE A: ANTAGONISTIC PRACTICES

Coketown Manufacturing Sleary’s Circus

1. urban 1.suburban

2. hard/dictatorial 2. soft/consensual

3. facts 3. fancy

4. productive work 4. play/entertainment
5. competitive use of time 5 wasting time/idle
6. fixed facilities 6 itinerant performers
7. repetitive acts 7 spontaneity

8 boundless energy 8 recurrent fatigue
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9 importance of historical name/reputation 9 assumed (stage) names

At least superficialy, the organization of the novel according to the values of its
apparently antagonistic axes of sociality seems to yield critical rewards, insofar as it
provides information that defines the attitudes of characters and their relationship to
each other in an apparently polemical novel. Yet the reader of Hard Times should be
particularly wary of any “system” that might reduce a complex set of values to easily,
too easily | shall argue, defined, “hard” oppositions. For those apparent oppositions
generate the very oppression that Hard Times would appear to critique. And my
argument will imagine Harthouse as the “orientalized” agent (in some double sense)
of these antagonisms, enabled by that “orientalization,” that subverts Said’'s popular
Orientalism.

These binary oppositions that seem to simultaneously engender and represent
alternate values in the putative dialectics of Hard Times is matched by another,
complimentary “set” that is not binary at al, but participates in the possibility of a
shared identity between Coketown and Sleary’s Circus, an identity that would give the
lie to the denigration of Sissy Jupe’'s company by Gradgrind and Bounderby:

SCHEDULE B: SHARED PRACTICES

Coketown Manufacturing Sleary’s Circus

1. vaulted ceilings (schoolroom and bank) 1. vaulted ceilings (tent)

2. energy measured in horse power 2. acrobatics assisted by horses

3. machine oil smell of Coketown 3.“Nineoils’ as body lineament
4. “breaks’ children who misidentify “horse” 4. breaks horses for child acrobats
5. industrial pollution obscures identity 5. cosmetics obscures identity

6. abandoned children (to education) 6.abandoned child (to education)
7. hidden past crime (Bounderby) 7. hides present crime (Tom)

8 homeless (multiple homes of the rich) 8.homeless (a portabl e tent only)
9. ad hoc family of economic interests 9.ad hoc family of performers

10 return of Bounderby’s disowned mother 10 return of orphaned Merrylegs

* k *

In other words, the closer we read, the more the values and dynamics of
Gradgrind’s Academy and those of his financial cohort, Bounderby, and even the
spaces in which they are conducted seem to resemble rather than oppose those of
Sleary’s Circus. Both Coketown and its recreational counterpart consume a lot of ail,
be it industrial machinery, or the bodies of aging performers like Sissy Jupe's father
with his consumption of Nine Oils (a brand name) to lubricate his aching joints. If the

river flowing through Coketown is dyed a metallic hue as a consequence of industrial
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pollution, so the performers in the circus exhibit artificially made-up and painted
torsos that render them as grotesques, as equally alienated from an individuated “ self,”
as are Coketown laborers and young students. If the blast furnaces of Coketown
manufacturers give the town the appearance of the “unnatural red and black like the
painted face of a savage (HT, I, v, 65), so the performers beneath Sleary’s large tent are
bedecked in the costumes of a similar fairyland, “made up with curls, wreath, wings,
white bismuth, and carmine” (HT, I, vi, 72). What my two schedules suggest is that
the two putatively antagonistic environments read structurally—the hard discipline of
education and the so-called “play” of the carnivalesgque—are really not as dissimilar as
they originally appear. In Schedule B, the emergent similarities that are repressed in the
oppositional structural/ideological paradigms of so much formative criticism dedicated
to Hard Times are graphically displayed in such away as to reveal akind of opposition
to the oppositions posited in Schedule A, the “model schedule” as it were of generations
of critics of the novel as attached to ideology as are Gradgrind and Bounderby.”

Some profound questions should arise insofar as one “model” seems not
only contradictory to the other, but somehow existing within its stated structural
composition. The “deadly statistical clock” (HT I, xv, 133) which measures socialy and
educationally productive time may be a different representation of time than the “missed
tips’ (HT I, vi, 73), the split-second timing of the leaping or balancing acrobat, but the
machinery of industry and body are wearing down in tandem, with age and repetition.
This incipient fatigue and weariness from overwork that affects acrobats as well as
Stephen Blackpool and bored students is of course a philosophical value, no where
better illustrated than in the response of Louisa Gradgrind to her father’s suggestion that
she marry the petitioning Bounderby: “what does it matter” (HT |, xv, 131)? Deprived of
all fancy, hope, or personal will, Louisa accedes with a kind of calculated indifference,
much as does the current, overly fashionable response from adolescents in western
countries to imposing requests. “whatever.”

Surely, thisis a kind of metaphysical indifference which, like boredom considered
metaphysically as Heidegger in fact did, articulates either the impossibility of a choice
or the inability to make one's choices matter.® Harthouse in his chronic boredom would
seem, at least initially, to have no defined place in a novel whose characters seem to be
driven by someone else's program. His resistance to all that is programmatic isinitially
narrated in generic terms. The reader has no sooner encountered him than he is told
that Harthouse belonged to a “wonderful hybrid race” (HT I1, ii, 158), a description that
opens an incredible range of possibilities in an environment that is over-saturated with
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classifications, where even the

little Gradgrinds had cabinets in various departments of science too, they had
a little conchological cabinet, and a little metallurgical cabinet, and a little
mineralogical cabinet, and the specimens were all arranged and |abeled.

(HT 1, iii, 55; italics added)

In anovel in which Mrs. Gradgrind in her last words urges her children to “go and be
something ological directly” (HT I, iv, 61; italics added), the logos is obviously highly
privileged. One learns by being obedient to codes and classifications.

But Harthouse, engaged to perform statistic analysis and canvassing among the
group of liberals who have fallen under the sway of utilitarianism, sees this not as a
profession, but as one more role in a life dedicated to performance. Having wandered
about the world in a variety of positions, each of which has eventually bored him,
James Harthouse—given his travels as yachtsman, military attaché, occasional
diplomat to the Middle East, and now a Parliamentary Secretary in situ—is in some
sense ontologically errant. And it is precisely this homelessness that paradoxically
immunizes him against easy rejection. He is a prototype of that British amateur, a
creature of Empire, ready to brush up on the Blue Books for whatever is “going” at the
time. And boredom being one of the postures that condescension assumes when it is
threatened by insurrection or indifference, Harthouse has been well-served by itinerant
experience, a kind of genuine “otherworldliness’ that is one of his gifts to Coketown.
Ostensibly dedicated to life “among the hard Fact fellows’ (HT I1, ii, 158), Harthouse
pretends to share the statistical interests of the new M.P. for Coketown for whom he
will serve as Parliamentary Secretary while all the time perverting his real role to that
of a mere factotum. When invited to define (and hence to classify) his real ideological
convictions, Harthouse is compliant with (Louisa’s) “whatever” is on offer: “I assure
you that | am entirely and completely of your way of thinking [. . .] on conviction” (HT
I, ii, 159). Although he has already found hiswork “all to be very worthless’ (HT I, ii.
162), Harthouse nonetheless feigns ideological conviction, by becoming a provisional
believer, aman of “asif:”

‘| am quite as much attached to it, asif | believed it. | am quite ready to go in
for it, to the same extent asif | believed it. And what more could | possibly do,
if | did believe it?

(HT 11, ii, 163)

To be sure, James Harthouse is precisely what Louisa Gradgrind ironically terms
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him, “a singular politician” (HT 11, ii, 163), but his singularity resides in the ease with
which he agrees with any opinion on offer, thereby escaping the rejection that afflicts
recalcitrant or slow-learning students, singular labor union members who disagree with
both labor and management, or aging acrobats from Sleary’s Circus whose missed
timing leads to a premature retirement. His singularity consists, then, precisely in his
dual nature, the skill of the chameleon or parasite to disguise subversion by miming the
values and activities of host so that his views can never be distinguished from those of
the fashionable (because apparently dominant) ideology. Like clowns and acrobats in
the circus, he is a man of as if, thereby advancing the imaginative life that otherwise
would have no chance of survival in Coketown, dedicated as it is to obedience to a
congtitutive logic that is dependent upon essences that can be measured, weighed, and
observed.

As a figure of ideological hybridity in a novel that celebrates those who have
“become free from any alloy” (HT I, iv, 62), Harthouse offers resistance to the
utilitarian method which is essentially rhetorical, canonical (insofar as it regards
knowledge as dependent upon classification), and theoretical, at least as practiced
by educational institutions and the leadership of the United Aggregate Tribunal, the
regional labor union. In practice, at least in Hard Times, the utilitarians and “hard fact
folk” are disjunctive insofar as they would banish all who do not comply or adhere.
But what defines Gradgrind’s newly engaged future Parliamentary Secretary is a kind
of social capital that must be “kept up” or maintained and cultivated by exercising the
various correlations generated by the novel’s polarities (my Schedules A and B) as
simultaneously opposed and complimentary, Like so many parasites with a derivative
existence, he must concentrate upon functionality rather than finaliry. More conjunctive
than competitive, Harthouse is figuratively everywhere (just as he is ideologically all
over the place), perfecting the adaptive life.

His polymorphous identity clearly extends to Harthouse's libido which appears
equally hybrid. Though he will come near to seducing the unhappy Louisa Gradgrind,
he is also attracted to her brother, Tom, and this attraction is narrated in potentially
sexua terms: “he showed an unusual liking for him” (HT 11, ii, 164). A precursor of the
attorney Jaggers of Great Expectations with his more than casual interest in one of the
“boys’ who periodically gather for dinner at the guardian’'s house (large parts of which
arelocked away along with his other secrets), Harthouse quickly embracesthe “whelp’s’
vulnerability to “groveling sensualities” (HT I, iii, 163). He introduces Tom Gradgrind
to his own exotic tastes when they spend a curious night together in Hard Times:
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What with a cooling drink adapted to the weather, but not so weak as cooal;
and with ararer tobacco than was to be seen in these parts, Tom was soon in
ahighly free and easy state at the end of the sofa, and more than ever disposed
to admire his new friend at the other end.

(HT 11, iii, 165; italics added)

The couple establishes a curious “intimacy” (HT 11, iii, 165), intimated, but not
precisely elaborated in Dickens' narrative. This includes reciprocal winks with Tom
Gradgrind's “shut-up eye,” as unmanageable under the influence of what is surely a
narcotic tobacco offered him by Harthouse as is the perpetually roving and unfocussed
eye of the verbally slurring and smearing Sleary. The ensuing “giddy drowsiness’ (HT
I, iii, 169) produces an opium-induced dream before the young “whelp” is awakened
by a swift kick and sent home by his seducer. The text fades out so that the episode is
indistinguishable from the induced dream, until Tom Gradgrind awakens with the words
“very good tobacco. But it'stoo mild” (HT II, iii, 169), presumably now an addict as he
isto gambling. Harthouse has an uncanny ability to recognize the addictive personality.
Their shared exotic oriental indulgence induces an uncharacteristic indifference in his
guest, a careless disregard which Dickens describes as “lounging somewhere in the
air" (HT I, iii, 169) that might be a metaphor for Harthouse's career in fact. In other
words, Tom behaves as if he were set free to passively respond to his host’s request for
information—a host for whom as if constitutes an ethical value. And yet no critic to my
knowledge has addressed the curiously addictive power that James Harthouse exerts
over both sexes as well, obviously, as the father who initially engages him as a future
Parliamentary Secretary.

Both the philosophy and the addictive substance are among the gifts that Harthouse
has brought back from a tour of duty in Egypt. And given what we know of opium as
an agent by which the British colonizers extracted concessions from China during the
nineteenth century, Harthouse's particular deployment of “blowback”—you seduce
your own in the same way that you addicted an Other—is a marvelous instance of
the incipient reflexivity of the colonizing imperative, a reflexivity that escapes Said’s
Orientalism. He returns to the United Kingdom as a political operative, a semi-
involuntary vocation, but in the process inverts the colonial impulse (order, utility,
management, the classification of knowledge, an educational bureaucracy) with the
aid of a stereotypica imported stimulant designed initially for export sales. Harthouse
is the carrier of an oriental sensibility that is apparently just as seductive as was the
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colonia impulse and his “hybrid” desires seem of a type with the kind of ontological
hyphenation that Roland Barthes has addressed in a slightly different context in his
collection, Incidents, wherein homosexuality and colonialism are effectively elided.’

To be sure, the culture had been prepared for this kind of cultural reflexivity by
the fashionable interest in Egyptology, abetted by men like Richard Dodd whose ail
portrait, Sr Thomas Phillips Reclining in Eastern Costume (1842-43), features an
opium pipe held by a lounging British oligarch as part of the costume. Somewhat later,
Christopher Dresser, the first full-fledged British designer to visit the Orient and fall
under the sway of Japanese yakimono, designed a commercially successful terracotta
flask for Wedgwood that clearly shows the influence of red Egyptian pottery that he had
collected.® As both Egypt and Palestine were under nominal Turkish control at the time,
there is often a mid-nineteenth century conflation of the Ottoman with the interest in
Egyptology that was to later attract the attention of George Eliot whose memorable the
Rosetta Stone of Middlemach served as a metaphor for that novel’s many attempts to
re-petition Origins.

Imperialism and the alleged erasure of some allegedly “real” Middle East beneath a
welter of obscuring statistics, colonial mapping, and the hyphenated “ Anglo- (colony to
be supplied)” that neutralize the Orient is at the heart of Said’'s narrative of occidental
hegemony, in such a way that literature is made complicit in colonialism. But there is
another side: the return of the wandering native in a subversive role that opens gaps in
texts that appear as “master” texts of Said’s Orientalism. The critique of the extreme
privileging of utilitarian philosophy that accompanied the Industrial Revolution with its
demands for educational, sexual, and productive “management” in terms of inputs and
outputs has been dominant in the critical judgments of Dickens' novel over the years.
And yet these critiques are far less sophisticated and subtle than those deployed by
Harthouse.

James Harthouse is crucial to the deconstruction of a number of the novel’s binary
structural “sets,” but because he vanishes following his “outing” as a seducer with the
same suddenness with which he initially arrived on the Coketown political scene, he
appears as a kind of vanishing mediator. He disappears within Dickens' text, much as
does his manipulated partner, Tom Gradrind, within the clouds of an opium-induced
dream, so that presence and absence are elided:

He had another odd dream of being taken by a waiter through a mist, which,
after giving him some trouble and difficulty, resolved itself into the main
street in which he stood alone. He then walked home pretty easily, though not
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yet free from an impression of the influence of his new friend —as if he were
lounging in the air, in the same negligent attitude, regarding him with the same
look.

(HT 11, iii, 169)

For Tom, as for most readers one suspects, Harthouse lingers as a mere residual
“impression” in a novel filled with penetrating industrial sounds and bizarre
sights, the commanding voice of a schoolmaster hammering facts into the heads of
recalcitrant learners, and the loudly repetitive pride of Bounderby. The would-be future
Parliamentary Secretary is a figure of the mists and fog which, in Dickens’ work, often
spawn those who loom larger than life even as they seem so passively pre-occupied.

The combination of “loading time” by affecting a disinterested boredom; lounging
about in adightly disheveled (but never unfashionable) wardrobe without any obvious
purpose; and remaining impassive to the passage of time—"“what will be, will be’
(HT 11, viii, 207)—suggests that the humble Harthouse works without ever really
working, a kind of self-induced, wakefulness, not unlike that of the Orlick of Great
Expectations who sleeps standing upright, yet throws himself at Biddy. In a novel
dedicated to calculations, Harthouse “troubled himself with no calculations” (HT II,
viii, 208) seemingly surviving by a remarkable indifference, “a tolerable management
of the assumed honesty within dishonesty” (HT II, vii, 194; italics added), not unlike
my Schedule B which seems to exist within Schedule A in my antagonistic/competing
models of values in Hard Times. A bureaucrat in situ, always considering himself to
be “on a public kind of business” (HT Il1, ii, 255; italics added), Harthouse belongs
to a culture of management, that Walter Benjamin has characterized as the life of the
“perpetual assistant,” with its ominous overtones implicit in the use to which Kafka
was later to put the type.9 He is committed to a balanced self-maintenance in anovel of
radical learning and quite radical performances, a curiously disruptive “there-ness.”

In some sense, Harthouse is an earlier version of the Inspector Bucket of Bleak
House who combines the roles of surveillance with the ostensible duties of a civil
servant, thus presumably ideologically neutral. Value is shifting from what can be
accumulated (as assets or historical tradition), classified and worked, to the perceptive
“reading” and timely response to information that has been repressed. Harthouse's
sexual and ideological ambiguity—"so devoted and so distracted” (HT II, xi, 235)—
is repeated of course in Bucket's uncanny ability as a ventriloquist. Bucket, it will be
recalled, can mime both Hortense's French accent and thus “do the police in different
voices,” as Jo the Crossing Sweeper reminds his listeners.
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Nicos Poulantzas has argued in a series of brilliant essays on the growth of the
bureaucracy that dominant ideologies (represented by oligarchs and in the nineteenth-
century, a burgeoning middle class of second and subsequent sons in government
service) often adopt a class-neutral stance (politically) or a scientific veneer beneath
which to carry out its work in the interests of projecting afalsely disinterested objective
that is patently dishonest.” The mimed objectivity is precisely what secures for the
bureaucracy its crucial deniability, the deniability of the powerfully functional. The
bureaucracy was aready becoming a kind of invisible force by the mid-1840's in the
wake of so many newly constituted Parliamentary Commissions as well as the needs
of Empire. And the power of thisinvisibility is that it is contagious, inducing a similar
invisibility or transparency in those whom the bureaucracy touches, as we realize from
the disappearing proceeds of Jarndyce and Jarndyce in Bleak House. Convinced of
“everything being hollow and worthless” (HT 11, vii, 195), Harthouse confesses that “he
is ready to sell myself at any time for any reasonable sum” (HT Il, vii, 198). Scorning
theworld, hisonly joy is obtained in perfecting the renunciation of it.

This is to be sure a potentially subversive passivity, not the quietism that for
Said, was the abject response of oriental natives to western colonialism and narrative
occupation. Dickens uses a marvelous metaphor that encompasses the absence of
any stabilizing ideology and the danger to those confined thereby when he compares
Harthouse with “the drifting icebergs setting with any currents anywhere” (HT II,
viii, 207). His proclivity to be “idly gay on indifferent subjects’ (HT I1, ix, 221; italics
added), even when under considerable duress, implies a dedication to indifference
which | would argue, is both sexual and intellectual. In one sense of course, Harthouse
is the presence of the transparent literary critic who, once exposed, moves on, the
ultimate vanishing mediator, with his “rare tobacco,” a metaphoric agent of exposure
enabling a consistent reading of character. The desire to be, at least for a while (before
his own exposure), a “public man” is not so unusual when we consider the career of
Harold Transome of George Eliot’'s Felix Holt, the Radical, who returns not from
Egypt, but from a stint in Turkey where he had saved the life of an Armenian. Like
Harthouse, Transome’s experiences and personal relationships have been so diffuse
as to obscure the possibility of any defining ideology. In Hard Times, with Harthouse,
are we looking at he leisurely (critical?) reader of extant forms of sociality potentially
emerging as the critical public intellectual at leisure, but exposed as an interested
predator before becoming a genuine threat to the culture? He is “outed,” as it were,
from his dispassionate posture, exposed as being “in a more ridiculous position” (HT
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I, iii, 256; italics added) even though, given the drifter that he is, such is part of his
ontology as a consequence of an heretofore unacknowledged desire.

Both Transome and Harthouse whose return and subversion of their respective
houses exposes the hidden secret of an unacknowledged historical relationship, share an
educational exposure to the Orient, fashionable among ne' er-do-well sons of the landed
at mid-century. And they return to Great Britain with a restless absence of commitment
to any family order or historical propriety that they subvert by a sequence of enquires
and belated discoveries under the cover of apparent, but only apparent, political
ambition. Though their attitudes, absence of ideology, and personal habits have been
“orientalized” as a consequence of exposure to the Orient, appearing to the British as a
kind of negation of rational values, this negation would be entirely different from that
which Edward Said’s model of colonizing narratives of the Orient advances.

For this is a strategic, potentially hegemonic negation rather than the negation/
repression of the Orient-as-other at the hands of British colonialism that in Said’s
model, projected its own fantasies upon the Middle East. This is the real subject of
the 2008 exhibition at the Tate Britain, “The Lure of the East” which catalogues the
sanitized Orient in such a way as to appear always-already British. Harthouse rather
appears as very British, yet dwelling among the things that are, but can never be known,
classified, measured, or timed. His aphorism is appropriately, perhaps, a Heidegger-like
“what will be, will be” (HT I, viii, 207).

Although not specifically addressing the Middle East, any more than Said addresses
the Far East even though purporting to address Orientalism,™ Francois Jullien in his
lovely book, Vital Nourishment: Departing From Happiness, an analysis of the thought
of the fourth century B. C. E. Chinese sage, Zhuanghi (one of whose admirers was
Oscar Wilde), advances the notion that Oriental classical philosophy emphasizes the
maintenance of a capacity for life (even after life) rather than dividing the world into
oppositional categories like transcendence/worldliness; good/evil; active/passive.12
To hold onto an ideology for Zhuanghi is to be unable to let it go. And thus began the
privileging in Oriental philosophy of a life dedicated not to acting or intervening, but
rather to help or assist that which comes naturally, by exposing what is aready there.
One subsidizes harmony and balance in external and internal relationships, necessary
to nourishing existence in the present. Hence for Jullien, there is an emphasis in
Oriental intellectual and medical thought of balancing influences and inputs and
the development of physical and spiritual capacities rather than upon analytical
interventions. No ideology can ever reflect “life” in the sense of true life which is
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represented as a constant flow in which one tries, maybe like the goldfish in a bowl in
Chinese classical art or the reclining pasha with his opium pipe (filtered through water
of course). One survives by a delicate bonding that is continually adjusting itself to
demands of an always foreign medium in which one finds oneself. This is an existence
that emphasizes subtlety over analysis. But it is an existence in which one identifies
with his enemies, knowing that they need each other. Of course this also would be an
appropriate metaphor for a parasitical relationship or for the literary critic and the text
which have an equally mutually dependent relationship. Ideological criticism seldom
recognizes this dependency.

Is it possible that in fact Harthouse is metaphorically the presence of the critic in
Dickens' text who, when exposed by other critics like Sissy Jupe and Mrs. Sparsit,
simply moves on, along with the “rare tobacco” that induced the exposure of the
novel’s secrets? Are we looking at the leisurely critical reader of sociality and ideology
potentially emerging as a kind of public (insofar as he is a bureaucrat of sorts)
intellectual, but exposed as a predator before he can become a threat to the culture?
These admittedly rhetorical questions may be relevant insofar as Harthouse's unaligned
indifference displaces al of the ideologies of Hard Times, answering Mrs Grandgrind's
rhetorical questions when, before her death, she wonders aloud “if there is any Ology
left, of any description that has not been worn to rags’ (HT 11, ix, 225).

Imaginable as a profound instance of alienation, Harthouse could perhaps be more
usefully considered not only as the so-called “split” that defined mystified subjects
as sites of misrecognition—what Althusser calls an imaginary relation to the real
conditions of production—but also of a distancing from the self that makes possible
criticism as amode of recognition, the recognition of a misrecognition, asit were.® The
so-called “split” that from one perspective is a metaphor of his hybrid nature would
come thereby to designate a curious relationship to any concept of difference, such that
the two sides of the relationship (my Schedule “A” and Schedule “B”) can neither be
absolutely separate nor seamlessly joined. Harthouse's recognition of the objects (Tom
and Louisa Gradgrind) as living “inauthentic lives,” constitutes the critical subject
(Harthouse) as other than the inauthentic Other (that his employ by Gradgrind might
otherwise suggest). He instead becomes something like the other’s Other. The subject
is thereby implicated in the inauthenticity of the object, expressed in Hard Times as
an interrupted claim: Harthouse's aborted love for Louisa Gradgrind, perhaps the one
instance of authentic love (alove for which he risks all, after al!) in Hard Times. And

even here, by risking all for the love of Louisa, he is identified with her brother Tom, a
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compulsive gambler whom he recognizes as such on their night on the sofawith the “rare
tobacco.”

As with contemporary advocates of digitalizing al library books, the Gradgrinds of
the world would reduce al reproducible knowledge to the nineteenth-century equivalent
of pixels. Every reproduction—childhood included—would become an aggregate, a
“data-base” to be mined. Gradgrind would imagine the medium of communication as
totally indifferent to the message: matter (the book or childhood) no longer matters.
And Harthouse with his imported truth serum inducing an oriental “high,” isits curious
embodiment, even its (surely paradoxical) active principle which abducts children,
no less than indifferent schoolmasters, with an equally seductive affection. But we
critics, similarly, have long regarded Harthouse's passivity as indifferent to the novel’s
meaning.

Harthouse's curious ontological transparency, negation, accommodation—all are
applicable—seems to partake of the absence of will of those “orientalized” victims
rendered passive or cynical by colonizers of lands just as children, at least for Dickens,
were rendered passive quietists by an educational system that would colonize young
minds in Hard Times. But this detachment, not unlike that of the literary critic resistant
to ideological criticism, and attempting to keep his distance, is often inextricable from
devotion (his genuine devotion to Louisa Gradgrind), the devotion to a system that he
recognizes even while misrecognizing himself in it.

Dickens began his last, incomplete novel, The Mystery of Edwin Drood, in a foggy
opium den filled with Malay attendants, a bit of the colonized Far East blown back to
British shores. The identity of the dreamer “high” on an oriental stimulant is obscured,
and the reader never knows who is narrating the dream with certainty. Suspended, he
may be the victim of a crime, the critic of his subjective/objective disappearance, atrue
vanishing mediator or one of two sides of an apparent, but only apparent, “split” of a
“singular” personality who misreads himself as a plurality after an induced (and hence
strategic) disappearance.

NOTES

All citations from Hard Times are from the Penguin edition, edited by David Craig
(Harmondsworth: Penguin, 1986) with the volume, followed by the chapter, and then the page
number in that order. Portions of this essay were initially delivered oraly at a meeting of the
Dickens Fellowship of Japan at Kyoto University in October of 2007. The author wishes to
thank, especially Toru Sasaki, Yasuhiko Matsumoto, and Yuji Miyamaru for their comments
and queries during what Dickens would have called the postprandial dedications of that lovely
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assembly.

1

Edward Said, Orientalism (New York: Vintage, 1978), p. 204. Said's argument imagines
orientalism asa“willed” doctrine and thiswilling isinvariably reductive of its object.

Of course Said’s later notion of “hybridity” might be regarded as either the obedience of
the colonized object (evidence of absorption by the invasive colonizer) or aternatively a

mode of defensive identification so as to avoid further aggression, The later posture would
more nearly resemble Freud’s model of introjection, the calculated identification with an
Other as amode of strategic defense. Said can only read “hybridity” as abject compliance,
a compulsory loss of identification. See Edward Said, Culture and Imperialism (London:
Chatto & Windus, 1993).

The notion of the divisible aggregate as a principle of organization of the masses that owes
something to utilitarian philosophers was also necessitated by the enlarged electoral rolls

mandated by the First Reform Bill. Mark Francis, Herbert Spencer and the Invention of
Modern Life (Ithaca: Cornell University Press, 2007) argues that the use of sociological
“modeling” as an analytical tool owes much to the attempt to reconcile morality (as a
measurable virtue) with the Bentham/Mill model of utilitarianism that regarded only
empirical knowledge as trustworthy, because verifiable. Statistical analysis thus became
part of the so-called “commonsense” school of (mostly) Scottish philosophers attempting
to mollify the conditions of the poor in the absence of what Spencer was to call the
“Unknowable.” Statistical (mechanical) judgment came to displace Divine judgment, the
result being a new discipline of sociology.

Ross Chambers, Loiterature (Lincoln: University of Nebraska Press, 1999), especialy pp.
3-83.

Among those critics who see Hard Times in terms that privilege competing ideologies
are FR. Leavis, The Great Tradition (London: Chatto & Windus, 1948), Phillip Collins,

Dickens and Education (London: Macmillan, 1963) and J. Hillis Miller, Charles Dickens:
The World of His Novels (Cambridge: Harvard University Press, 1963). Even more recent
critics of Hard Times, undoubtedly influenced by these readers who see the novel in terms
of antagonistic values, tend to overlook Harthouse whose absence of ideology isin fact an
ideology. The “vanishing mediator” vanishes from the novel’s plot as easily as he vanishes
from critical appreciation.

Martin Heidegger identifies three different kinds of boredom. The first (Gelangweiltwerden
von etwas) is what we might term situational boredom like that which occurs when a flight

is delayed and the departing passenger has too much time on his hands. As soon as the
situation changes, the boredom would come to an end. The second type (Schlangweilen
bei etwas) involves being bored with something. This is the recognition that comes
say, with the knowledge that | have wasted time spent at a party, Only the third type of
boredom (es ist einem langweilig) in which the whole being becomes indifferent and
bothersome in its lack of being enables radical transformation, because only then is the
self brought to a naked encounter with itself. | recognize that this indifference is me, and
that | am imprisoned by it. This third type of boredom reduces the world to such sameness
that | attempt to realize myself in an act of liberation, such as, | would argue, Harthouse's
assumption of risk in his pursuit of Louisa. See Martin Heidegger, Fundamental Concepts
of Metaphysics, World, Finitude, Solitude, trans. William McNeill and Nicholas Walker



82

10

11

12

13

Harthouse's High

(Bloomington: Indiana University Press, 1995), pp. 136-49.

Roland Barthes, Incidents, trans. Richard Howard (Berkeley: University of California
Press, 1992) elaborates on a kind of homosexual “cruising narrative.” This genre arises

from phenomena that propose a cluster of what might be termed potentially fraught
relationships insofar as they are loaded with the possibility of sudden suspension or
discovery, At the service of a dominant colonial power abroad, his sympathy with his
situation is reproduced in binding another to his “service,” but as a form of love or
affection rather than colonial domination. The colonizer comes to “love” the natives,
recognizing this affection as potentially subversive, metaphorically assuming the risk of
being “outed” as one who has “gone native.”

See Judy Rudoe, “Dresser and His Sources of Inspiration”, in Christopher Dresser: A
Design Revolution, ed. by Michael Whiteway (London: Victoria & Albert Press, 2004), pp.

81-114.

Walter Benjamin, “Franz Kafka”, in Selected Writings: Il (1927-34), ed. by Michael
Jennings, Howard Eiland and Gary Smith (Cambridge: Harvard University Press, 2005), p.
799.

Nicos Poulantzas, Political Power and the Social Classes (London: New Left Books,
1973), pp. 139-40. Poulantzas intriguing argument would imagine the state bureaucracy

as being a curious hybrid, both of the people in terms of its origins, yet capable of a
strategic distance from the people on those occasions when it must represent “the people”
as an aggregate or force that is unanswerable to anyone save itself. Considered in this way,
the legendary boredom of those who belong to the bureaucracy is part of an ontology; they
areinvolved but must maintain deniability in order to function as (occasionally) a betrayer
of their origins, no less than does Bounderby.

For a useful summary of various critiques of Said's work with commentary, see Daniel
Martin Varisco, Reading Orientalism: Said and the Unsaid (Sesttle and London: University

of Washington Press, 2007). Varisco reminds readers that Said’s curious “Orientalism”
applies exclusively to the Middle East; a large part of the Orient is omitted, an omission
not unlike certain strategic omissions in Said’s own biography. Varisco correctly suggests
that the conflicts set forth in Orientalism are “binarily escalated by indiscriminately
opposing linguistic bundles.”

See Francois Jullien, Vital Nourishment: Departing From Happiness (Brooklyn: Zone
Books, 2007) Jullien’s books are especially useful in describing the transformation of

certain characters in British fiction, like Conrad’'s “Tuan Jm” or the Flory of Orwell’s
Burmese Days who internalize notions of oriental “balance” and the need to “balance
power” which invariably appear as subversive to their British colonial cohorts. Hence
Harthouse's posture, practices, and values seem very anticipatory of certain motifs in
what is now termed “post-colonial literature.” A perfect metaphoric representation of
this privileging of balance by extraordinary acts of physical contortion might be found in
Mowgli of Kipling's Jungle Book, the ambidextrous mongoose who escapes colonization
by a combination of local knowledge and the ability to leap forward, backwards, up, or
down—almost, like Tom after imbibing Harthouse's high, floating in the air.

Louis Althusser, “Ideology and Ideological State Apparatuses’, Essays in |deology
(London: Verso, 1984), pp. 1-61.
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En-visioning Dickens:
TheWhy and How of Early Silent and Sound Films

Michael PRONKO

Introduction

When early filmmakers began to search for stories, they turned first to the masters of
the nineteenth century novel. Among those, Charles Dickens has become the single most
adapted novelist during the last century of film adaptations. At first, short silent films
took only the most famous scenes from his works, but gradually by the 1930s sound era,
filmmakers began to search for ways to create more complete and thorough adaptations
of his works, followed by the 1940s where directors such as David Lean adapted with
ingenuity and individuality. The intensity of filmmakers’ devotion to working out ways
of adapting his novels reveals a great deal about the overlap between film and novel
narrative. The intensity also reveals, as a sort of narrative X-ray, a great deal about
the origina novels, as well as in a broader way, the many reasons for even attempting
an adaptation. An examination of the ever-changing ways of adapting Dickens, from
the 1920s to the 30s through the 40s, reveals how the reasons for methods of adapting
fluctuated and, in a sense, evolved. Adaptation has continued to be a basic principle
of film production, with adaptations making up some two-thirds of all films, many of
which are of Victorian novels.

The 1920s silent adaptations are notable for their reliance on Victorian theatrical
conventions. The early silent films thus captured what the many stage adaptations of
Dickens would have been like. The silent films preserve the past, but also exhibit their
own approach adaptation. Their approaches shifted significantly with the advancing
technology and technique of the 1930s. With the introduction of sound, new cameras,
non-consecutive shooting of scripts and other innovations, a different conception of
adaption developed. The motivations for adapting Dickens also continued to deeply
influence the process of filmmaking and the 1930s showed that Dickens’s stories were
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relevant to a new contingent of filmgoers. By the mid-1930s, the relation of film
adaptation to the original novel also evolved with new ways of condensing the novel
events, scenes and dialogue with ever-greater facility within the then-dominant studio
system. To do al this, the 1930s turned back to the novels for inspiration, rather than
relying on the well-honed theatrical approaches of the 1920s. While modern standards
of critical judgment may not rate those studio-made films as highly as the silent
masterpieces or as the director-as-auteur films of the 1940s, the 1930s films hold special
attraction for their immense popularity, a reception that echoed that of Dickens's novels
themselves.

By the 1940s, film adaptations had shifted their approach, motivations and
techniques once again, this time towards greater facility with directing and increased
expressivity. The greater freedom that directors, in particular David Lean, exercised
allowed them to create adaptations with their own distinct vision. The 1920s
adapted with a post-Victorian dramatic view, the 1930s as Hollywood studio system
entertainment, but Lean conceived of adaptation as expressing a unique directorial
interpretation. The degree of and feeling for interpretation became a basic part of how
Lean’s films were directed and received. Ironically, perhaps, this interpretive style of
adaptation became dlightly submerged with the later BBC serialized adaptations. The
sense of dramatic presentation of the 1920s and the popularizing condensed narrative
of the 1930s thus turned into a more nuanced and critical set of commentaries and
interpretations. The director’s views became central to how the late 1940s films were
conceived and created. These new changes in filming were further shaped by the
social, economic and psychologica factors emerging in the post-war zeitgeist. Lean’s
adaptations no longer sought to dramatize the central conflicts, as in the 1920s, or
present a mimetic reproduction of the key novel events, as in the 1930s, but to create
films that utilized the novel as the basis for critical reflection and political statement.

These hundreds of film adaptations of Dickens works over the last century can be
seen as a series of ever-evolving interpretations of his novels. At the same time, the
films offer reflections of the conception of filmmaking at different historical junctures
as well as a sense of the notion of the narrative altogether. Adaptations reveal the
conceptions of larger themes, dramatic conflicts and narrative complexities that overlap
between two ostensibly different narrative forms—film and novel. Considering the
adaptations together through a contrasting approach can reveal tremendous insights into
how Dickens was understood at different times, how he was valued and what ongoing
relevance his stories, characters, scenes and images continued to have. The debt that
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film owes to the nineteenth century novel is important to note here. Despite the often-
cited divergence of word and image, both novels and films work with a combination of
words and images. The interplay between these two narrative forms can be understood
better by examining adaptations of important novels. Examining films from different
cinematic eras will also show that at one extreme, film narrative may be considered
parasitical upon novel narrative, yet at the other extreme, film narrative may be
considered an entirely autonomous creation. A more productive view, however, will
find a balanced middle between these extremes, where the interaction between film and
novel can be seen to be an intriguingly creative and deeply collaborative exchange.

Oliver Twist is one of Dickens's most widely read works and one of the most often
adapted. Oliver Twist is also an important novel because, as J. Hillis Miller argues, the
novel “presents in a pure and vivid form most of the characteristic scenes, figures and
motifs of Dickens's later novels’ (Miller 31). Miller emphasizes the importance of the
novel by arguing that Dickens's career as a novelist is, “an exploration or a gradual
bringing to the surface of the implications and inner complexities of Oliver Twist”
(Miller 31). Whether one agrees that Oliver Twist stands as a kind of ur-text or that
al of Dickens's novels form an “organic whole, a single great work” as Miller further
elaborates, the potential is immense for film to re-view, in all the metaphoric senses of
that word, Dickens's works and help excavate new views.

It is no surprise, then, that Oliver Twist has been adapted so often. Dickens
considered a play of Oliver Twist even before the novel was entirely finished (Schlicke
438). As Joss Marsh points out, “Only Dracula and Dr. Jekyll and Mr. Hyde beat out
Oliver Twist and A Christmas Carol (of which there are 30-plus versions each) for the
status of most-filmed single fiction in history” (Marsh 204). This paper will examine
the why and how of three film adaptations of Charles Dickens’s Oliver Twist (hereafter
the novel will be referred to by its entire name) by examining three different film
versions: the first directed by Frank Lloyd in 1922 (hereafter referred to as “Lloyd’s
QOT"); the second directed by William J. Cohen in 1933 (hereafter referred to as “ Cohen’s
OT"); and the third, directed by David Lean in 1948 (hereafter referred to as “Lean’s
OT”). These three films show how the motivations and purposes for adapting a novel,
the technology and techniques for making a film, and the meaningful critique the films
made about issues have evolved over the decades. Looking at these three films together
as a series of sorts can also tease out the complex and meaningful ways in which
Dickens continues to be, to borrow Paul Davis' term, avibrant “culture-text” (Davis 3).
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Three Visions One Scene

By the time film began to regularly adapt Dickens, the most famous of his scenes
had already become known to a general public as distinct, separate scenes. Not only had
characters such as Scrooge taken on alife of their own, as Paul Davis has demonstrated,
but specific scenes and situations had as well. Dickens helped this process along with
his public readings, where he selected his own favorite scenes to be read in his own
voice. For Dickens himself, the scene of Nancy’s death was his own favorite public
reading, a scene so demanding it is often blamed for the fatigue that hastened his
death (Ackroyd 1030). The scene of Oliver asking for more was certainly one of the
most famous scenes from the entire of Dickens's works and it is as apt a focus for
comparison across cinematic periods as any.

What the scene of Oliver asking for more reveals is the central importance of scenes
as narrative units that adapt from novel to film. The importance of adapting within a
paradigm of scenes, though, shifts from the 20s through the 40s, as does the way those
scenes are used to construct meaning in the story. This particular scene reveals a great
deal about the importance of the scene to Dickens's works and how they served as a
nodal point of adaptation to film, just as they had served in theatrical adaptations and
Dickens's own public readings. Closely connected to the issue of scenes as a point
of transfer is the tension between the filmic and the cinematic. The filmic refers here
to the visual aspects of a work, whether novel or film, and cinematic refers to the
interconnection of those filmic elements into a complete narrative.

One of the key differences between film and novel narratives, then, would seem
to be the construction and meaning of scenes. However, even attempting to accurately
define “scene” can quickly get entangled in structuralist minutiae, but here “scene”
can be taken to mean a complete and basic unit of a narrative that creates meaning
within the story’s larger framework. Typically, “scene” involves a continuous set of
interconnected actions in a single time and place. However, when thinking of a novel,
a play or afilm, the very concept of scene can become quickly confusing, as it is
materialy and conceptually different in each type of story. However, the scene is one
of the most complex and masterful units that Dickens employed, one that was both
highly visual and extremely dramatic. Because of the scenic construction of Dickens's
narratives, the novels were adaptable to many different forms.

Lloyd's OT in 1922 constructed its scenes almost entirely on dramatic principles, in

keeping with the concept of silent film as essentially a form of theater with the camera
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in one place focusing on the action of characters moving in front of the camera. Silent
cinemadrew on the conventions of the theater, as Kristin Thompson notes,

[T]he primitive cinema largely assumed that the spectator was equivalent to an
audience member in atheater. Mise-en-scene often imitated theatrical settings,
and actors behaved asif they were on an actual stage. The framing and staging
of scenes in constructed sets placed the spectator at a distance from the space
of the action, looking into it. Devices like crosscutting, montage sequences
and dissolves for eliding or compressing time were not in general use.
(Thomson 138)

With the absence of more complex narrative devices that were developed in the later
Hollywood classical period, silent films had to rely on the impact of specific scenes.
This seems to suggest that silent film was very nearly an illustration of the novel,
though amoving illustration.

To conceive of silent film as “simply” illustration seems to be a rather
condescending view, however, illustrations are richly complex evocations of mood,
place, character, action and conflict that Dickens considered very important, as did
Victorian novelistsin general. Indeed, it was with Oliver Twist that illustrations become
an important consideration for Dickens and his publishers. Dickens told his publisher
that hisideas for illustrating Oliver “will bring Cruickshank out” (qtd. in Schlicke 439).

The resulting illustration was the incomparable “Oliver Asking for More”
(18 January 1837). The plates of Sikes on the rooftop (‘ The Last Chance')
and of ‘Fagin in the Condemned Cell’ are among the most admired of all
Cruikshank’s works. (gtd. in Schlicke 439)

Dickens's consideration of the scenes at the time of their imagining, publishing, and
dramatizing as well as later performing in public readings reveal how very important
the scenic structure was. In short, those particular scenes already had an iconic status
of their own that silent film sought to employ. It is perhaps too easy to try to compare
the staging of the film scenes with Cruickshank’s originals, since the films drew
simultaneously on theatre for ways of staging these famous scenes. Lloyd's OT could
be said to be a film told as a series of illustrated scenes, each with its own dramatic
impact.

If Lloyd's OT was based on scenic illustrations and dramatic principles, then
Cohen’s OT sought to integrate the scenes with all the smoothness of classical
Hollywood style. Four scenes alone—Nancy’s death, asking for more, Sikes' death, and
Fagin in jail—form a fairly substantial melodrama in and of themselves, and indeed,
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these were scenes that Dickens returned to himself for his public readings again and
again. With the addition of several more scenes, Oliver’s birth, the road, London at
first, learning to pickpocket, Brownlow’s home, and Nancy confessing at the river, the
melodramatic story could be said to be nearly complete. One might think of Cohen’s
OT as a narrative X-ray of the novel, revealing the narrative structures connecting the
most essential scenes.

Oliver in the 1930s

Cohen’s OT integrated these famous scenes much more fully and completely than
the silent film, with a sense of narrative flow and interconnection that depended less
on theatrical conceptions than on epic ones. The film also drew on the great social
sympathy of the Depression, with Oliver taking on the visual metaphoric power of
the orphan waif, a common figure both in fiction and reality of the time. Cohen’s OT
still draws on the dramatic scenic patterns of stage adaptations, but adds a great deal
in terms of how those scenes interrelate and function as one continuous narrative.
The film narrative unifies itself both in terms of connecting scenes and by referencing
social issues of the 1930s. In so doing, Cohen’s OT begins to disengage from the
melodramatic mode but without losing the obvious emotional impact of scenes evoking
audience reactions while criticizing social conditions in Depression-era America. Ben
Singer details five key constitutive factors that define melodrama as a “cluster concept”
that encompasses factors more or less present in differing situations. Those features
are: pathos, overwrought emotion, moral polarization, non-classical narrative structure,
and sensationalism (Singer 44). Those terms at present serve as definitive hallmarks of
non-realist narrative; however, melodrama in 19th century narrative often served as a
conceit whose purpose was to turn attention towards real life, and the 1930s adaptations
accentuated this element. Melodramatic realism, then, might be a better description that
more completely captures what Dickens bequeathed to film.

In contrast to Lloyd's OT, Cohen’s OT is constructed from a succession of scenes
that clearly attempts to cover much more of the entire sweep of Dickens's novel. To
evaluate the reduction of the number and length of scenes should not be the central
issue here. What the Cohen’s OT left out, in particular Oliver’s work at the Sowerberry
funeral home, amounts to a set of cinematic values. The funeral home would have been
considered too gloomy, or even bad luck, by many moviegoers, many of who had only
recently taken up the habit of movie going. The tone of dark comedy, too, had not yet
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been firmly established in film, so that neither presenting the Sowerberry episode as
a serious (grave?) melodrama nor as light comedy would have been appropriate. The
ability of film to express irony was not yet as advanced as in novels, certainly as in
Dickens's novels.

What does stand out is that even with those scenes cut, the narrative flow of
Cohen’s OT proceeds at a relatively quick pace compared to the lingering, again
melodramatic, style of the 1920s. What links the scenes together, though, is the
character of Oliver presented again and again, nearly always in the same left-hand side
position. Positioned to the left, with a clear view of his face, Oliver’s position, like
those in painting from the 19th century, offers a vantage point where the character is
in, but not of, the main actions taking place. He is participating, but also observing the
action. This again reinforces the feeling of the characters as not fully realized, afeeling
that Lean manages to improve on. In Cohen’s OT, Oliver connects the scenes as visual
image and melodramatic focus, but does not cause events to happen. This position is a
partial substitute for the narrator’s point of view. Oliver’s reactions move him later into
the center, but remain closely tied to what the other characters do.

Oliver’s position within the frame of each scene also establishes a moral position,
signaling, most often, condemnation and distance. This moral tone or narratorial
commentary is what is most often considered as lost in adaptations of Dickens's works.
While critics may find this a poor substitute for a fuller narrator’s voice, these early film
techniques do help to keep the moral tone without making it overtly pedagogical. The
links between actions in consecutive scenes is also greatly increased, in this constant
positioning of the figure of Oliver in every scene. The viewer sees the action from
Oliver’s point of view, with an action in the last scene connecting to a new action in the
next through his eyes subjectively and objectively through his visual presence. Thisis
not as complex a point of view or cinematic tone as Lean creates, of course, but it isa
point of view nonetheless. Cohen’s connected scenes bring out the interior of Dickens's
story line, but ultimately cannot achieve a level of complexity to do as much as later
adaptations do. The basic scenes of the story are replicated and connected by Cohen
but become separated from the detailed description, ironic commentary and lingering
details that make up Dickens's best prose.

Lean-ing into the Novel

Lean's OT, of course, moves the filming of Dickens to another level altogether, in
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part by de-emphasizing scene as the basic building block of the film narrative. Neither
does Lean rely on the visual presence of Oliver to connect his narrative. Lean works
with a more fluid sense of narrative, in which each event and image reflects not only the
psychology of Oliver and the social situations in which he finds himself, and in which,
differently from the earlier versions, he takes action. If the 1920s narrative seems
cellular in its construction, with each scene given its own separate construction, and the
1930s narrative is linear, placing the scenes within a flow of narrative that links them
into a meaningful unity, then Lean establishes another dimension to the adaptation, one
in which the internal narrative of Oliver is at times expressed and in which the scenes
are filmed with a heightened sense of point of view, Oliver’s, of course, but the viewer’s
as well. Interestingly, Lean uses many more shots than any of the earlier directors, yet
creates a much more flowing sense of camerawork.

The crucial scene of Oliver asking for more in Lean becomes a frighteningly
subjective one in which the camera searches for his interiority even while positioning
the camera to offer Oliver’s point of view. Scene as a unit becomes less important for
Lean asissues of character, motivation, and acting take precedence. Lean, too, manages
to create repeated visual motifs whose striking character help to link different scenes
more than the comparatively simpler narrative links of the 20s and 30s. In short, Lean
adds several dimensions to his film that establish more depth, and one might say, a more
novelistic approach. That sense of a novelistic film, though, can also be considered
from the point of view of the cinematic novel, which, it can be argued, fits Dickens’s
works in very provocative ways. Rather than get lost in creating new terms, though,
these three film adaptations can be seen from a visual as well as scenic point of view, so
it is important to examine the distinction between filmic and cinematic to further tease
out the differences in these adaptations more fully.

Filmic and Cinematic

These films from three different eras differ most importantly in the ways that
they latch onto different facets of Dickens's narrative and exploit it as a central visual
texture of their films. Dickens's novels are extremely visual in terms of metaphors,
connections, and the poignant tableau that start many of the scenes and are captured in
the illustrations. The trick in making a film adaptation is to use those visual elements
not simply as a way of transferring novelistic word to cinematic and filmic image,
but as a complex consideration of larger, more abstract levels of storytelling. That is,
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Dickens tells his stories in profoundly visual ways that were readily adaptable to film
and that affected all aspects of the film production. This visual aspect of Dickens's
works operated in two distinct modes when adapted to film. Garrett Stewart argues for
a distinction between two sides of Dickens’s stories —the filmic and the cinematic:
Filmic Dickens locates the rapid layered succession of his verbal as well as
imagistic effects, whereas cinematic Dickens concerns larger, more readily
staged (and filmed) blocks of description and plotting. (Stewart 123).

The filmic relates deeply to images that bring out particular meanings in specific scenes,
while the cinematic connects to the visual aspects of narrative, montage, and mise-en-
scene that serve to unify the film by helping to interconnect the scenes. The cinematic
would, in particular, help bring the filmic aspects of different scenes into a coherent
whole.

To consider this distinction a bit more specifically, the filmic, for example, would
be the kinds of images such as the empty bowl that Oliver holds up asking for more.
That specific visual image gives poignancy and a visual focus for the scene that can
be called filmic. The cinematic, though, is the continuity of the larger visual elements
of the scenes, the tables, for example, which are repeated differently in both Fagin’s
lair and Mr. Brownlow’s sitting room, or the arms of Oliver, which become a focus
during the pickpocket scenes and are contrasted with Mr. Bumble's oversized, well-
fed arms. The cinematic can be considered similar to a visual motif though it serves
deeper and more cohering narrative purposes. The filmic is the aspect of the visual that
creates metaphoric meanings in particular scenes, while the cinematic is very nearly a
metonymic web of interrelated meanings. What Dickens’s novels offered to filmmakers
of different eras was a great deal of both filmic and cinematic material, however, the
filmmakers took up one or another of these elements at different times and in different
ways.

Through the silent era to the end of the 1920s, Dickens had been adapted to silent
film mainly in terms of the filmic. Early silent shorts were created based on particular
filmic images, Marley’s ghost, Nickleby thrashing Squeers, or Nell’s face. These short
one-reel films were created from the novel’s words that held particular visual richness.
When viewing silent film adaptations of Dickens’s works, one gets the sense at times
of a peculiarly silent current of images that runs through all of the novels that must
have greatly impressed readers at the time, and, it should be noted, listeners at the
times, since Victorian novels were often read out loud to groups of listeners. The longer
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silent films based in large part on stage productions also relied on the filmic elements
taken from the novel descriptions and distinctly visual images. The early silent short
films aimed at turning the ghost of Marley into a frighteningly “real” visual rendering,
while the longer silent films extended the number of scenes without significantly
changing this filmic approach. The transformation of word-based visual images into
filmic images on screen was not necessarily a simple or easy process, especially
considering the technical limitations of film equipment and the level of costume, stage
and prop production at the time. The important point here for Dickens's scholarsis how
incredibly complex the original novels’ visual images were and how they adapt to film
in many different ways.

Lloyd's OT takes an almost leisurely pace in its individual scenes, without trying
to cover too much of the novel’s events. That leisurely pace focuses on specific visual
metaphors, the road, Fagin’s lair, the first sight of London, and so on. That is, the story
is told through these visual images as if a series of one-reel shorts was assembled
together. The connections between one scene and the next are not smoothly integrated
so much as simply set side by side. Most of these silent films, and surely Lloyd’s OT
as well, were typically shot in order of the script, often working from rough sketches
with less involved planning than later films started to use. Once a scene was finished,
one proceeded to the next. That in-order shooting affected the focus of each scene, with
lingering shots of Oliver’s face holding up the bowl, for example, that did the work
of what would become multiple shots in the work of Lean, for example. That is not to
evaluate the film as unsuccessful, but simply to identify the strategy for working with
visual images that silent film employs. The construction of scenes was more time-
consuming, too, so that each scene became almost a mini-film in itself, with a distinct
visual climax in one particular image almost demanded for each scene. The influence of
stage productions is also evident in Lloyd's OT as one gets the sense almost of the end
of an act after each visual image is presented, rather than a fluent movement towards
the next scene as the 1930s films developed. Lloyd’s OT, then, drew on the filmic layer
of Dickens's novel most completely.

1930s Cinematic Adaptations

This changed with the introduction of sound and other technical advances in
the 1930s, however. Audiences in the 1930s, too, had become more sophisticated in
their film ‘reading’ and understandably wanted a different experience than just the
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“magical” filmic manipulation of images: They wanted a complete and engaging story.
In the 1930s, films were the main attraction, rather than one entertainment among
other performances as they often were in 1920s entertainment halls. Movie theaters
specializing in movies and movies only became the norm by the early 1930s and
moviegoers went there to see films rather than be entertained by new technology. That
reception by the audiences created a demand for longer and more tightly connected
stories. The 1930s addition of sound &l so transformed adaptation by including dialogue.
However, as the focus of this paper is en-visioning, the important point about sound is
that it allowed a very different sort of visual expression to emerge. Medium-shots were
the norm in the 1920s, another factor that encouraged the use of strong filmic images,
while the 1930s started to use a greater variety of shots, close-ups for important spoken
dialogue followed by shot-reverse shot techniques. Camera lenses, too, encouraged
variety. Even when medium shots were used, the backgrounds became more complex so
that a much larger degree of visual impact could be established, as opposed to the focus
on a single visual image on which the 1920s films relied heavily. These innovations led
directly to amore cinematic approach.

The mid-1930s conception of film sought to tell a complete cinematic story.
‘Cinematic,’” here again refers to Stewart’s distinction of a larger set of connected
filmic images as the main mode of narrative composition. To achieve that cinematic
storytelling meant moving beyond singular filmic images or dramatic forms contained
within the theatrical stage-based type of scene towards the creation of a more complex
blend of elements. Cohen’s OT sought to create a cinematic narrative that drew less
on particular images as a string of illustrations, and instead turned towards a concept
of drawing on Dickens's cinematic side. That may seem odd to suggest vaguely that
Dickens was writing his own screenplay, but the cinematic here relates to issues such
as description, setting, plot conflict, repeated visual motifs, editing, and narrative
energy. All of these are part of Dickens’s legacy to film narrative. Dickens’s novels, it
is important to emphasize, presented these narrative elements in highly visua fashion,
making that influence even more relevant. That is, because of Dickens's narrative
complexity and preponderant visual nature, Oliver Twist could be adapted to the 1930s
style of cinematic narrative just as ‘easily’ as to the 1920s style of filmic narrative.

These 1930s components were not entirely new, but their combination in ever more
complex and integrated ways was. |llustrations and stage drama scripts did not provide
enough clues for the ever-increasing number of specialists working on the 1930s films.
Assistant directors, set designers, acting coaches, and wardrobe specialists, anong
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many others, needed many more clues, and for that, only the novel itself held sufficient
detail, direction and narrative energy to fully inform the emerging cinematic approach.
Cohen’s OT then looked back to the novel for direction in ways of constructing a
succession of interrelated visual images. The novel offered these abundantly, of
course. With Cohen’s OT, then, it becomes easier to see how Dickens's novels offered
adaptability in the way they rested on a series of linked images that are not simply
received, but must be thought through, processed and connected. Lloyd's OT aimed
more at illustrating already known scenes in the sense of ‘making the characters come
alive’ and did not have as much pressure to create any greater interactivity between film
and viewer. However, Cohen’s OT began to realize a fuller sense of the entire story,
within the limitations of the studio system, that answered to the film-going public. The
focus became more on integration, connection, repetition and variety than the 1920s.
Cohen’s OT starts to pay attention to costume, interior sets and more exact details of

how the past actually looked, which added another element to the process of adaptation.
The attempt to create an accurate historical setting stands as a sharp contrast with the
1920s films. Lean, of course, took the next step with a sense of historical accuracy that
was an even larger step towards the extremely mimetic concerns of later adaptations
such as the BBC TV productions. The sense of period detail makes Cohen’s OT a new
kind of film conceptualization from the 1920s and moved adaptations towards the kind
of period detail that became almost a central feature of many later adaptations, reaching
a sort of visual zenith with, for example, Merchant Ivory films. Mike Poole summarizes
the 1930s films this way:

A certain style of adaptation is, then, emerging: strongly theatrical, lingeringly

melodramatic and much concerned with period detail. But it is important not

to lose sight of the fact that all these films also radically re-write Dickens in

their own terms. (Poole 153)

The sense of “rewriting” Dickens shows much about not only the times in which the
films were made, but about Dickens himself. The viewers of the films were also likely
to be readers of the novels, and yet, the 1930s films began to introduce their own
understanding of the novels, rather than represent it in precise terms. The studio system
of the 1930s, though, greatly prohibited the extent to which the films could interpret the
novel freely. The sense of mining Dickens for different narrative features at each stage
of film’s “evolution” shows the degree to which Dickens’s scenic conception is strong

enough and flexible enough to work across many kinds of film.
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Cohen’s OT develops a cinematic approach to the novel especially with its repeated
scenes. London in particular is given much more careful treatment, in contrast to
Lloyd’'s OT that feels as if it was almost entirely filmed indoors. F.S. Schwarzbach notes
in his study of the city in Dickens'sworks: “This dark London is most intensely imaged
in Oliver Twist [. . .] in every way the opposite of that city of hope and opportunity”
(Schwarzbach 45). The film, though careful with its interior settings, starts to give a
sense of London’s scale, feel or importance, though not as much as Lean by any means,
and indeed the substantiating shots of London are ailmost all painted backgrounds.
However, at least these shots are there. Fagin's lair becomes an important setting that
is returned to again and again, while other interiors aso create the right atmosphere
for criminal machinations. One scene when Oliver is on the way to London is clearly
filmed along a country road, but one that could be anywhere. His somersaulting in
the puddles, grime and barren road, only to receive nothing from the passengers of a
passing carriage, captures well the sense of grim urban reality that Dickens described.
However, the story’s not yet fully realized setting keeps the drama grounded in
characters that serve as visual images that bring the cinematic narrative together.

Lean-ing further into the Novel

However, Lean’s later adaptation much more completely moved towards
establishing a balance of the filmic and cinematic. This sense of visual realism brings
out an important point that further links to Lean’s OT. The 1920s films drew on the
filmic elements of the novel in order to establish a sense of dramatic and metaphoric
realism. The filmmakers honed in on the visual images set within dramatic situations
that best told the highlights of the novel’s story. The 1930s, however, aimed for the
cinematic expression of a type of narrative realism that managed to capture much
more of the total story, even while moving more fully towards the studio system’s
emphasis on entertainment. Lean, however, brings these two together into what can be
considered a type of psychological realism that emphasizes character, the relation to
surroundings, and the visual as away into the mind of the character and into the nature
of social conflicts. Lean blended the filmic and cinematic elements into a critical and
individualized statement.

In the case of Oliver in Lean’s film, most masterfully accomplished in the scene of
asking for more, Lean cannot easily ascribe an evolving adult sensibility or motivation
to Oliver, yet his creation of this scene establishes a much more conscious presentation
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of internal character reactions and external social conflicts. Lean gives his interpretation
of how Oliver must have felt as he walks towards the front to ask for more but also his
criticism of the workhouse system. As J. Hillis Miller argues about the novel, “Oliver
need not do anything to ensure his own ultimate salvation. He need only endure this
suffering passively” (Miller 41). However, Lean’s use of a quickly shifting set of shots
that look at Oliver, the other children, the adults and then sweep the entire room, give
him a sense of passivity that has a point of view and a consciousness. In the novel,
as Miller points out, the author’s consciousness is laid on top of the consciousness of
Oliver (Miller 37). However, in Lean’s film, Oliver’s consciousness is laid on top of the
visual images that he confronts. The sense of Oliver’s consciousness that derives from
the narrator’s voice in the novel is removed from the film, of course. However, Lean
connects the character’s consciousness with the actor’s bodily presence, rather than
attaching it to any other narratorial presence. Lean then goes on to complicate things
further by using the visual images to construct a sort of interiority for the character of
Oliver in hisvisual reactionsto his situation.

To contrast the three films more fully, then, it is important to distinguish how
each of the films considers the visual and what it draws on from the novel. In Lloyd’s
OT, the asking for more scene focuses on Oliver as a visual metaphor. In Cohen’s
OT, the scene becomes an important step in the plot that connects to later narrative
developments and other scenes. However, in Lean’s OT, this scene uses visual images
from multiple perspectives to construct a sort of reacting consciousness in the character
of Oliver. This perspective serves less as a visual metaphor or plot element than as a
narratorial device that connects the film viewer more fully back to the novel and allows
for the many criticisms, direct and indirect that he makes. Without this central scene
being filmed in just this way, the themes of social injustice, longing for a historical past,
and continued unfairness would have had much less sting. Lean has been universaly
and justly praised for his film, but it is in the establishment of a blend of filmic and
cinematic elementsinto a new style of adapting that deserves the greatest praise, as well
as calls for much greater investigation and consideration.

Conclusion

It should be noted, though, that Lean had many adaptations to draw on when
making his own. Each of these ways of en-visioning Dickens though deeply relate to
the technological limitations, the film production system and the social attitudes of the
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times in which they were made. Bernard F. Dick in his influential Anatomy of Film
notes, “Adaptation is a version, not the version” (Dick 254). Furthermore, it is always
aversion in a specific time and place. What emerges from looking at these three films
together is that Dickens's worldview is still highly relevant. Even when the visions of
his work are limited by various localizing factors, the impact of his universal visual
images is still profound. A little boy asking for more is not just a well-filmed scene, one
of several cinematic elements or just a way of establishing a consciousness of redlity, it
is a scene that continues to have impact, meaning and complexity for adapters, readers
and viewers in the current historical moment and is also likely to continue doing so for
some time to come.
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Oliver Twist, dir. by William J. Cohen. Universal Pictures, 1933.
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