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PREFACE 

The p r e s e n t t h e s i s i s a modest a t t e m p t t o c a l l 

a t t e n t i o n t o a compeuratively unexp lo red a s p e c t of Dickens 

as an a r t i s t . A c e l e b r i t y as a n o v e l i s t even i n h i s l i f e 

t ime D i c k e n s ' s r e p u t a t i o n as a n o v e l i s t has grown e v e r 

s i n c e . In range and sweep i n dep th and u n d e r s t a n d i n g t h e 

f i c t i v e world of Dickens i s a lmos t m a t c h l e s s . 

I t i s n a t u r a l t h e r e f o r e t h a t D i c k e n s ' s v e n t u r e as a 

d r a m a t i s t has been c o m p l e t e l y i g n o r e d . He wrote j u s t s i x 

p l a y s ou t of which two a re c o l l a b o r a t i v e a u t h o r s h i p - one 

wi th Mark Lemon and t h e o t h e r w i th W i l k i e C o l l i n s . These 

s i x p l a y s i n c i d e n t a l l y a re s p r e a d o v e r a p e r i o d of t h i r t y 

y e a r s (1836 - 1867) and t h i s shows t h a t Dickens never 

r e a l l y comple t e ly l o s t i n t e r e s t i n d rama . His f i r s t p l a y 

was w r i t t e n when he had a l r e a d y a c h i e v e d s u c c e s s as a 

n o v e l i s t and, a f t e r t h a t l a s t p l ay he had p r a c t i c a l l y 

w r i t t e n n o t h i n g of s i g n i f i c a n c e . A c l o s e look a t t h e s e 

p l a y s p r o v i d e s a new d imens ion t o D i c k e n s ' s g e n i u s , and 

i t would not be wrong t o say t h a t even as a d r a m a t i s t 

Dickens i s q u i t e i n h i s e l e m e n t s . T h e a t r e was p o s s i b l y i n 

h i s b l o o d . 

I n our c r i t i c a l su rvey of t h e play/4we have examined 

them c h r o n o l o g i c a l l y , i n the f o l l o w i n g p a t t e r n : 
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HISTORICAL BACKGROUND 

STORY OUTLINE 

CHARACTERS (In order of appearance) 

HUMOUR 

CRITICAL ESTIMATE 

Dickens may not b e a g r e a t d r a m a t i s t b u t h i s ach ievement as 

a d r a m a t i s t , even when judged on t h e b a s i s of t h e s e p l a y s 

seems t o be q u i t e commendable, we f e e l t h a t t h e p l a y s 

c o n s t i t u t e a s i g n i f i c a n t , though minor , t r i b u t a r y t o 

D i c k e n s ' s C r e a t i v e g e n i u s and p r e s e n t Dickens i n a new 

l i g h t . 

My g r a t i t u d e i s due t o Dr Benoy Kumar Baner j ee who 

as a t r u e guide s t e e r e d me a l l t h e way th rough t h i s 

l a b o r i o u s t a s k . He so lved many a c o m p l i c a t e d problem 

g l a d l y and masterminded the e n t i r e p r o j e c t . I am e a r n e s t l y 

g r a t e f u l t o my f a t h e r La te S r i K s h i t i s h Chandra Chak rabo r ty 

from whom I g o t my f i r s t l e s s o n i n t h e E n g l i s h / .anguage 

and 4 * i t e r a t u r e . Thanks a re due t o Biswadeb C h a k r a b o r t y , 

Mr S u k r i t Naug, Mrs J a y a s h r e e Nag, Mrs R i t a Chak rabo r ty 

and Mrs Purnima Roy. I g a i n e d a l o t from my d i s c u s s i o n s 

wi th them. T h e i r i n v a l u a b l e s u g g e s t i o n s e n r i c h e d me more 

t h a n t h e y were aware of . My m o t h e r . E l d e r b r o t h e r s and 

s i s t e r s made a g r e a t d e a l of s a c r i f i c e s and i n s p i r e d me 

whenever my i n t e r e s t weakencJ. I s h o u l d no t f o r g e t t h e 

a c t i v e and e f f e c t i v e c o - o p e r a t i o n s of S u b a r n a , Sudhesna , 
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Madhurita, Manaswita, Sangita, Gungun and Saurav. 

I am thankful to the librarians and other members of the 

Library of North Bengal University, National Library, 

British Council Library and to Mr. B. Ghatak who took 

competent care in neatly typing out the entire thesis. 

I am infinitely indebted to the master of my soul, 

Professor Mohit Ray, from whom I learnt the ABC of 

criticism and who sent my roots rain. 

[Basudeb Chakraborty] 
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INTRODUCTION 



Although Dickens i s u n i v e r s a l l y acclaimedooo-great 

n o v e l i s t and h i s r epu t a t i on as a w r i t e r mainly r e s t s on 

h i s novels , Dickens a l so wrote a few plays sometimes 

i n d i v i d u a l l y sometimes in c o l l a b o r a t i o n with o the r w r i t e r s , 

and these plays have not received the a t t e n t i o n t h a t they 

de se rve . I t i s i n t e r e s t i n g to note how Dickens ' s l i f e ­

long i n t e r e s t i n t h e a t r e led him to wr i t e these plays and 

how even tua l ly he switched over t o novels mainly t o reach 

a wider range of audience. Even then i t i s always p o s s i b l e 

t o t r ace a dramatic s t r a i n in h i s novels and i t i s i n 

t h i s contex t t ha t the p l ays , however i n s i g n i f i c a n t i n com­

par i son with the massive body of Dickens ' s nove l s , assume 

enormous s igni f icance as a t r i b u t a r y t o the nove l s . I t i s 

a l so poss ib le to d iscover in these plays some of the 

e s s e n t i a l c h a r a c t e r i s t i c s of Dickens as an a r t i s t - h i s 

i n t e r e s t i n the r idd le of e x i s t e n c e , h i s abiding concern 

with the soc i a l ma la i se , h i s sympathy with the downtrodden 

and, above a l l , h i s remarkable sense of humour. 

Dickens was assoc ia ted with the t h e a t r e r i g h t from 

h i s chi ldhood. In t h i s connect ion Emlin Williams wr i t e s : 

In an age where t he r e was no bu t ton t o switch on Radio 
or Te lev i s ion , amateur t h e a t r i c a l s were p a r t of family 
l i f e and of the Dickens family l i f e as much as o n l y . . . 

1, Emlyn Williams, "Dickens and Theat re" i n Charles 
Dickens 1812-1870 : A centenary Volume. Ed. E.M.F. 
Tcxnlin (London : Weidenfield and Nicolson, 1969) . 
Su.b3G«=tueutL;/ eCtred as will£am.s, p . 178. 



And again : 

. . . on the s l i g h t e s t provocation Char l i e would l i f t 
on t o a t ab le to s ing duets with h i s s i s t e r Fanny, 
apparent ly acqui t ing himself with i n n a t ^ s e l f 

2 p o s s e s s i o n . . . 

When s ix years old he was taken t o see Richard I I I , a t 

e i g h t he was taken to see Grimaldi , the g r e a t clown could 

sure have been touched t o know t h a t he had enchanted a 

c h i l d so permanently t h a t one day t h a t c h i l d would ( in the 

f i r s t f lush of h i s own film) e d i t h i s memoirs. We a l s o 

l ea rn from Williams how i n 1821 when Dickens was j u s t a 

nine year old and the family was compelled to move t o 

London under very d i f f i c u l t c i rcumstances , James Lamert 

comforted the poor Dickens by making him a personal toy 

t h e a t r e . I t was t h i s toy t h e a t r e t h a t gave the poor 

homesick ch i ld a sense of s a t i s f a c t i o n by giv ing him an 

oppor tuni ty t o l i v e i n a world of make b e l i e f . The E d i t o r 

of the Vision Ed i t ion of Dickens 's Plays and Poems a l so 

t e l l s us t h a t "Dickens wrote h i s p lay , Misnar , The Su l tan 
.3 of India.when he was no more than t en years old . . . 

The play i s founded on one of the n a r r a t i v e s i n 

Tales of the Geni i , we are a l so t o l d t h a t "a bur lesque, 

O ' T h e l l o . ( P a r t of the Grea t Unpaid), was performed by 
A amateurs , inc luding h i s f a t h e r , John Dickens i n 1 8 3 3 . . . 

2 . I b i d . 
3. Charles^Dickens , Complete Plays and Selected Poems. 

(Vision' : Vision Press Limited, 1970) . ' ' 
- p. 1. 

4. Ibid. 



Dickens 's i n t e r e s t in t h e a t r e was a l so conspicuous i n the 

school t h e a t r i c a l s , where he was a popular f igure and a 

leading l i g h t . His performance i n M i l l e r and His Men pro­

duced a t schools was qu i t e s a t i s f a c t o r y and en joyab le . 

When Dickens l e f t school a t f i f t e e n and s t a r t e d work­

ing i n London as an of f ice boy, he was always haunted by 

the world of Theatre which beaconed him and he ld out a 

promise of r e l i e f and s a t i s f a c t i o n . We have i t on record 

t h a t even during these years Dickens would of ten run away 

t o t h e a t r e t o spend a n igh t t he re i n order t o fo rge t h i s 

immediate surrounding and be t r anspo r t ed i n t o t he world 

of imaginat ion away from the world of b ru te r e a l i t y . The 

n igh t t h e a t r e provided him an escape from the d u l l rou t ine 

ex i s t ence and "the thorns of l i f e , " 

I t would not be f a i r t o dismiss Dickens ' s love of 

t h r e a t r e as a passing t a s t e of an adolscent who i s dazed 

by the glamours of the i l l u s i v e world of the s t a g e . 

In f a c t , Dickens had a l ready by the time plunged i n t o 

ac t ing and we learn t h a t on the n ights t h a t he would not 

go t o the t h e a t r e he would spend h i s time i n memorizing 

h i s dia logue and p r a c t i s i n g h i s p a r t for the s t a g e . Scxne-

times he would p rac t i s e even seven hours a day with a 

r e l i g i o u s devot ion to the a r t of p r a c t i c e . I t i s c l e a r 

t h a t Dickens ' s frequent v i s i t to the t h e a t r e , 



to the pantomimes at the Rochster theatre during 

the formative period of his life cast an abiding influence 

on his character, shift it in a particular manner and 

profoundly affected his creative talents. It should also 

be borne in mind, in this connection, that there were 

certain personal factors as well that drove Dickens towards 

the theatre. Dickens was not a happy child. He did not 

receive adequate love. He famished for love, some kind of 

emotional bond that would sustain him and give him a 

meaning of his existence. Theatre, or the world of make 

belief that the theatre offered, acted both as a safety 

valve and solace. It made him forget his sorrow as he 

became engrossed in the theatre. It may not be wrong to say 

that unhappy childhood, personal problems and domestic 

misery were largely instrumental in driving Dickens towards 

the gloriously beautiful, though unreal, world of theatre, 

and sharpen his theatrical sensibility which was already 

latent in his character. 

But unfortunately the condition of the theatre at 

Dickens's time was far from satisfactory. The size of the 

theatre was so large that it was not possible for the 

actors to display the subtle nuances of gesture or modula­

tions, The dramatis personae ot the plays were as stereo­

typed as those of medieavel mystery plays. The hero pure; 

the farmer simple, slow and endearing; the law year 

unscrupulous and so on. The existing condition of the 



t hea t r e was no b e t t e r . From Dickens 's novels , a r t i c l e s , 

l e t t e r s , e t c . we can form a rough idea of the t a s t e and 

nature of the t yp i ca l t hea t r e -go ing audience, and a l s o 

of the type of a c t o r s , p ro fess iona l s and amateur t h a t 

f i l l e d the play houses. Dickens write;? : 

We were motley assemblage of people . . . bes ides 

prowlers and i d l e r s , we were mechanics. Clock 

l aboure r s , coas t e r mongers, pe t ty tradesmen, small 

c l e r k s , m i l l i n e r s , s tay-makers , shoe -b inde r s , shop-

workers, poor-workers in a hundred high ways and by­

ways. Many of us - on the whole, the major i ty - were 

not a l l clean and not a l l choice i n our l i v e s or 
5 

conversa t ions . 

And what about the ac tors ? Dickens wr i t e s i n Sketches by 

Boz : 

Did any of our readers ever no t i ce the c l a s s of 

people who hang about the s tage - doors of our minor 

. t h e a t r e s i n the day time ? You w i l l r a r e l y pass one 

of these ent rances without seeing a group of th ree 

or four men conversing on the pavements, wi th an 

indesc r ibab le publ ic house - p a r l o u r , swagger and a 

5 . Charles Dickens, "A Cheap Theat re" i n The Dickens 
Thea t r i ca l Reader Ed, Edgar and Eleanor Johnson, 
(London : Victor Gollance t t d . , 1964), p . 323. 



kind of conscious a i r , pecu l i a r to people of 

t h i s d e s c r i p t i o n . They always seem t o t h ink they 

are e x h i b i t i n g ; the lamps are ever before them, 

The Theatre Act of 1843 l e g a l i z e d the bourgeois demand for 

en te r t a inmen t . The rap id i n d u s t r i a l i z a t i o n and the growth 

of the bourgeois c l a s s as a s t rong growing force compelled 

the t hea t r e to c a t e r t o the demands of the audience . What 

was t h e i r demand ? This demand c h i e f l y was melodrama or 

drama enacted on a s i m p l i s t i c l e v e l . G.M. Trevelyan, the 

g r e a t s o c i a l h i s t o r i a n , q u o t e s an American a u d i t o r who 

remarked a f t e r v i s i t i n g the London t h e a t r e : 

E n t h u s i a s t i c applauses were bestowed by the 

g a l l e r i e s t h i s evening on t h i s sent iment , t h a t 

i f a poor man had an honest h e a r t t he r e l i ved 

not one i n England who had e i t h e r the p r e ­

sumption or the power t o oppress him. In t h i s 

i nc iden t may be seen the ac t i ve j ea lousy of 

l i b e r t y which e x i s t s even i n t he lowest orders 
7 

of England. 

6. Charles Dickens, Sketches by Boz in Works of Charles 
Dickens, Vol. I (London : Gresham Publishing Co. Ltd., 
n.d, r~p. 81. 

7. G.T.i'revelyan̂  English Social History : A Survey of 
Six centuries from Chaucer to uueen Victoria (London: 
Longman Green and Co. Ltd., 1944), p, 468. 



This r e f l e c t s the soc ia l s i t u a t i o n . An applause i n a 

t h e a t r e i s an applause by the mass, and the mass demanded 

exclus ive en te r ta inment . I t would not poss ib ly be wrong 

to say t h a t no o ther e ra has been so s t rong ly dominated 

by the demands of the masses. If the plays t h a t Dickens 

wrote are e s s e n t i a l l y melodramas or bu r l e sques , i t only 

shows Dickens 's sense of z e i t a e i s t , the s p i r i t of the 

t ime, and by temperament a l so Dickens was always i n 

sympathy with the suffer ing m u l t i t u d e s , the down-trodden 

and the e x p l o i t e d . 

However, Dickens's love of the t h e a t r e was not con­

fined to wi tness ing the performances of simple mimicry 

as a p a s t t i m e . At once s tage of l i f e , he took t h e a t r e 

s e r i o u s l y and s t a r t e d a c t i n g . His t a l e n t p a r t i c u l a r l y i n 

ac t ing comic ro l e s has been r e f e r r e d t o by h i s c lose 

acqua in tances . George Lear r e c a l l s t h a t Dickens ' s 

i m i t a t i o n s of the speech,ways, and manners of the char — 

woman a t E l l i s and Blackmore's were t rue t o l i f e . 

Dickens had t o l d Lear t h a t he had taken p a r t i n amateur 

t h e a t r i c a l s and h i s f a the r knew many of the wellknown 

a c t o r s . Lear makes a p a r t i c u l a r mention of Mac Ready and 

John P r i t t Har ley . Another source of h i s acquaintance 

with the t h e a t r e p e r s o n a l i t i e s was h i s s i s t e r Fanny who 

a f t e r four years of study a t the Royal Academy of Music 

had begun t o hang around the t h e a t r e s . I t i s on record 
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t h a t i n 182 7 and 182 8 she sang for the b e n e f i t of the 

t h e a t r i c a l crowd. In 1833 we find Dickens as the moving 

s p i r i t behind two evenings of amateur t h e a t r i c a l s with 

h i s family and a few f r i e n d s . The f i r s t t h a t took place 

on 2 7th Apri l cons is ted of performances of John Howard 

Payne's opera : C l a r i , The Maid of Milan, P.P.O. 

Cal laghan ' s The Married Bachelor and R. Br ins l ey Peake 's 

Amateur^and Actros. We l e a r n from the p l a y - b i l l t ha t 

Dickens had not only w r i t t e n prologue fo r the evening 

bu t a l so worked as a s t age manager r e spons ib l e for 

d i r e c t i n g the plays, g e t t i n g the ac tors to r e h e a r s a l s . , 

pleading with them t o complete the scenery t h a t they were 

assigned t o cons t ruc t , r e n t i n g costumes, and such mat ters 

He a l so acted in a l l the t h r ee p l a y s . I t was with great 

pass ion t h a t Dickens performed the t a sk t h a t he had s e t 

upon himself . In the second half of the same year 

Dickens produced t h e a t r i c a l en t e r t a inmen t . The 0 * The11o. 

In summer hol iday a l s o Dickens would gene ra l l y 

a s s i s t the r e h e a r s a l . D ickens ' s . l ove of the t h e a t r e was 

such a passion that on h i s honey moon i n 1836 he amused 

h i s b r ide and himself by wr i t i ng a fa rce *Ehe Stranqe 

Gentleman. In September 1836 h i s one a c t f a r c e , 

The Strange Gentleman scored a s u c c e s s . In December 

The v i l l a g e Coquettes was produced. The th i rd and 

probably the best of Dickens ' s plays t o be performed at 



St. James theatre was Is She His Wife ? or Something 

Singitlar, It is comic burletta and happens to be the last 

ptiblically performed and published dramatic work of which 

Dickens was the sole author. The Lamplighter» a farce again, 

was written in 1838, Mr Nightingale's Diary was written by 

Dickens in collaboration with Mark Lemon for the guild of 

literature and was first performed at Devonshire hoxise in 

May 1851, The best and most important of the plays No Thorough-

fare written in collaboration with Wilike Collins, the great 

author of The Women in White, had its maiden show at the 

Adlephi theatre, London in December 1867, 

Dickens's first tour to America occurred in 1842, and 

at that time he, says Williams, all on a sudden 'bvirst into 

dramatic forms'. While at Montreal* Dickens had, Williams 

further adds, a chance to set in three plays such as A Rose-

lind for an Oliver, A Good Night's Rest and Deaf and Past, He 

would never waste his time in bad companies, says Williams, 

according to whom, "he turned to acting as another writer 

might have sought relaxation in fishing or gambling", 

8, Williams, p, 100. 
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It has already been mentioned that Dickens's passion 

for the theatre found expression as much in his writing plays 

as in his acting. It is interesting to note that in 1845 he 

appeared in The Elder Brother by Beaumont and Fletcher and in 

Ben Jonson's Every Man in his Htamour in which he played the 

role of Bobadil. In 1848 he appeared as Justice Shallow in 

The Merry Wives of Windsor. In 1855 he took part in Wilike 

Collins's The Lighthouse. And in 1857 in a private production 

at Tavistock House he played again a most important part in 

Collins's The Frozen Deep. This is the last recorded appear­

ance of Dickens as play actor. 

Dickens's active interest in the theatre may be seen 

as a manifestation of his natural love for the dramatic. Inga-

Stina Ewbank has rightly remarked : 

Just as he was both literally and metaphorically 

a great stage manager in life, so he manipulates 

the reader's sympathies with theatrical flair in 

his novels .... Dickens's ... style draws attention 

to itself by its blatant theatricality, over state­

ments, chanted repetitions, reiterated, catch phrases 
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and imagery/ a d ramat ica l ly unexpected metaphors 
9 

i n which people and th ings merge g ro t e sque ly . 

And again : 

His success stems from an absorbing i n t e r e s t i n 

the problems of the middle and lower c l a s s e s . Out 

of an awareness of a man's suf fe r ing sprang h i s 

vehement a t t acks on the s o c i a l e v i l s of h i s 

days . 

Robert Gar r i s a lso says the samething in a d i f f e r e n t way 

Anyone who opens one of Dickens ' s novels , then , i s 

prepared to en te r a ' t h e a t r e ' and to co-opera te with 

the ' t h e a t r i c a l mode' . . . 

In A Tale of Two C i t i e s a domestic drama i s enacted i n 

the backdrop of one of the g r e a t e s t dramas of human 

c i v i l i z a t i o n : French Revolu t ion . Apart from the power­

ful use of d i f f e r e n t kind of c o n f l i c t - i n t e r n a l and 

ex t e rna l - Dickens a l so uses the dramatic device of the 

dia logues form. For pages t o g e t h e r , for example we have 

dialogues ins t ead of a n a r r a t i v e by the omniscient 

n a r r a t o r . I t i s highly dramatic novel . Even i n a 

novel l i k e Dombey and Son he draws our a t t e n t i o n mainly 

9. I n g a - s t i n a , Ewbank, Encyclopaedia Americana, I n t e r n a ­
t i o n a l Edi t ion , 1988 p . 80, 

10. I n g a - s t i n a , Ewbank, Encyclopaedia Americana, 
I n t e r n a t i o n a l Ed i t ion , 1988, p . tiz . "" 

1 1 . Robert G a r r i s , The Dickens Theatre : A Reassessment of 
the Novels (Oxford : Oxford UP, 1965) p . 40. 
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to the f a t h e r ' s suf fer ing and the slow change forced 

on him by experience, Dickens ca tches human journey so 

v iv id ly t h a t the reader accepts a t the end of the p o r t ­

r a y a l of Dombey's p r ide , not as t h e a t r i c a l manipulat ion 

but as the object ive r e v e l a t i o n of g r e a t a r t , Dickens 's 

na tu ra l love for the dramat ic i s a l so revealed i n h i s 

d e s c r i p t i o n s . Here, fo r example, i s the e x t e r n a l view of 

Lady Deadlock in Bleak House ; 

Both before and a f t e r saying i t she remains absorbed, 

but a t length moves, and t u r n s , unshaken i n her 

n a t u r a l and acquired presence, towards the door, 

Mr Tulkinghorn opens the doors e x a c t l y as he would 

have done yes te rday . Or as he would have done ten 

years ago, and make/j h i s old - fashioned bow as 

she passes ou t . I t i s not an ord inary look t h a t 

he rece ives from the handsome face as i t goes i n t o 

the darkness , and i t i s not an ord inary movement, 

though a very s l i g h t one, t h a t acknowledges h i s 

cou r t s ey . But, as he r e f l e c t s when he. la l e f t above the 

woman has been p u t t i n g no common c o n s t r a i n t upon 

h e r s e l f . 

He would know i t a l l the b e t t e r , i f he saw the 

woman pacing her own roomswith her h a i r widely thrown 

from her flung-back f a c e , her hand c lasped behind her 

head, her f igure twis ted as i f by p a i n . He would th ink so 
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a l l the more, i f he saw the woman thus hurr ing up and 

down for hours , without f a t i g u e , without i n t e r m i s s i o n , 
12 followed by the f a i t h f u l s t e p upon the Ghost ' s walk. 

Here Dickens i s doing exac t l y what Shakespeare had 

done i n the scene between Hamlet and Polonius . He i s 

s e t t i n g up a tens ion between behaviour and inne r f e e l i n g . 

A close sc ru t iny of any novel of Dickens in fac t would 

give enough evidence of Dickens ' s p r e d i l e c t i o n fo r drama, 

While i t i s t rue t h a t Dickens was i n h i s element when he 

wrote the novels which gave him enormous scope of mora­

l i z i n g or in t ruding i n t o the novels as an omniscient 

n a r r a t o r . Dickens's plays are a l so of s i g n i f i c a n c e . I t 

i s t rue t h a t Dickens was not a p o t e n t i a l Shakespeare , 

He did not have the ' nega t ive c a p a b i l i t y ' of Shakespeare 

bu t the plays t h a t he has produced deserve c r i t i c a l 

a t t e n t i o n . The reason why Dickens wrote mainly melo­

drama must be sought as much i n Dickens 's love fo r t he 

teeming mul t i tude , the common man. As the h i s t o r i c a l l y 

unique c h a r a c t e r of the V i c t o r i a n audience composed of 

people who wanted nothing but en te r ta inment with t h e 

es tab l i shment of the ra i lways people from the country 

s ide began t o throng the t h e a t r e h a l l s . I t i s t o t h e i r 

demand t h a t Dickens, ever a sympathetic hvimanist, con­

descended and wrote plays which are e i t h e r broad f a r c e , o r 

melodrama or musicals b u t i n v a r i a b l y are of lower o rde r , 

12. Char les , Dickens* Bleak House, N.P. i Wordsworth 
Edi t ion Limited, 1993, p . 479. 



CHAPTER - I 

THE STRANGE GENTLEMAN 
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H i s t o r i c a l Background 

"The f i r s t play performed publ ic ly was The Strange 

Gentleman, which was s taged a t the S t . James's Thea t re , 

London, in September, 1836. Founded on one of the Sketches 

of Boz, The Great Winqlebury Duel, the play i s a l i g h t 

comedy which owes much t o Ol iver Goldsmith. An i n s t a n t 

succes s , i t ran for f i f t y performances and was revived more 

than once i n 1837." 

I t i s i n t e r e s t i n g to note why t h i s p i ece , a f a r c i c a l 

comedy depending on misunderstandings in dialogue and 

s i t u a t i o n had t o be put on as a b u r l e t t a . The reason was 

t h a t the only London t h e a t r e s a t t h a t time l incensed under 

Royal pa ten t for " s t r a i g h t plays were covent Garden, Drury 

Lane and the Hay Market, the l a s t named opera t ing only when 

the f i r s t two were closed f o r the summer recess . The 

p r i n c i p a l fa re was Shakespeare, Congreve, Farquhar , Vanbrugh 

and Sher idan, and occas iona l ly opera , though new dramas 

and comedies were often in t roduced t o make up a composite 

b i l l . Other houses, apa r t from the ' p r i v a t e t h e a t r e s 

a l ready no t i ced , could only p r e s e n t musical performance of 

a dramatic nature , such as o p e r a s , b u r l e s q u e s , and so on. 

1. Char les Dickons, Fpreword. Col lec ted Plays and 
Se lec ted Poems. . E.d. Shepherd Heme Richard, 
N. p . : W.H.Allen & Co., 1882. 1 
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Obviously, to evade the monotony, music had t o be 

provided. But, i n view of the looseness of the wording of 

the p roh ib i t i on , o ther managements were quick t o perceive 

t h a t the musical "quota" could be reduced t o minimum.Hence 

the announced duet in The Strange Gentleman, though the re 

would be , of course, an overture, and i n t e r v a l music . An 

o f f i c i a l end was put t o t h i s untenable s i t u a t i o n by an a c t 

of par l iament , though not t i l l 1843. The Strange Genqleman, 

by the way, was played a t the Park Thea t re , New York, i n 

t he autumn of 1837 with Char lot te Cushman i n the c a s t . As 

the very f i r s t of Dickens 's plays t o be mounted on a piiblic 

t h e a t r e , the c a s t , as pr in ted i s worth p re se rv ing , i f only 

as a museum p iece . 

The Story Outline : 

The s to ry of The Strange Gentleman s t a r t s a t and deve­

lops from Mrs Noakes's Inn . I t i s an ever busy inn because 

the landlady herse l f along with the wai te rs look a f t e r the 

comfort of the boarders and d i s c i p l i n e of the i n n . The inn 

i s c e n t r a l t o the p lay . As soon as the c u r t a i n i s r a i s e d two 

l a d i e s and a young man are seen booking a room i n the i n n . 

During the booking there a r r i v e s an odd man who in t ends t o 

book a p r iva t e s i t t i n g rocwi. Thereaf te r the man becomes the 

focus of the ac t ion and the play i s named a f t e r him, 

Previous ly , the man had rented a room a t the Royal 

Ho te l , bu t he could not bear with the d i s tu rbance t h e r e . 
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He needs a room badly because the doors of h i s house have 

closed for him for ignor ing h i s f a t h e r ' s cho ice . Bes ides , 

a mysterious le t te r -cum-dea th warrant leads him t o u t t e r 

confusion and r e s t r i c t s h is free movement. In h i s h e l p l e s s ­

ness he decides to wr i te to the Mayor about h i s wretchedness . 

But without post ing i t he confides h i s plan t o Tom and 

promises him reward for the j o b . Tom runs on er rand and the 

odd man wonders how he would be saved. While he passes 

tense time, Mary and Fanny, both boarders of the same inn , 

mistake him for Charles Tomkins and come to see him along 

with Mrs Noakes. Mary misunderstands Fanny because Fanny, 

she t h i n k s , has been t r y i n g t o keep the presence of Tomkins 

a s e c r e t . Fanny t r i e s t o make Mary understand t h a t she 

does not know the whereabouts of Tomkins but she would not 

l i s t e n t o he r . Rather she goes t o the man t o check the t r u t h 

of Fanny's s t a tement . In t h i s con tex t i t may be borne i n 

mind i t i s a t r y ing s i t u a t i o n t h a t has compelled Mary t o 

come t o the i n n . John Johnson, Mary's sweet h e a r t , has 

forced Mary t o elope with him. On the way f e e l i n g t h a t 

t h e i r funds were running shor t they have come t o h a l t i n the 

inn for c o l l e c t i n g money. Fanny th inks t h a t she could possibly 

be presen t a t the inn and has reached the inn fol lowing Mary. 

Mary meets the old man and t a l k s with him for an hour and 

dec ides t o l e t him go. But the odd man comes to dote on 

Ma ry and t r i e s t o embrace he r . Mary screams for he lp and 

c l e v e r l y saves her honour. 
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J u l i a meanwhile has mistaken the Strange Gentleman 

fo r Lord Peter and begun her journey towards Noakes's inn 

or S t . James's Arms, On her way she meets the Mayor who has 

been ca l l ed i n t o Noakes's i n n . J u l i a d i s c l o s e s t o the Mayor 

he r purpose of journey t o the i n n , and s o l i c i t s h i s sympa­

t h e t i c help.The Mayor f e e l s sympathy towards J u l i a , he 

l i s t e n s to her plan and reaches the inn t o meet Mrs Noakes 

and he t e l l s the landlady what she w i l l have t o d o . In f a c t , 

the plan i s t o take the odd man as a l u n a t i c , so t h a t he can 

be s h i f t e d to an asylum. 

This s h i f t i n g wi l l he lp J u l i a t o elope with the man, 

who appears t o be Lord P e t t e r to h e r . When the planning goes 

on i n f u l l swing. Tomkins reaches the inn and meets Fanny. 

But Fanny's coldness makes him s u s p i c i o u s . However, t h i s 

misunderstanding does not l a s t l ong . J u l i a a l s o r e a l i z e s 

h e r f a u l t s and when she t e l l s the Strange Gentleman t h a t she 

has no husband he takes J u l i a as h i s wife , Thus^the play 

ends with a merry note , 
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Mrs Ncakes 

Mrs Noakes, a s ide cha rac t e r i n Chintz gown, French 

apron and handscwne cap , i s nice enough. This land lady of the 

inn i s well versed and b a s i c a l l y good, for she f e e l s fo r 

o the r s s i n c e r e l y . Her inn takes adequate care of the 

boarders and she herse l f helps the wa i t e r s in t h i s r ega rd . 

The smooth running of the inn po in t s t o her managerial com­

pe tence . I t i s i n t e r e s t i n g t o note t h a t her moral sense 

of ten ec l ipses her commercial dea l ings with b o a r d e r s . She 

i s one of those cha rac te r s who are the source of the p l a y ' s 

humour. One can ha^jndly forget t he scene where along with 

the Mayor she he r se l f takes the l abour t o remove the s t range 

gentleman from the inn t o an asylum. Again, her speech, 

"Poor dear l - Mad people always th ink o the r people mad»" (2 7),» 

bea r s testimony t o her own sense of hximour. Here the humour 

a r i s e s from the d i f fe rences between the a c t u a l s i t u a t i o n and 

her percept ion of i t . Though sketched b r i e f l y , her c h a r a c t e r 

i s not without d e v e l o ^ e n t . I n i t i a l l y , Mrs Noakes, does 

not co-operate with the s t range gentleman on account of h i s 

p e c u l i a r behaviour . In course of time she becomes sympathetic 

towards him. Thus, on the whole she i s an impress ive 

c h a r a c t e r . 

Waiters 

Some of the minor characters in The Strange Gentleman 

are unimpressive, yet Dickens has taken much care to 
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John, the f i r s t wa i t e r , g r e e t s the boarders.He takes 

care of them s ince re ly and seriously* He i s d i l i g e n t , 

honest and obedient . We not ice him when he in t roduces a 

v i s i t o r t o the land l ady . The man needs a room i n the i nn . 

His presence i s always f e l t , even when he does not do h i s 

own work, the job of a w a i t e r . John ' s s h o r t and s i g n i f i c a n t 

prsence shows Dickens 's thorough unders tanding of the l i f e 

and a c t i v i t i e s of w a i t e r s . 

,Toin 

Tom, the second waiter, is also very polite. He 

stays on the stage for a very brief period. He too is sincere 

and loyal. He is first seen when he is attending visitors, 

Always busy, Tom talks little, yet his sense of humour can 

hardly be missed. When Mrs Noakes enquires about the visiters, 

he replies to Mrs Noakes with his enviable sense of humour : 

SECOND WAITER. Ladies are something alike, ma'am. 

Gentleman, like neither of'em (7). 

Will 

The t h i r d wa i t e r . Will , i s more a s s e r t i v e than h i s 

c o - w a i t e r s . He has an undaunted na ture and a power of 

r ea son ing . Wheire Tom f a i l s . Will succeeds comfortably . He 

too has a l i v e l y sense of humour. Consider h i s humorous 

d e s c r i p t i o n of the Strange Gentleman : 
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THIRD WAITE.R. No, ma'am; h e ' s q u i t e a s t r a n g e r 

h e r e . - He ' s a wonderful man t o t a l k , ma'am 

keeps on l i k e a s team engine i i e r e he i s , ma'am ( 8 ) . 

The Strange Gentleman 

The Strange Gentleman in the play The Strange Gentleman 

has two i d e n t i t i e s : one i s the i d e n t i t y of a boarder and 

the o ther i s the i d e n t i t y of a humour c h a r a c t e r . Indeed, 

he a r r e s t s our a t t e n t i o n with h i s f i r s t appearance and 

rouses our c u r i o s i t y t h a t i s sus ta ined throughout the p l a y . 

Again, the name of the man i s i n harmony with the coiaical 

tone of the play which has been descr ibed as a comic 

b u r l e t t a . 

In f a c t , t h i s s t range Gentleman has enjoyed an even t ­

fu l boarde r sh ip . He f e e l s s a t i s f i e d having lodged a t the 

i n n , though ev ident ly he d i f f e r s from the landlady on 

d i f f e r e n t i s s u e s . Indeed he i s a man of c o n f l i c t i n g t r a i t s 

of c h a r a c t e r . He i s i l l - l o g i c a l t o o . This i l l - d i s c i p l i n e d 

boarder imprints a l a s t i n g impression upon our mind. 

The play i s based on misunderstanding and mistaken 

i d e n t i t y . So, t h i s main cha rac t e r has c o n t i n u a l l y been 

e i t h e r misunderstood or mistaken for somebody e l s e by o the r 

c h a r a c t e r s . Both Mary and Fanny mistake him for Charles 

Tomkihs, and thus Mary ge ts involved i n an embarrassing 

s i t u a t i o n . The Strange Gentleman meets Mary, Fanny, 
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Mr Owen and J u l i a , Tom Sparks and a few o the r minor c h a r a c t e r s , 

and each meeting sheds s i g n i f i c a n t l i g h t on the d i f fe ren t -

aspect of h i s l i f e . He i s a man of good h e a r t t o o . That i s 

why he i s deeply moved by J u l i a ' s p a t h e t i c confess ion s 

JULIA (R.H. with her handkerchief to her eyes) . And 

through Lord P e t e r s ' neg l igence . I have l o s t 

a husband: (38) . 

His sympathy towards J u l i a i s so profound t h a t he 

marr ies J u l i a uncond i t iona l ly . Besides , the Strange Gent le ­

man's j o l l y comments t i c k l e the s p e c t a t o r s t o 

hea r ty l a u g h t e r . Most of the humorous s i t u a t i o n s a r i s e from 

h i s unusual a c t i v i t i e s . He b o l t s Mrs Noakes i n s i d e the room 

t o t a l k p r i v a t e l y to h e r . Again, he c lasps Mary emot ional ly 

and of fers a pure fun t o the s p e c t a t o r s . Again, i t i s 

d i f f i c u l t t o forget t h a t p a r t i c u l a r funny scene where both 

J u l i a and the Strange Gentleman conceal t h e i r own i n d e n t i t i e s . 

Like every well-drawn cha rac t e r , he t oo develops i n 

the course of the play. His f i r s t appearance i n the 

play i s i n sharp con t r a s t t o h i s behaviour i n the l a t t e r 

p a r t of the p lay . At the beginning we encounter h i s voice 

from ' w i t h o u t ' (8) . 
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STRANGE GKNTLEMAN (without ) . Now d o n ' t t e l l me, 

because t h a t ' s a l l gammon and nonsense; and 

gammoned I never was, and never w i l l be , by any 

wai te r tha t ever drew the b rea th of l i f e , or a 

cork - And j u s t have the goodness t o leave my 

portmanteau a lone , because I can ca r ry i t very 

well myself; and show me a p r i va t e room without 

fu r the r delay; fo r a p r iva te room I must and 

wi l l have.—Damme, do you th ink I 'm going t o be 

murdered 1 

Enter the three w a i t e r s , c . DOOR - they form down 

L.H., the Strange Gentleman fo l lowing , ca r ry ing 

h i s portmanteau and g r e a t c o a t . 

There - t h i s room w i l l do c a p i t a l l y w e l l . Quite the 

th ing , - Jus t the f i t . - How are you, ma'aii. ? 

I suppose you are the landlady of t h i s place ? 

Ju s t order those very a t t e n t i v e young fellows 

out , w i l l you and I ' l l order d i n n e r . ( 8 - 9 ) . 

Here i s the p ic ture of a man who has enormous s e l f -

conf idence . But t h i s Same gentleman i s hur led i n a sea of 

mistakes towards the end. He f a i l s t o keep h i s portmanteau 

with him as he f a i l s to pjrevent the wa i t e r s from phys ica l ly 

l i f t i n g up and sh i f t i ng him not only from one room t o 

another but a lso from St James 's Arms i n t o the arms of 

J u l i a Dobbs. Towards the end of the play when h i s innocent 
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v ic t im of most he lp less s i t u a t i o n and cannot even face the 

one-eyed boo t s . There i s an i n t e r e s t i n g f l u c t u a t i o n i n the 

f a t e of Trot i n the course of sho r t p l ay . His cond i t ion 

changes from alarm to he lp l e s sness a f t e r which there i s a 

sudden tu rn of events when he f inds J u l i a as the most 

prospect ive b r ide for himself , and j u s t before the c u r t a i n 

d rops , we find him once again i n h is e lements . 

In t h i s charac te r Dickens has made a punch of the 

abnormal and the comic. His encounter with Mrs Noakes 

and Mary bears testimony to t h i s blend of r u s t i c i t y and 

comica l i t y . 

Tom S p a r k s 

Tom Sparks, a one-eyed ' B o o t s ' , c a l l s our a t t e n t i o n t o 

h i s amusing presence. His s e l f i n t r o d u c t i o n i s f u l l of fun 

TOM ( S t i l l a t the d o o r ) . I 'm the head o ' t h a t branch 

O' the e s t ab l i shment . There ' s another man under 

me, as brushes t he d i r t off and puts the b lack ing 

on. The fancy work's my depar tment . I do the 

po l i sh ing , nothing e l s e (13) . 

Though Tom i s d i sab led , he can ca r ry out jobs t i r e ­

l e s s l y . The Strange Gentleman depends on him l a r g e l y fo r 

h i s Job . Tom i s a c ra f ty person who has used f u l l y the 

handicapped s i t u a t i o n of the Strange Gentleman and demands 
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t i p s . Unlike other wa i t e r s Tom sparks i s honest and 

l o y a l . His sense of humour deserves s p e c i a l a t t e n t i o n . 

A few comical scenes a r i s e from h i s enviable sense of 

humour : 

STRANGE GENTLEMAN. Hal lo 1 s t o p , are you the Boots? 

TOM. ( S t i l l at the d o o r ) . I'm the head o ' t h a t 

branch 0 ' the es tab l i shment (13) . 

This verbal exchange between Tom and the Strange 

Gentleman bears the tes t imony t o his commendable sense of 

humour. He i s also a superb e n t e r t a i n e r . Again, i t i s 

indeed i n t e r e s t i n g t h a t h i s sense of humour i s not 

incompatible with the r u s t i c background : 

TOM. Ay, ay. Anything you p l e a s e . - poor c r e a t u r e ; 

d o n ' t put yourse l f i n a pas s ion . I t ' l l only 

make you worse (2 5) . 

Indeed, Tom i s a f i ne c r e a t i o n of Dickens . He i s an 

impressive boot with d i s t i n c t i v e q u a l i t i e s . 
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Mary Wilson 

Mary i s one of the s i g n i f i c a n t women cha rac t e r s i n the 

play The Strange Gentleman, she has been staged as a 

boarder / a lady-love and a humour-character . Mary has 

become one of the boarders i n the inn of Mrs Noakes by 

acc iden t . Mary and John Johnson on the way suddenly f ind out 

t h a t t h e i r funds are running s h o r t . So, they take s h e l t e r 

a t the i nn . In the meantime Fanny reaches there and meets 

Mary. Fanny's unexpected presence enrages Mary. There 

ensues a shor t qua r re l which throws much l i g h t on t h e i r 

c h a r a c t e r s . Uncomplaining as a boarder , Mary leaves home 

for a new d e s t i n a t i o n as soon as she rece ives John 

Johnson's c a l l . This h i g h l i g h t s her emotional n a t u r e . 

Again, Mary i s a g i r l of possess ive p e r s o n a l i t y . I t i s 

evident i n her behaviour towards Fanny. Indeed, Mary's 

r o l e as a s i s t e r does not impress us on account of her 

doubtful n a t u r e . Often she s t r i k e s us as rude and lacking 

i n manners, 

The sho r t and s i g n i f i c a n t verba l exchange between Mary 

and the Strange Gentleman produces huge l a u g h t e r . The source 

of in.uraouir i s her misunders tanding. However, t h e r e i s a 

d e f i n i t e development i n Mary's c h a r a c t e r . In the beginning 

Mary looks very rude and s c e p t i c a l . Gradual ly she becomes 

calm, q u i e t and p r a c t i c a l . 
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I n c i d e n t a l l y , some c r i t i c s th ink t h a t the c h a r a c t e r 

of Mary has been modelled on Dicken 's s i s t e r - i n - l a w Mary 

Hogarth who died unt imely. 

Fanny Wilson 

Dickens has sketched two s i s t e r s i n the play The Stranqe 

Gentleman. They are Mary and Fanny. Both the s i s t e r s 

lodge a t the same inn . The conversa t ion between Mary and 

Fanny shows t h e i r d i f f e r e n c e s . Mary i s somewhat d e s p o t i c 

and rude; Fanny i s pass ive , cool and s e n s i b l e . She i s a 

g i r l of ca l cu la t ing n a t u r e . Her power of reasoning i s 

p ra i se -wor thy . Her e l d e r l y q u a l i t i e s add a dimension t o 

^e r c h a r a c t e r . Despite Mary's rudeness , she never uses 

abusive words to Mary. 

Fanny i s Charles Tomkin's sweet h e a r t . I t may be 

pass ingly mentioned t h a t the play does not br ing t h i s 

aspec t under any sharp focus . I t i s l e a r n t from t h e i r 

conversa t ion t h a t they dote on each o t h e r . True, Fanny 

d i f f e r s from Tomkins on var ious i s s u e s . Fanny i s r a t i o n a l , 

Tomkins i s emotional . 

Though Fanny i s a r e a l i s t , she f e e l s fo r both Tomkins 

and the Strange Gentleman, She i s a v i c t im of misunder­

s tand ing between he rse l f and Charles Tomkins. This- mis ­

unders tanding c rea tes a humorous s i t u a t i o n . Her p r a c t i c a l 

sense i s in sharp c o n t r a s t to Tomkin's emotional 
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exiiberance. She i s , in s h o r t , a memorable face i n 

Dickens ' p o r t r a i t g a l l e r y . 

John Johnson 

John Johnson i s the smart- looking youngman who elopes 

with Mary and lodge temporar i ly at Mrs Noakes' inn as 

they run shor t of money. 

I t i s i n t e r e s t i n g t o note t h a t Mary exp la ins John 

Johnson as a 'harebra ined ' (15) and 'mad-cap swain* (15) . 

B a s i c a l l y , John Johnson i s a b i t rough and i n d i s c r e e t . He 

i s c r i t i c a l of the arrangement of the i n n . Though he i s 

somewhat haughty, he has a f ee l ing h e a r t as ev iden t from 

the following remark : 

JOHN, unfortunate man ! I t i s the second time 

to-day t h a t he has been the v ic t im of t h i s 

s t range delusion (2 8 ) . 

The Strange Gentleman behaves with John Johnson 

improper ly , yet he deeply f ee l s for him : 

JOHN. Poor fellow • His hopeless cond i t ion i s 

p i t i a b l e indeed. (Goes up)' (2 9) . 

Though not a humour c h a r a c t e r , he i s a t the nucleus of 

more than one humorous s i t u a t i o n . Consider the fol lowing 

defence of his r e l a t i o n s h i p with Mary ques t ioned by the 

S t range Gentleman : 
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JOHN. Legally sworn i n l S i r , t h a t i s an i n s o l e n t 

r e f l e c t i o n upon the temporary embarrassment 

which prevents our taking the marriage vows. 

How dare you to i n s inua t e - (19) . 

He i s thus an impressive c r e a t i o n of Dickens. 

J u l i a Dobbs 

In the play The Strange Gentleman a few women 

cha rac t e r s play s i g n i f i c a n t r o l e . Among them J u l i a Dobbs 

may be considered as the most a t t r a c t i v e . She appears 

on the s tage only in the second scene of the f i r s t Act 

although we hear of her before we see h e r . I t i s J u l i a 

who gives out the o r i g i n a l i d e n t i t y of the s o - c a l l e d 

s t range gentleman. The labor ious journey t h a t J u l i a under­

takes t o reach ' S t . Jones ' s Arms' (5) shows he r s t r e n g t h 

of mind and ser iousness of purpose. 

J u l i a Dobbs i s a c a l c u l a t i n g and wi t ty g i r l . The 

conversa t ion bettween the Mayor and J u l i a Dobbs throws 

ample l i g h t on her c h a r a c t e r . I t i s l e a r n t from the Mayor 

t h a t J u l i a i s an unfor tunate g i r l as her arranged marriage 

had broken up on account of unavoidable r e a s o n s . However, 

both f r iends begin t o t a l k t o each o the r about old happy 

days . This shows tha t J u l i a i s a good f r i e n d . 
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J u l i a has a s t rong h e a r t , t h a t i s why she never e a s i l y 

sur renders to anything. She judges every th ing i n the 

l i g h t of reason. J u l i a ' s plan to make the Strange G e n t l e ­

man l u n a t i c proves t h a t she i s r esource fu l enough. The 

r ecogn i t ion of her f a u l t s and consequent repentance . 

"Ohi S i r , - spare my f e e l i n g s - I d i d . - The horses were 

ordered and paid for ; and everything was ready* (weeps.) (3 8). 

marks the development of her c h a r a c t e r . 

J u l i a ' s acceptance of Mr Walker T r o t t as her husband 

r evea l s the he lp lessness of Vic to r i an women who had no 

choice but t o accept whatever came t h e i r way by a c c i d e n t . 

Mr Owen Overton 

The name of Mr Owen Overton, the Mayor of the town, i s 

f i r s t heard from the 'odd ' man who wishes t o convey the 

news of his d i s t r e s s t o the Mayor and pray for h i s i n t e r ­

v e n t i o n . So the Mayor came not only as an a d m i n i s t r a t o r 

bu t as a f r iend of J u l i a . 

The Mayor has met J u l i a on the way q u i t e a c c i d e n t a l l y , 

and come to know tha t she i s i n t r o u b l e . In order t o he lp 

her he asks Mrs Noakes t h a t she should do something for 

the b e n e f i t of J u l i a . But he i s more a f r i end than the 

town-admin is t ra to r . For the sake of f r i e n d s h i p he becomes 

p a r t i a l , when as a mayor he should be i m p a r t i a l . Indeed, 
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he is not very much competent as an administrator. He 

has neither the governing voice nor the strong personality, 

His power is enormous, yet his authority is nil. He 

prefers to steer through the middle course where there is 

hardly any risk. His approval of Julia's marriage is an 

example to it. 

The Mayer is a humour-character in the play. When 

Julia demands for repayment of borrowed money, Overton 

humorously says : 

OVERTON. Stay, Miss Dobbs, Stay. 

AS you say, we are old acquaintances, 

and there certainly were some small 

sums of money, which - which - (20) . 

This character is interesting and fine creation of 

Dickens. 

Charles Tomkins 

Charles Tcmkins is a spirited young boy. Fanny con­

veys her destination to him, Tomkins without delay 

reaches there following her information. Thus, Tomkins 

has been introduced to the spectators. It is interesting 

to note that Tomkins becomes emotionally involved with 

Fanny, though it has not been stated directly. This 

character possesses a soft Iheart in addition to his 

simplicity and sincerity. 
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Tomkins's shor t presence leaves a l a s t i n g impress ion 

upon our mind. He reaches the inn with a l o t of hope, bu t 

Fanny d isappoints him. Ins tead of g iv ing Tomkins wairm 

recep t ion , Fanny rece ives him c o l d l y . I t enrages Tomkins 

and he grows susp i c ious . This r e a c t i o n suggests t h a t 

Tomkins i s highly emotional . 

Tomkins i s aggressive i n love , while Fanny as a lov?er 

i s c o n s i s t e n t l y r a t i o n a l . The audience enjoys the humour 

which a r i s e s out of t h e i r c o n t r a s t , Tomkins's haughty 

a t t i t u d e may possibly be explained as pa r t of h i s r u s t i c 

n a t u r e . Many humorous s i t u a t i o n s a r i s e out of h i s mis­

unders tanding . Tomkins a n t i c i p a t e s one t h i n g , but th ings 

happen o therwise . This gives d e l i g h t t o the s p e c t a t o r s , 

F i n a l l y , i t i s worth not ing t h a t Tomkins i s a f ine 

c r e a t i o n of Dickens. His s h o r t b u t s i g n i f i c a n t appearance 

on the s tage not only pleas^i^us bu t adds a charm t o the 

p l a y . 

Chambermaid 

The chambermaid is one of those poor, neglected 

characters for whom Dickens had a natural sympathy. The 

chief function of this character is to guide visitors to 

their respective rooms and to look after their comfort. 

One may question : What is the use of such character in the 

play 7 The introduction of such characters gives a touch 

of realism to the social profile dramatised. 
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Humour 

Charles Dickens i s a master c r e a t o r of humour. As a 

w r i t e r he never forgot t h a t a r t i s p r imar i ly a source of 

amusement. Therefore h i s c h a r a c t e r s , s i t u a t i o n s and d i a ­

logues are soaked in humour though they never take us t o 

the unreal world of f an ta sy . 

In t h i s play he has employed a few comic -cha rac t e r s , 

The Strange Gentleman himself i s a humour-character . He 

looks l i k e a clown. His encounter with John Johnson and Tom 

has been humorously conceived. To some ex ten t Mrs Noakes 

i s a l so a humour-character. Mr Owen Overton, the Mayor, i s 

a l s o a humour cha rac t e r . His presence, u t t e r a n c e s and 

above a l l deal ings with o the r cha rac t e r s t i c k l e the audience, 

Wil l , the t h i r d wa i te r , i s a l s o a humour-character . Consider 

h i s funny d e s c r i p t i o n of the Strange Gentleman. Again, Tom 

Sparks i s a superb e n t e r t a i n e r . In f a c t , h i s sense of 

humour deserves spec ia l a t t e n t i o n . His verba l express ions 

may be r eca l l ed i n t h i s c o n t e x t . When the Strange G e n t l e ­

man wants t o know from him whether he i s a boot o r no t , 

he Says t h a t he i s " the head o* t h a t branch o ' the 

es tab l i shment" (13) . The s p e c t a t o r s a l so b u r s t i n t o 

l augh te r as Fanny and Mary meet John Johnson and the l a t t e r 

f e e l s t h a t ' i n s u l t ' may mar 'marr iage vows ' . In 

The Strange Gentleman Dickens has employed p ic tu resque 

landguage and made some unforge tab le s i t u a t i o n s which evoke 



laughter and fun. The old man, who is alleged to behave 

like a lunatic, is actually a man of perfect sensitivity. 

The plan itself is funny, and again the shifting scene is 

also full of fun. There are several incidents in the play 

produce situational humour. The scene where the old man 

bolts Mrs. Noakes inside to talk to her privately may be 

taken as an example of situational humour. Again, the way 

Julia and the Strange Gentleman try to conceal their 

identities is also full of fun. Most situational humour 

in this play emerge from either misunderstanding or mistaken 

identities. The mock serious verbal exchange between Mary 

and the Strange Gentleman is also a source of situational 

humour. Actually, Mary mistakes the Strange Gentleman for 

Lord Peter. This mistaken identity evokes laughter in our 

heart. 

An interesting aspect of Dicker^s dramatic use of 

verbal humour is the skill with which he creates a deli­

berate ambiguity which leads to all kind of confusion. 

Indirect use of words and phrases like 'the lady', 'her', 

'the other party' etc. are instances in point. We become 

aware of this ambiguous quality of the phrases when Mary 

meets the strange Gentleman as her sister's lover : 
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MARY I You have a r r i v e d a t t h i s h o u s e i n p u r s u i t of a 

young l a d y , i f I m i s t a k e n o t 7 

STRANGE GENTL.J:J1AN : You a r e q u i t e r i g h t ^ m a ' a r o ( A s i d e ) 

M y s t e r i o u s f e m a l e ! 

MARY : I f you a r e t h e g e n t l e m a n I ' m i n s e a r c h o f , you 

w r o t e a h a s t y n o t e a s h o r t t i m e s i n c e , 

s t a t i n g t h a t you would be f o u n d h e r e t h i s 

a f t e r n o o n . 

STRANGE GENTLEMAN : ( d r a w i n g b a c k h i s c h a i r ) . I - I - W r o t e a 

n o t e , ma 'ami 

MARY : You need k e e p n o t h i n g s e c r e t f rom me. S i r . I 

know a l l . 

STRANGE GENTLEMAN ( a s i d e ) . T h a t v i l l a i n . B o o t s , h a s 

d e t r a y e d me 1 Know a l l , ma 'am ? 

MARY : E v e r y t h i n g . 

STRANGE GENTLEMAN ( a s i d e ) : I t m u s t b e s o . S h e ' s c o n s t a ­

b l e ' s wife^iyj. 

MARY : You a r e t h e w r i t e r of t h a t l e t t e r . S i r ? I 

t h i n k I am n o t m i s t a k e n . 

STRANGE GENTLEMAN t You a r e n o t ^ m a ' a m ; I c o n f e s s I d i d 

w r i t e i t . What was I t o do^ma ' am ? C o n s i d e r t h e 

s i t u a t i o n i n which I was p l a c e d , 

MARY : I n y o u r s i t u a t i o n , you h a d , a s i t a p p e a r s t o me, 

o n l y one c o u r s e t o p u r s u e . 
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STRANGE GENTLEMAN. You mean t h e c o u r s e I a d o p t e d ? 

MARY. • U n d o u b t e d l y , 

STRANGE GENTLEMAN : I am v e r y happy t o h e a r you s a y s o , 

t h o u g h of c o u r s e I s h o u l d l i k e i t t o be k e p t a s e c r e t . 

MARY. > Oh, of c o u r s e . 

STRANGE GENTLEMAN (Drawing h i s c h a i r c l o s e t o h e r , and 

s p e a k i n g v e r y s o f t l y ) . W i l l you a l l o w me t o a s k y o u , 

w h e t h e r t h e c o n s t a b l e s a r e d o w n s t a i r s ? 

MARY. » ( S u r p r i s e d ) , The c o n s t a b l e s I 

STRANGE GENTLEMAN i B e c a u s e i f I am t o b e a p p r e h e n d e d , I 

s h o u l d l i k e t o have i t o v e r . I am q u i t e r e a d y , i f 

i t m u s t b e d o n e . 

MARYx » No l e g a l i n t e r f e r e n c e h a s b e e n a t t e m p t e d . T h e r e i s 

n o t h i n g t o p r e v e n t y o u r c o n t i n u i n g y o u r J o u r n e y t o 

- n i g h t , 

STRANGE GENTLEMAN : Bu t w i l l n o t t h e o t h e r p a r t y f o l l o w ? 

MARY I ( L o o k i n g d o w n ) . The o t h e r p a r t y , I am c o m p e l l e d 

t o i n f o r m y o u , i s d e t a i n e d h e r e b y - b y w a n t of f u n d s . 

STRANGE GENTLEMAN ( s t a r t i n g up) : D e t a i n e d h e r e by w a n t of 

f u n d s I H u r r a h J H u r r a h 1 I h a v e c a g e d h im a t l a s t . 

I ' m r e v e n g e d f o r a l l h i s b l u s t e r i n g and b u l l y i n g , 

T h i s i s g l o r i o u s t r i u m p h , h a , h a , h a 1 I h a v e 

n a i l e d him - n a i l e d him t o t h e s p o t '.(fSi). 
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The C r i t i c a l Estimate 

The Strange Gentleman i s a s t range concoct ion indeed . 

The well-worn machinery of farce can be de t ec t ed r a t t l i n g 

and squeaking and the number of "as ides" i s p r o d i g i o u s . 

Harley has one explanatory so l i l oquy of over 5 00 words, 

another of 2 00 words, and so on. I t says much for h i s a r t 

t h a t he ca r r i ed the ro le so w e l l , AS the very f i r s t of 

Dickens 's plays t o be put on a t a publ ic t h e a t r e , the c a s t , 

as p r i n t e d , i s worth p rese rv ing , i f only as a museum p i e c e , 

The cons tant r e p e t i t i o n of the "St James's Arras" a f t e r the 

d e s c r i p t i o n of each cha rac t e r works as though i t were 

in tend as ciimulative reminder of the t h e a t r e i t s e l f - a 

"psychological adver t isement ." 

Although, t e c h n i c a l l y the play may not be s t r i c t l y 

c a l l e d a b u r l e t t a , i t i s f u l l of Dickensian hximour. The 

most important comic device employed by Dickens i n t h i s 

play i s mistaken i d e n t i t y . Both J u l i a and Owen Overton 

mistake The Strange Gentleman as Lord P e t e r and th ink him 

to be an extremely pass ionate man. They th ink t h a t Mr 

Tro t of The Strange Gentleman i s only a d i sguished name 

of Lord P e t e r . 
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J u l i a ' s plan t o ask Lord Peter t o play the Lunat ic 

i s j u s t the thing required for the humorously p a t h e t i c 

s i t u a t i o n of Mr Trot whose most o r i g i n a l and t r u e s i n c e r i t y 

i s regarded by overton as an e x c e l l e n t performance. He 

considers i t as an express ion or r e a l ' p a s s i o n ' and an 

admirable ' Joke ' in i t s e l f , Noakes who i s a c t u a l l y made t 

be l i eve t h a t t h i s Strange Gentleman i s mad c o n t r i b u t e s t o 

the homour of s i t u a t i o n with her exclamation i 

o 

MRS NOAKES (R.H.) . Poor dear ! Mad people always 

th ink other people mad (2 7) . 

The humour i s fu r the r i n t e n s i f i e d by the Strange Gentleman's 

appeal to the Mayor t o secure the one-eyed boots which 

the Mayor construes as a h in t foi: being sen t t o h i s bed 

room : 

STRANGE GE.N3LEMAN. Mr. Mayor, I c a l l upon you t o 

i s sue your warrant for the i n s t a n t confinement 

of t h a t one-eyed Orson i n some place of 

s ecu r i t y (2 8) . 

Another aspect of the hximour of s i t u a t i o n i s c l e v e r l y 

exp lo i t ed by Dickens through h i s s e t t i n g . Room No. 23 i s 

Strange Gentleman's bed room and one i s made aware of h i s 

presence ins ide by h i s pa i r of boots ly ing a t the door . 

Fanny i s under the impression t h a t they are Charles Tomkins's 

b o o t s . Tomkins on the o the r hand has not iced the p a i r of 
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boots a t the entrance of the Room No. 2 3 and he suspects 

t h a t h is r i v a l whom he supposes t o be Fanny 's lover must be 

s leep ing in the same Room No. 23 and h i s confusion becomes 

worse confounded when he no t i ces another p a i r of boots ou t ­

s ide Room No. 24f the Room where Mary's lover John Johnson 

has put up. 

I t i s evident t h a t the coincidences a r i s i n g out of the 

a r r i v a l of th ree s e t s of people a l l p lanning t o ge t Gre tna 

green has been dramat ica l ly exp lo i t ed t o the ex ten t t h a t a l l 

the people are confused. I t i s fo r t h i s reason t h a t the 

has ty note which Fanny rece ives from Tomkins and the mys­

t e r i o u s note which J u l i a has asked Lord Pe t e r to wr i t e 

have both been confused with the Strange Gentleman's 

anonymous l e t t e r . The confusion with " the o ther par ty" i s 

b e s t seen in the conversa t ion between The Strange Gentleman 

and Overton : 

bTRANGE GKNTLEMAN. I thought I was managing properly. 

I understood the o the r pa r ty was de ta ined h e r e , 

by want of funds. 

OVERTON : Want of fundsl The re ' s no want of funds i n 

t h a t q u a r t e r , I can t e l l you. 

STRANGK GENTLEMAN : An' t t h e r e , though ? 

OVERTON : Bless you, no. Three thousand a yearl - But 

who to ld you t h e r e was a want of funds ? 
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STRANGE GENTLEMAN : Why, she d i d . 

OVERTON : Shei you have seen h e r t h e n ? She t o l d me 

you had n o t . 

STRANGE GENTLEMAN : Nonsense; d o n ' t b e l i e v e h e r , she 

was i n t h i s v e r y room h a l f an hour ago . 

OVERTON : Then I must have mi sunde r s tood h e r , and you 

must have m i s u n d e r s t o o d h e r t o o . - But t o 

r e t u r n t o b u s i n e s s . Don ' t you t h i n k i t would 

keep up appea rances i f I had you put under some 

r e s t r a i n t . 

STRANGE GENTLEMAN : I t h i n k i t would . I am v e r y much 

o b l i g e d t o you ,.«« (2 4). 

Humour a l s o s p r i n g s n a t u r a l l y when Over ton t r i e s t o 

p u t t h e S t r a n g e Gentleman under r e s t r a i n t f o r f e i g n e d 

m a d n e s s . The S t range Gengleman t a k e s i t t o be an e x c e l l e n t 

r e s p o n s e t o h i s anonymous l e t t e r s e n t t o O v e r t o n . The en t i j r e 

s i t u a t i o n becomes cha rged wi th r o l l i c k i n g fun when t h e 

S t r a n g e Gentleman i s a g a i n confused : 

SRANGE GENTLEMAN. Y e s - Y e s - I s a y , what a q u e e r room 

t h i s i s of m i n e . Somebody has been t a p p i n g a t 

t he wal l f o r t h e l a s t h a l f h o u r , l i k e a whole 

f o r e s t of wood«peckers . 
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OVERTON. D o n ' t you know who t h a t was ? 

STRANGE GENTLEX-iAN. N o . 

OVERTON. The o t h e r p a r t y . 

STRANGE GENTLEMAN ( a l a r m e d ) . The o t h e r p a r t y 1 

OVERTON. To be s u r e - The o t h e r p a r t y i s g o i n g 

w i t h y o u . 

STRANGE GENTLEMAN : G o i n g w i t h me I - I n t h e 

same c h a i s e i ( 3 6 ) . 

The above i l l u s t r a t i o n s b e a r t e s t i m o n y t o D i c k e n s ' s 

s u p e r b c r a f t s m a n s h i p . I n d e e d , he i s n o t o n l y a h u m o r i s t 

b u t a c r e a t o r of i n n o v a t i v e p l o t s and s i t u a t i o n s . 



CHAPTER - II 

THE VILLAGE COQUETTES 
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The Vil lage coquettes 

H i s t o r i c a l Background : 

I t goes beyond doubt and debate t h a t around 183 7 the 

S t . James's t hea t r e was under the management of the famous 

s inger / John Braham. He was s u f f i c i e n t l y impressed by the 

young d ramat i s t to sponsor two more of h i s works. The f i r s t 

of which was The Vi l lage Coquet tes , a comic opera with 

music by John Hullah. I t was f i r s t performed on December 6, 

1836 and was well r ece ived . Richard Heme Shepherd, the 

f i r s t e d i t o r of Dickens 's P lays , wrote t h a t no English 

musical piece equal to The v i l l a g e coque t tes had appeared 

s ince Sher idan ' s The Duenna. Truly, the work-man l i k e 

unfolding of the ac t ion and the charm of the dialogue were 

excep t iona l i n an English l i b r e t t o of the e a r l y n ine teenth 

cen tu ry . 

"The book of The V i l l age Conquettes was published in the 

fol lowing year , 1837 by Ben t l ey ' s i n pamphlet form and 

we s e e , i n Dickens 's p re face , how g r a t e f u l he f e l t for 

•the way in which i t had been presented.** 

1, Frank Dubrez Fawcett , "Dickens as Playwright" i n 
Dickens The Dramatis t on Stage , Screen and Radio. 
London i W.H. Al len, 1922. 24 
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Story Outline 

John Maddox and h i s men begin t o r e j o i c e with dr ink 

a f t e r reaping and packing corn sheaves . Mar t in en t e r s and 

embi t te r s the whole s i t u a t i o n . As he i s John Maddox's 

f r i end , Maddox cuts a joke at him, bu t Mar t in responds t o i t 

q u i t e amazingly. Martin hu r t s Maddox by reminding of h i s 

worth and p o s i t i o n . However, Maddox admits i t and the 

s i t u a t i o n c o o l s . In the meantime Squire and h i s accomplice 

making the sound of f i r e reach t h e r e . Old Benson, Norton 's 

o l d e s t r e l i a b l e a t t endant and Lucy a l s o come to a t tend them. 

Squire and Falm f a l l i n love a t the f i r s t s i g h t . They 

begin to cour t both Rose and Lucy. Rose i s a t t r a c t e d by the 

smartness of Flam. I t i s only f l i r t a t i o n . Rose t e l l s 

Maddox. Lucy from the beginning ob jec t s t o i t . In course 

of time Martin meets old Benson and r e p o r t s a g a i n s t Lucy 

and Rose. He a l so informs him about the doubt fu l r e l a t i o n ­

sh ip between Lucy and Squ i r e , and Rose and Flam. But old 

Benson s t rongly be l i eves t h a t Lucy and Rose could not do 

such t h i n g . Benson f e e l s ashamed and a g i t a t e d . On the o the r 

hand. Squire being r e j e c t e d by Lucy becomes i n f u r i a t e d and 

orders old Benson t o leave the f i rm. B e s i d e s , Squire scolds 

Benson, though the former cons iders Benson 's long helps and 

c o n t r i b u t i o n s t o the f ami ly . Flam, the crude person plans 

t o somehow l i f t Rose from the Ba l l h a l l . He fash ions a p lo t 

and d i s c l o s e s the way of h i s funct ioning t o Mar t i n . E a r l i e r 

Maddox proved unbearable t o Flam but Mar t in by cunning 
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behaviour p leases Flam and gains both h i s t r u s t and b e l i e f . 

The r e s u l t i s the d i s c lo su re of the p lan t o young Benson, 

Edmunds and John Maddox. They a l l beccxne c a u t i o n s . when 

Lucy hears t h a t Squire has ordered them t o leave the farm, 

she f ee l s r e a l l y sorry because the whole family i s i n 

t roub le on account of h e r . So she again r e t u r n s t o Squire 

and t e l l s him t h a t she i s ready t o obey h i s wishes . By t h i s 

time S q u i r e ' s good senses develop and he , t o o , r e a l i z e s h i s 

f a u l t s . A repentant Squire assures Lucy t h a t they ought not 

t o leave the farm. But Flam does not change. On the 

ba l l - day everybody appears in the h a l l . Edmunds and Maddox, 

keep close eyes on Rose and Lucy. Everything goes very 

joyously and smoothly. Suddenly a scream i s heard and i t 

comes from ou t s ide , probably from the garden. All rush 

towards the garden and the t r u t h i s r e v e a l e d . I t i s Flam 

who i s caught red handed with Lucy i n h i s arms. Then Lucy-

was in unconscious s t a t e . Gradual ly she irecovers. Flam i s 

scolded and punished. With the exposure of the V i l l a i n and 

the v i l l a i n y the play ends h a p p i l y . At the end Maddox i s 

given land t h a t he ightens him to the p o s i t i o n of Mar t in . 

Edmunds ge ts Lucy and the play ends with a chora l song. 
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J o h n Maddox 

J o h n Maddox, a f a r m e r cum v i l l a g e r , i s s e e n i n t h e c a r t 

wh ich i s f i l l e d i n w i t h c o r n s h e a v e s . I n t h e s t a g e d i r e c ­

t i o n t h e d r a m a t i s t i d e n t i f i e s Maddox a s a t t a c h e d t o R o s e . 

C l o s e and i n t i m a t e s c r u t i n y of t h e c h a r a c t e r shows J o h n h a s 

t h r e e i d e n t i t i e s : F a r m e r , L o v e r and F r i e n d . 

R e a l l y , F a r m e r Maddox i s a f i n e c r e a t i o n of D i c k e n s , 

He p o s s e s s e s some e s s e n t i a l good q u a l i t i e s . He i s a c t i v e , 

h a r d w o r k i n g and a g r e e a b l e . I n him b o l d n e s s c o m b i n e s w i t h 

t e n d e r n e s s . Bu t he h a s no l a n d and c o t t a g e i n h i s p o s s e s s i o n . 

The f a r m e r J o h n l o o k s v e r y u p r i g h t , v o c a l and d o m i n a n t . 

J o h n n e v e r works a t t h e f i e l d by h i m s e l f , he o n l y r e v i e w s 

t h e w o r k i n g s : 

JOHN. Wel l d o n e , fny l a d s , . . . d o me good i n t o 

t h e b a r g a i n . T h a t ' s r i g h t , my l a d s , s t o w t h e s e 

s h e a v e s away, b e f o r e t h e s u n g o e s down (45) . 

J o h n h a s a t r u e p r o t e s t i n g s e l f a l s o . He o p e n l y c h a l l e n g e s 

F l am : 

JOHN . . . I o u g h t n ' t t o make j o k e s t i l l I a r r i v e , 

l i k e y o u , a t t h e d i g n i t y of a s m a l l p i e c e of g r o u n d 

and a c o t t a g e ; b u t I m u s t l a u g h a t a j o k e s o m e t i m e s (46) . 

He h a s a t e n d e r h e a r t ; 

JOHN . . . b u t t o my t h i n k i n g I n e v e r saw t h e h e d g e s 

l o o k s o f r e s h , t h e f i e l d s s o r i c h o r t h e o l d h o u s e 

s o p r e t t y and c o n f o r t a b l e , as t h e y d o t h i s m o r n i n g , 

I t ' s f a n c y t h a t , G e o r g e - a n ' t i t ? ( 7 7 ) . 
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Poverty and misery never make him mean. Rather the ' i n s u l t ' 

and ' n e g l i g e n c e ' , which he , time and again , r e c e i v e s , 

make him emotional . Thus, he becomes an embodiment of the 

s p i r i t of the country. The d i s t i n c t i o n between Mart in and 

him i s well e s t a b l i s h e d . John does not know how to speak. 

Therefore, h i s jokes offend Mar t in . 

In f a c t , most of Dickens ' s cha rac te r s are hvunanized. 

This John i s no except ion . Therefore , John f e e l s r e a l 

sorrow when he comes t o know t h a t old Benson has t o leave 

the Farrr. by s q u i r e ' s o r d e r . He th inks t h a t farm i s a place 

of so lace , happiness and i n s p i r a t i o n . So he i s shocked a t 

the news. His free and frank nature adds a new dimension 

t o the c h a r a c t e r . Urban s o c i e t y cannot s p o i l h i s bas ic 

goodness. When Flam asks him t o leave the place for h i s 

s e l f i s h ends, John makes Flam understand t h a t i n a public 

place he can wai t without o t h e r ' s permiss ion . Sense of 

g r a t i t u d e i s another s t r i k i n g f ea tu re of h i s c h a r a c t e r . 

Edmunds of fers him a co t t age and a land, which means s o c i a l 

r ecogn i t ion and John ever remains g r a t e f u l . AS a f r i end , 

John i s j o l l y . Divisions and s u b - d i v i s i o n s of a soc ie ty are 

i n s i g n i f i c a n t t o hira. John i s Rose 's l o v e . He i s l o g i c a l , 

r e s p o n s i b l e , upr ight and c a u t i o u s . In love he looksjmore 

l i k e a guardian than a l o v e r . Maddox has a deep sea ted 

f a i t h i n Rose. Therefore Mar t in f a i l s t o d i s t u r b John 's 

love for Rose, John having known Rose's r e l a t i o n with 
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Flam simply says : 

JOHN. Tha t ' s jus t the very advice i would give you, 

Rose; do you go away, i f you d o n ' t want t o 

be ruined (56). 

Here l i e s the d i s t i n c t i o n between John Maddox and 

common l o v e r s . Such cons ide ra t ions i nd i ca t e broadness of 

h i s mind. Mark how he excuses Rose's a l leged weakness for 

Flam : 

JOHN. You mean Mr. Flam ? Ahl i t ' s a bad 

bus ine s s , a l t o g e t h e r ; but s t i l l t he re are 

some excuses t o be made for a Young country 

g i r l , who has never seen a town gentleman 

before , . . . (78) . 

AS a lover John i s hones t and s ince and holds t h a t 

a hea l thy r e l a t i o n waits on mutual admirat ion and 

r e s p e c t . 

John i s a country man. He may not have e x t e r n a l 

s o p h i s t i c a t i o n and handsome appearence, but he i s l abo­

r i o u s , and r e spons ib le . He always conscious of h i s 

l i m i t a t i o n s a l s o , 

The play i s an over t c r i t i c i s m of the feuda l soc ie ty 

and John Maddox voices Dickens ' s p r o t e s t a g a i n s t the norms 

of the s o c i e t y . John r ep re sen t s the have-nots who are 

supposed to be b l ind ly obey t h e i r l o r d s . But on s e v e r a l 
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occasions we find John s t rong ly a s se r t i ng h i s p e r s o n a l i t y . 

Although he evinces ox- l ike obs t inacy , when he i s 

i n s u l t i n g l y ca l l ed 'o)C' he bold ly p r o t e s t s : 

JOHN,Ox! who do you c a l l Ox? Maddox i s my name (51) . 

John begins as an ordinary farmer and ends with the 

possess ion of a piece of land and a c o t t a g e . This poss ibly 

i s symptomatic of the g r ea t change t h a t was coming over 

the s o c i a l order towards the middle of the 19th cen tu ry . 

Martin Stokes 

Mart in Stokes i s a scheming mischief maker and a 

h y p o c r i t e . Dubiousness i s the keynote of h i s n a t u r e . His 

r e f r a i n (Mudradosh) ' c a p i t a l custom' i s a c t u a l l y a mask 

t h a t he puts on when he i s i n a l i g h t mood. But c lose 

scjTutiny revea ls t h a t he does not use the r e f r a i n when 

he i s s e r i o u s . I t i s a l s o absen t , when he i s e x c i t e d , 

This ambivalence i s a l s o r e f l e c t e d i n h i s double deal ing 

with Flam. 

Mart in Stokes i s a small farmer and keeps a large 

c i r c l e of f r iends and has an access t o the upper s o c i e t y . 

Indeed, M a r t i n ' s s tory has a d i f f e r e n t s t r a n d bu t through 

s eve ra l i n c i d e n t s , c o i n c i d e rices and chances Dickens r e l a t e s 

t h i s t o the main s t ream. On every occasion i t i s he who 

c o r r u p t s the charac te r he comes in con tac t w i t h . Martin 
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i s a snob as i s e v i d e n t from t h e f o l l o w i n g speech a d d r e s s e d 

t o John Maddox : 

MARTIN. 

H a l l o , J o h n , h a l l o i I have o f t e n t o l d you b e f o r e , 

Mr. Maddox, t h a t I d o n ' t c o n s i d e r you i n a 

s i t u a t i o n of l i f e which e n t i t l e s you t o make j o k e s , 

f a r l e s s t o laugh a t ' e m . I f you must make a J o k e , 

do i t so lemnly , and r e s p e c t f u l l y . . . (46) 

M a r t i n i n s u l t s even r o s e : 
MARTIN... 

"where i s your s w e e t h e a r t . Rose? - An*t h e r wa lk ings 

and g i g g l i n g s , and w h i s p e r i n g s , and s i m p e r i n g s , 

wi th t h e S q u i r e ' s f r i e n d , Mr. S p a r k i n s Flam, 

t h e t a l k of t h e whole p l a c e ? Noth ing wrong t h e r e -

eh ?• . . . (47) 

He poisons her mind saying , "Mr, Flam intends at ten o* 

clock, this very night ... by force, in secret ... 

to carry off,against her will, and elope with Miss 

Rose" (83). 

Though he has a lame excuse for this misdeed ; 

MARTJN*«• always thinking of the welfare of those I 

like best, and very seldom receiving any gratitude 

in return (48) . 

Mart in should not do t h i s because he i s wel l aware of 

Rose 's involvement with John. I t s i g n i f i e s h i s i l l na ture 
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Benson : 

MARTIN^̂ ^ d o n ' t you think t h a t i l l - n a t u r e d people may 

say t h e r e ' s something wrong i n the frequency of 

the S q u i r e ' s v i s i t s here? (59). 

Thus, Martin spo i l s a l l the r e l a t i o n s . However, he ha l f -

redeems himself when he r e a l i z e s h i s f a u l t and begs 

pardon i 

MARTIN (running forward) , So have I I So have 

I I I have done h i s honour wrong, and I hope 

h e ' l l forgive me too (80 ) . 

When Mart in convinces Flam t h a t he has cut off the 

r e l a t i o n with Benson, Flam d i s c l o s e s h i s p l a i n . This 

i n t e l l i g e n c e which adds a new dimension t o the c h a r a c t e r 

s e t him apart from the common run of farmers , 

Another s t r i k i n g fea tu re of h i s c h a r a c t e r i s h i s craze 

fo r the c i t y which eventua l ly makes him an urbanized 

farmer, 

I t i s i n t e r e s t i n g to note here the human c o n t r a d i c ­

t i o n s t h a t e x i s t i n Mar t in ' s c h a r a c t e r . He loves the c i t y 

though he represen t s the coun t ry . Mar t in i s an immature 

p l o t t e r who s t i l l has some e s s e n t i a l goodness i n h i s 

c h a r a c t e r , xhus Martin i s a r e a l i s t i c c r e a t i o n of Dickens. 
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Rose 

Apparently rose i s one of the v i l l a g e c o q u e t t e s . 

But i s she r e a l l y a f l i r t ? 

In the dramatis personae Dickens has shown Rose as 

John 's dea r . But Rose h e r s e l f can hardly r e s i s t the 
M 

temptation of Flam as she admits,,, I wish Mr. 

Mr. Flam would come, for I will own, notwithstanding 

what graver people may say, that I enjoy a little filtra­

tion as any one "(54) , 

Like a rose, she atttracts and entraps. John sums 

up "A great deal more like a monthly one, constantly 

changing,and gone the moment you wear it" (55). So 
it seems that she is one of the flirts mentioned in the 

title. 

However, we w i l l do i n j u s t i c e t o the c h a r a c t e r by 

br ing ing such in fe rence . Though John misunderstands h e r , 

Rose always remains devoted t o him. She i s worried 

about h i s we l l -be ing . When he i s i n danger of a t t a c k , 

she c r i e s out i n fear » "Oh, pray d o n ' t h u r t him,— pray 

d o n ' t . Go awa/ you s t u p i d c r e a t u r e , i f you d o n ' t want 

t o be m i n e d . " (56) . 

C r i t i c s may c i t e some examples to blacken h e r , ye t a 

c lose s c r u t i n y shows t h a t she i s a s ince re lover al though 

as a poor woman she for sometime i n c l i n e d towards the 

wealth and prospect of Flam. Her a f f a i r with Flam i s 
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only i n c i d e n t a l . Flam leads her to s u f f e r i n g . Yet she 

does not p r o t e s t and endures every t o r t u r e dumbly. I t i s 

she who consoles Lucy in time of her need : 

ROSE.Rise, dear Lucy, r i c e ; You s h a l l not kneel before 

The t y r a n t who dr ives us away (58) . 

There are a lso seve ra l occasions where Rose i s s i n ­

g u l a r l y a s s e r t i v e . Actual ly , John i s Rose 's love , but Flam 

makes love t o h e r . Rose's doubtful r e l a t i o n with Flam 

generates the dramatic c o n f l i c t . F i n a l l y a l l ends with a 

happy note when she i s wedded to John. Rose-Maddox r e l a ­

t i o n i s highly s i g n i f i c a n t i n the play^ for i t impl ies 

t he supremacy of the country over the c i t y . Since Flam 

rep resen t s the c i t y , the r e j e c t i o n of Flam i s a symbolic 

r e j e c t i o n of urban v a l u e s , 

Thus Rose has a s i m p l i c i t y and innocence which can 

hard ly be missed. On u l t ima ta a n a l y s i s she i s c e r t a i n l y 

not a conquette out s tands up r igh t and makes f a l s e a l l 

apprehensions regarding her moral s t a t e , 

Squi re Norton 

Squire Norton i s the r e p r e s e n t a t i v e of a p a r t i c u l a r 

c l a s s , namely the r i c h . His nature as a land lord or as a 

feudal lord has been h i g h l i g h t e d . He c a r e s l i t t l e for 

s o c i a l and moral v a l u e s . So, he f e e l s no shame i n proposing 
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t o Lucy, planning to car ry he r off and t h r e a t e n i n g Benson. 

Not only t h a t he a l so seduces Lucy : " Deserve i t 1 

you do yourself an i n j u s t i c e , Lucy. No; r a t h e r 

l e t me zremove you from a house where you w i l l su f fe r 

nothing but persecu t ion , and confer upon you a t i t l e 

which the proudest lady i n the land might 

wear" - . (6 3) . 

He misbehaves with Benson who i s i n t h e i r old and t r u s t e d 

man • " V i l l a i n i q u i t my house, t hen . This farm i s mine lYou 

and yours sha l l d e p a r t from under i t s roof, 

before the sun has s e t to-morrow'(Benson s inks i n t o 

a c h a i r i n c e n t r e , and covers h i s face with h i s 

hands. (67) . 

This shows his e v i l n a t u r e . One may take Squire as a 

t y p e - c h a r a c t e r , but in f a c t , he i s not s o . He i s q u i t e a 

complex c h a r a c t e r . 

I t seems Squire has two a s p e c t s , good and bad . On the 

one hand he i s crooked. The song sung by Squi re po in t s 

t o t h i s • " The honour, which t o them was l i f e , 

Throbs i n no bosom now; I t only g i l d s the gambler 's 

s t r i f e . Or decks the wor th less vow"(63) . 

On the o ther he has c e r t a i n q u a l i t i e s which redeem 

h i s v i l l a i n o u s na tu re . Once Squire r e c e i v i n g the i n s u l t i n g 

def iance of old Benson, extends the l ease and admits 
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"wrong as I know I have been, I would rather that the 

first concession came from him" (70) . And again, "Nor 

will I. He shall not leave the farm, if I myself implore, 

and beg him to remain" (70). Again, when he learns the 

actual relationship between Lucy and Edmunds, he 

voluntarily withdraws. Thus he gradually corrects him­

self. At the end of the play Squire emerges as a changed 

man. The villagers are now 'honest people* to him and 

he takes pride in the fact that his tenants are honest : 

SQUIRE .Flam, you know these honest people ? all tenants 

of my own" (51) . 

The main thrust of the play is to affirm the 

values of country. Squire with the essential goodness 

realizes this : 

"A country life without the strife/A.nd noisy din 

of town,/Is all I need, I take no heed/Of splen­

dour or renown" (77) . 

This song gives a pastoral touch to the texture of 

the drama. 

Sparkins Flam 

Sparkins Flam is a 'friend' of Squire Norton. 

Flam is rustic. There is no sophistication and politeness 

in his utterances. His intentions are sinister, 
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a t t i t u d e haughty, ca r r i age proud. Flam's c h a r a c t e r 

develops through a s e r i e s of i n c i d e n t s . He meets 

Martin Stokes f i r s t and f e e l s s a t i s f i e d because the 

l a t t e r agrees to h i s sugges t ion . But John r a i s e s voice 

aga ins t Flam's a r b i t r a r y a c t i v i t i e s and makes Flam 

enraged. Flam does not h e s i t a t e abusing John as a 

" p o e t i c a l caul i f lower" (55) and " r e j e c t e d c u l t i v a t o r ?" 

(55) Flam i s a product of c i t y c u l t u r e where Mammon-

worship i s r e s p e c t a b l e . Like most u r b a n i t e s he i s a 

double d e a l e r . He pretends t o be p a s s i o n a t e l y i n love 

with Rose : 

'T is t r ue I 'm c a r e s s ' d by the wi t ty^/The 

envy of a l l the f ine beaux / The poet of the 

cou r t and the c i t y , / But s t i l l I 'm the lover of 

Rose (58) . 

In f a c t , the re are o ther r e fe rences to h i s mal ic ious 

n a t u r e . Flam rouses S q u i r e ' s i n t e r e s t i n Lucy for 

m a t e r i a l ga in . He i s f u l l of cunning mech ina t ions . Like 

l ago he can smile and smile and s t i l l be a v i l l a i n . 

Mark the tone of ban te r i n the fo l lowing v i t u p e r a t i v e : 

FLAM. AS I l i v e , i t ' s the 0x1 - r e t i r e . Ox, t o your 

p a s t u r e , and d o n ' t rudely d i s t u r b the cooing 

of the doves. Go and g r a z e . Ox i (55) . 
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Flam begins as a loyal friend cum accomplice of 

Squire and, gradually his hypocritical nature is 

revealed. What is 'disgrace' to others is 'drollery' 

to him. Finally everybody sees through him and his 

villainy is exposed. 

Old Benson 

Old Benson i s an honourable t e n a n t of Squire Norton. 

He i s p r a c t i c a l l y presen t throughout the p l ay . On the 

su r f ace , he i s a meek, p o l i t e and well meaning t e n a n t . 

His soberness makes him shy : 

BENSON. Not a mer i t of r e c e i v i n g , nor a b o a s t of 

re fus ing i t ; bu t a man i n hximble s t a t i o n 

should be cau t ious how he r e c e i v e s favours from 

those above him, which he never asks and can 

never r e t u r n _ . . (49) . 

In the play we see Benson i n t h r e e d i f f e r e n t r o l e s j 

a t e n a n t , a f a t h e r and a farmer. As a t enan t he i s 

c o - o p e r a t i v e , not d i s t u r b i n g . His f a t h e r l y a f f e c t i o n 

touches our h e a r t s . I t i s h i s c l eve rnes s t h a t prevents 

Flam from ru in ing the r e l a t i o n s h i p between Lucy and 

Edmunds, Benson i s always aga ins t fa lsehood and t r i c k . 

I t i s h i s s i m p l i c i t y t h a t lends force t o h i s words and 

he c a r r i e s conv ic t ion when he says : 

BENSON.They l i e I Her b r e a s t i s pure and innocent 1 
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Her soul is free from guilt; her mind from blemish, 

They lie ! I'll not believe it (60). 

He sharply reacts to Martin's words 'who dares suspect 

my child ?' He does not hesitate to tell Squire : 

BENSON. Calm 1 - Do you know that from infancy I have 

almost worshipped her, fancying that I saw in 

her young mind the virtues of a mother, to whom 

the anguish of this one hour would have been worse 

than death 1 Calm ! - do you know that I have a 

heart and soul within me, or do you believe that 

because I am of lower station, I am a being of a 

different order from yourself, but that Nature has 

denied me thought and feelingi (66). 

Simplicity is his forte and his personality commands the 

respect even of Squire. Benson is a sharp contrast to tricky 

Flam. He sounds like the mouthpiece of Dickens when he 

says : 
BENSON-

« . . . a farmer . . . I care not f o r your long pedigree 

of ances to r s , - my f o r e f a t h e r ' s made them a l l . 

Here, neighbours, f r i ends1 . . . Here t h i s , hear 

t h i s I your landlord , a h igh-born gentleman, 

en te r ing the houses of your humble fa rmers , and 

tempting t h e i r daughters t o d e s t r u c t i o n ! " ( 6 6 ) 

Old Benson's a l l e g a t i o n a g a i n s t squ i r e voices the 

f ee l ings of the farmers a g a i n s t t he f e u d a l i s t i c system. 

The weakness of Benson i s t h a t he i s not r a t i o n a l i n the 
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true sense of the term. If he were rational, he ought 

not to have believed in Martin regarding this comment on 

Lucy. To sum up it can be said that Benson is a good 

tenant and responsible father. He begins as a docile and 

acccxnmodative tenant, but ends as a wounded father. His 

sufferings as a hapless faxrmer has been represented through 

the inexpressible hardships of his daughter. There is a 

definite development in the characters. Primarily, Benson 

curses Norton Squire because the latter is responsible 

for his miserable condition. Again, Benson forgives Squire 

because Norton helps a lot after realizing his own fault. 

This forgiving is a sign of development. Besides, Benson 

had a critical eye. At the beginning men like Squire and 

Flam receive respect for him. But as soon as he sees through 

their true nature, he judges them properly and is on his 

guards, 

Lucy Benson 

Lucy Benson i s the second woman c h a r a c t e r i n t h i s p lay . 

She i s a g i r l from a poor farmer ' s fami ly . She has a f ine 

sense of s e l f - r e s p e c t . When she cance l s S q u i r e ' s p roposa l , 

she i s d i r e c t e d t o leave the farm soon. Advers i ty forces her 

t o marginal ly surrender t o Nor ton 's w i l l , Lucy s u f f e r s but 

never breaks down. I t i s hard t o f ind Lucy's weakness fo r 

S q u i r e , C o n t r a r i l y Lucy pays r e s p e c t and honour t o Edmund. 
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What i s s t r i k i n g about Lucy's love i s r e s t r a i n t . As a 

lover she i s honest and t r u t h f u l . Therefore , she can 

s ing : 

Love i s not a fee l ing t o pass away, 

Like the balmy b rea th of a summerday (50) . 

She i s poor and has always a sense of f e a r and so 

she does not allow Edmund t o take t o o much advantage with 

him. 

An i n t e r e s t i n g c o n t r a s t between Rose and Lucy can 

be noted. While Rose says t h a t she enjoys "a l i t t l e 

f l i r t a t i o n as much as any one"(54) , Lucy comes having 

prayer "Mr. Norton, I come here to throw myself upon your 

honourable f e e l i n g s , as a man and as a gent leman. Oh, S i r l 

now t h a t my eyes are opened t o the misery i n t o which I 

have plunged myself, by my own ingratitude and treacher/,do not-

do not add t o i t the r e f l e c t i o n t h a t I have 

dr iven my fa ther in h i s old age from the house where he 

was born, and i n vAiich he hoped t o have died" (71) . 

The ques t ion t h a t d i s t u r b s Lucy's i n t e g r i t y i s the 

e p i t h e t , •coquet te* . I t goes without saying t h a t Lucy i s 

not respons ib le for t h i s . Lucy has never shown any weak­

ness fo r Squi re , yet she i s c a l l e d a Coquette by the 

s o c i e t y . Lucy i s a v ic t im of c i r cums tances , c l o s e study 

of the c h a r a c t e r shows Lucy 's inner c o n f l i c t . She i s on 

the c ross roads , wondering what t o do and what not to do . 



She has he r fa ther and family on one s i d e , and on the 

o the r the re i s Squire and h i s p roposa l . This mental 

c o n f l i c t makes t h i s c h a r a c t e r d rama t i ca l ly e f f e c t i v e 

and leads t o her growth. 

Nature has an e f f ec t i ve inf luence upon Lucy. Nature 

has double aspects - c r u e l t y and f r i e n d l i n e s s . Lucy i s 

b a s i c a l l y a good woman, so n a t u r e ' s b e t t e r p a r t i s mani­

f e s t in h e r . She f ee l s fo r her f a the r and fami ly . 

Edmunds c o r r e c t l y says t h a t she i s " . . . the h igh-souled 

woman; not' the l i g h t and thought less t r i f l e r t h a t d i s ­

graces the name '81) . 

George Edmunds 

Edmunds i s would-be husband of Lucy Benson. He i s 

b a s i c a l l y a food farmer, ye t he has a house t o l i v e in 

and a land to plough. Here l i e s the d i s t i n c t i o n between 

John Maddox and Edmunds. Edmunds i s a good s o u l . He has 

a f ine h e a r t . His i n t e g r i t y of c h a r a c t e r i s praiseworthy 

EDMUNDS , , . although you were armed, you would have had 

the worst of a s c u f f l e , and you may not have the 

b e n e f i t of a t h i r d p e r s o n ' s i n t e r f e r e n c e a t so 

c r i t i c a l a moment, ano ther t ime; remember t h i s 

warning. S i r , and b e n e f i t by i t ( 57 ) , 
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A man of bold p e r s o n a l i t y , Edmunds ob jec t s t o what 

i s an u n j u s t i f i e d a c t . I n s t ead of being dominated by 

o thers he dominates o t h e r s . His a t t ack i s a c t u a l l y a g a i n s t 

the h ighly placed persons l i k e Squire and Flam. Edmunds 

f inds out the roots of e v i l . Therefore , h i s undaunted 

s e l f c r i e s out : 

EEMUNQSJiold your hand. S i r , - hold your hand. Or I ' l l 

f e l l you t o the ground. Maddox, . . . I ' l l follow 

you. AS for you. , S i r , who by the way of v i n ­

d i c a t i n g yourself from the charge of cowardice, 

r a i s e your gun aga ins t an unarmed man, t e l l your 

p r o t e c t o r , the Squi re , from me, t h a t he and h i s 

companions might con ten t themselves with tu rn ing 

the heads of our f a rmers ' daugh te r s , and endeavouring 

t o cor rupt t h e i r h e a r t s , without wantonly i n s u l t i n g 

the man they have most in ju red (56 - 5 7) . 

Edmunds's speeches r e v e a l ma lp rac t i ces and co r rup t ions 

of a money-dominated s o c i e t y . Thus, he becomes a s tudied 

c o n t r a s t t o Mar t in . 'T r i ckexy ' i s M a r t i n ' s po l i cy and 

s t r a igh t fo rwardness i s Edmunds's p o l i c y . While M a r t i n ' s 

c u l t u r e i s r o o t l e s s , Edmunds's c u l t u r e has a roo t i n 

bro the r l i ne s s . 
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Young Benson 

Young Benson i s always i n a h a s t e . However, h i s has te 

only e x t e r n a l i z e s h i s mental r e s t l e s s n e s s . 

"Where i s Lucy?" (61) i s a f r a n t i c exp res s ion of h i s 

i n t e r n a l anguish. The very i n t e r r o g a t i o n shows the a g i t a t e d 

s t a t e of h i s mind. Indeed, young Benson shows h i s impatience 

about Lucy and S q u i r e ' s r e l a t i o n , though i t i s purely f a l s e . 

I t i s a l s o a mani fes ta t ion of h i s u n c h a r i t a b l e d e c i s i o n . 

That i s why on several occasions Young Benson t h r e a t e n s 

S q u i r e , When Squire p l o t s t o oust the Benson family , he 

cannot s i t - s t i l l . He r a i s e s h i s voice a g a i n s t Squire along 

with o the r farmers of the s o c i e t y . His p r o t e s t becomes s i g ­

n i f i c a n t because i t i s a g a i n s t feudal s o c i e t y or system. 

However, the c o n t r a s t between Old Benson and Young 

Benson i s worth see ing . While the former i s meek, modest and 

submiss ive , the l a t t e r i s a c t i v e , r e v o l t i n g and uny ie ld ing . 

Young Benson's i n s o l e n t a t t i t u d e en l i vens the p l a y . His 

lack of modesty may be due t o h i s pove r ty . 

Never the le s s , the c h a r a c t e r lacks f l e x i b i l i t y because 

t h i s i s a very s e l f - c e n t e r e d c h a r a c t e r . Throughout the play 

t h i s c h a r a c t e r broods over se l f ex i s t ence which comes in the 

form of family and s h e l t e r . He i s so engrossed i n t h ink ing 

of himself t h a t he cannot spend time for o t h e r ' s f e e l i n g s , 

l i k i n g s and manners. Therefore , he blames squ i r e without 

t a k i n g t h i s s i t u a t i o n i n t o account . Squire proposes to Lucy 



only when he feels satisfied that she wants a separation 

from Edmunds. It proves that Young Benson is a biased 

person, yet Dickens makes us feel that he is largely a 

product of the evil of the feudal system, 

Humour : 

Dickens i s an impressive f igure i n the l i n e of English 

humour is t s . He begins wr i t i ng plays keeping i n mind those 

spec t a to r s who used t o v i s i t the t h e a t r e fo r d i v e r s i o n , 

In t h i s play Flam and Mart in provide pure humour of 

c h a r a c t e r s . Martin uses a r e f r a i n ' C a p i t a l custom' when 

he remains in a relaxed mood. Often Flam i n s u l t s Maddox 

and sometimes h is u t t e r a n c e s t i c k l e u s . At one po in t of 

the play both Martin and Flam become b u f f o o n - l i k e . When 

Edmunds t h r ea t ens Flam, the l a t t e r t a k e s i t as casua l 

d r o l l e r y . TO him nothing i s s e r i o u s . Again, Flam i n order 

t o ga in favour of Lucy desc r ibes q u i t e humorously t h a t he 

and Damask are the 'Models of cons tancy ' (64) . He bea t s 

h i s own drum; n a t u r a l l y i t sounds l i k e an empty v e s s e l s . 

Flam has a g r e a t e r sense of humour. The re fo re , he can 

say 'Happies t of the happy. As happy as (as ide) - a 

s e p a r a t i o n could make them' (64) . The w i t t y J u x t a p o s i t i o n 

of 'happy ' and ' s e p a r a t i o n ' here produces l augh te r and 

makes him a pure comic c h a r a c t e r , 

The Vil lage Coquettes i s an e a r l y t h e a t r i c a l venture 

of Dickens. Therefore , humour of s i t u a t i o n s and verba l 
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humour i n t h i s play outweigh humour of c h a r a c t e r . Bes ides , 

Dickens here has c rea ted c e r t a i n s i t u a t i o n which are 

extremely funny, even f a r c i c a l . Maddox and h i s a s s o c i a t e s / 

f o r example, r e tu rn from the f i e l d a f t e r r eap ing . They 

are looking happy for the r i ch h a r v e s t . They enjoy the 

d a y ' s hard labour d r ink ing beer and dancing f r e e l y . 

Maddox i n h i s s t a t e of i n t o x i c a t i o n passes some loose 

remarks which s t i r Rose. In t h i s c i rcumstances Mart in 

t e l l s Rose : 

MARTIN.Ohl Miss Rose, i f you go on i n t h i s way, you' 11 

b r ing us t o our b i e r , i n s t ead of b r i n g i n g our beer t o us 

(48) . 

The quibble on ' b i e r* and ' b e e r ' here i s e x t r a ­

o r d i n a r i l y amusing. 

Take another i n t a n c e . Flam i s u n i n t e r e s t e d i n the 

presence of John. Time and again Flam p r a i s e s Mart in as 

the l a t t e r honours h i s words. But Maddox does not mend, 

and i t causes Flam's anger . He t e l l s John Maddox ; 

FLAM. Oh, mad Oxi t r u e ; I forgot the lunacy : - Your 

h e a l t h , mad Ox (51) . 

The c l e v e r a r t i c u l a t i o n of Maddox's name as 'mad ox' 

r e v e a l s Dickens 's mastery over the use of w i t . 

On another occasion i n f u r i a t e d by John ' s disobedience 

Flam t h r e a t e n s t o shoot him with h i s gun. Edmunds checks 
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him and then Flam says : 

FLAM..The idea i s admirable . My af fec t ing t o qua r r e l 

with a ploughman, and submit t ing to be l ec tu red by 

another c a t e r p i l l a r / whom I su f fe r t o b u r s t i n t o 

a b u t t e r f l y importance! (57). 

The comparison of Edmunds t o a ' c a t e r p i l l a r ' i s 

s i g u l a r l y r i b - t i c k l i n g . 

Again, v^en reply ing t o Rose's ques t ion "Then you 

were not r e a l l y q u a r r e l i n g ? (57). 

Flam smartly r e p l i e s "Bless you^no I I was only 

ac t ing" (57) . The s p e c t a t o r s wallow i n j o l l y laugh. 

This fun i s i n t e n s i f i e d by Rose 's s a r c a s t i c comment . 

"Lor ' i how well you do ac t , t o be s u r e . " (57 ) . 

Dickens 's s k i l f u l use of verbal humour i s a l s o 

e v i d e n t from phrases l i k e ' P o e t i c a l c a u l i f l o w e r ' (55) , 

r e j e c t e d c u l t i v a t o r " ( 5 5 ) , ' a n i m a t e d p o t a t o e s ' (57) e t c , 

I t i s i n t e r e s t i n g t o note t h a t most of M a r t i n ' s analogies 

come frcOT the a g r i c u l t u r a l world. Such express ions amuse 

the s p e c t a t o r s and e n l i v e n t h i s comic s p i r i t of the 

b u r l e t t a . 
The C r i t i c a l Estimate of the Play : 

The Vil lage conquet tes has been descr ibed as a comic 

opera i n two a c t s . There are as many as f i f t e e n songs i n 

i t and so Dickens i s j u s t i f i e d in de sc r ib ing i t as an 

Opera. In the preface , however, he d e s c r i b e s i t as a 

l i b r e t t o which i s supposed t o be veh ic l e for the music. 
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In the f i r s t two paragraphs of the preface Dickens a n t i ­

c i pa t e s the poss ib le c r i t i c i s m of t h i s drama regarding 

i t s p lo t s t r u c t u r e , funct ion of the songs and the 

e s s e n t i a l theme. But he leaves i t t o the opinion of the 

reader /aud ience . In the t h i r d paragraph he says t h a t i t 

i s u n f a i r " t o judge i t by those s t r i c k r u l e s of c r i t i c i s m 

which would be j u s t l y appl icab le t o a f i v e - a c t t ragedy, 
1 

or a f in ished ccxnedy." 

The Village Conquettes i s then a b u r l e t t a , f u l l of 

music, comedy and s t y l i z e d a c t i n g . The p l ay , we l e a r n , 

was produced i n 1836. And, h i s t o r i c a l l y speaking i t was 

the f i r s t musical piece a f t e r R.B. S h e r i d o n ' s experiment 

with t h i s p a r t i c u l a r form i n The Duenna. In view of 

Dickens ' s warning i t i s necessary t o see i t as a musical 

p iece and not as r e a l i s t i c p lay . Since i t i s l i b r e t t o , 

i t i s reasonable to expect emotional exaggera t ion and 

a r t i f i c i a l c h a r a c t e r i z a t i o n . 

The play opens with a song c e l e b r a t i n g "merry Autumn 

days" (45) vhich i s the season of Harves t . The v i l l a g e r s 

welcome "merry hairvest t i m e , the gayes t of the year" (45) . 

1 . Charles Dickens , P re f ace . Complete Plays and 
Se lec ted Poems. Ed. Shepherd, Richard Kerne, N.P. 
W.H. Allen Co. 1882 4 3 . 
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The song in a way s t r i k e s the key note of the p lay . And 

a l l t h a t we should expect i s mir th and g a i e t y , so t h a t 

u l t i m a t e l y the play would end with r e a f f i r m a t i o n of the 

e s s e n t i a l goodness of th ings when v i r t u e w i l l be rewarded 

and vice punished. 

The key charac te r i n b r ing ing about c o n t r o l l i n g the 

ac t i on of the drama i s Mart in Stokes , His r e f r a i n " c a p i t a l 

custom", i s ac tua l ly a mask t h a t he puts on when he i s 

i n a l i g h t mood. 

Old Benson i s an i n t e r e s t i n g mastic c h a r a c t e r . He i s 

simple and strong but he has remarkable sense of self 

r e s p e c t and def iance. His pass iona te o u t b u r s t , " . . . 

do they know of what a f a t h e r ' s h e a r t i s made? (60) 

reminds one of the wild revaings of king Lear and old 

G o r i o t . He does not h e s i t a t e to t e l l Square 

"Calml - Do you know t h a t from infancy I have almost 

worshipped her , fancying t h a t I saw i n h e r young mind the 

v i r t u e s of a mother, t o whom the anguish of t h i s one 

hour would have been worse than d e a t h ! Calm 1 - do you 

know t h a t I have a h e a r t and soul w i t h i n me; or do you 

b e l i e v e t h a t because I am of lower s t a t i o n , I am a being 

of a d i f f e r e n t order from yourse l f , and t h a t Nature has 

denied me thought and fee l i ng 1" (66) when touched to the 

quick Old Benson can f o r g e t h i s p o s i t i o n and thunder a t 

Square " I spurn your of fer" (80) , The c h a r a c t e r of Benson 
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i s not j u s t a type . He embodies a u n i v e r s a l fatherhood 

and the s t rength of s i m p l i c i t y . I t i s on account of t h i s 

grea tness of h i s c h a r a c t e r t h a t even Squire respec ts him. 

I n c o n t r a s t to Old Benson, Young Benson i s simple but 

cjTude. He has ne i the r t he wisdom of h i s f a t h e r nor has he 

inna te s t rength of a simple v i l l a g e r . 

Edmunds and Maddox are b a s i c a l l y good. They are f o r ­

g iv ing and f a i t h f u l . 

Square Norton and Flam of f se t the v i l l a g e r u s t i c s , 

Of the two, squire i s a r e p r e s e n t a t i v e of h i s c l a s s and 

i s crooked enough t o plan how ' the g i r l must be c a r r i e d 

off to -n igh t* (62) , But un l ike h i s ances to r s who had a 

remarkable sense of honour he i s a h y p o c r i t e . To 

them honour was l i f e , i t 

"Throbs in no bosom now; 

I t only g i lds the gambler ' s s t r i f e , 

Or decks the wor th less vow" (63). 

When Squire makes love t o Lucy, he not only tempts her but 

s i n c e r e l y be l ieves t h a t the g i r l i s worthy of a l l the 

t r o u b l e . But a f t e r a l l he i s not an i n c u r a b l e blackguard, 

cjven a f t e r the i n s u l t i n g def iance of Old Benson, he 

extends the lease and when he learns t h a t Lucy i s a c t u a l l y 

i n love with Edmunds, he gives up h i s c la im and t r i e s to 

make as much amends as p o s s i b l e . Unlike Squire Flam i s 

a hypocr i t e out and o u t . He f a i l s t o unders tand the 
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honest i n t en t i ons of Squ i r e , The c o n t r a s t between these 

two charac te r s i s ev ident i n t h e i r use of language. The 

language of Flam i s rough, uncul tured and contemptuous > 

" then the sooner you c r e a t e a s c a r c i t y of such animals 

i n t h i s market, the b e t t e r " (56) . 

His de sc r ip t i on of the v i l l a g e r s i s equa l ly contem­

p tuous . 'animated p o t a t o e s ' (57) . He re fe r s t o John as 

' o x ' , ' c a u l i f l o w e r ' , ' c a t e r p i l l a r ' , e t c . 

Norton on the o ther hand desc r ibes the v i l l a g e r s , 

as 'hones t p e o p l e ' . He t a k e s pr ide in the f a c t t h a t h i s 

t enan t s are honest people . The c o n t r a s t between Squire 

and Flam i s a l so evident i n the express ion of dramatic 

emotion i n response t o unexpected s i t u a t i o n . Nor ton ' s 

r e a c t i o n t o Lucy's f a i t h f u l n e s s i s sharply d i f f e r e n t from 

Flam's r e a c t i o n to the reminder from his c r e d i t o r , 

In t h i s sho r t play Dickens shows remarkable s k i l l in 

h i s t rea tment of Nature as r e f l e c t i n g a s t a t e of mind. 

The opening and the c los ing of the play welcome Autumn 

days when the harves t i s r i c h . Nature i s brought i n t o 

a s i g n i f i c a n t r e l a t i o n s h i p with human l i f e . But t o Edmunds 

the same Autumn days have a d i f f e r e n t s i g n i f i c a n c e . The 

wi ther ing autumn leaves remind him "love once t r u e , and 

f r i ends once kind. And happy moments f l e d j " (5 3 ) . 

The songs in fac t are made t o do the job of a S o l i ­

loquy. A dramat i s t uses so l i l oquy t o revea l the i nne r 

workings of the mind of a c h a r a c t e r . The song as used by 
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Dickens a lso reveals the mind of the c h a r a c t e r engaged i n 

the song. A sol i loquy i s unnatura l but a song p a r t i ­

c u l a r l y in a musical opera i s q u i t e n a t u r a l . But Dickens 

has used these songs not for decora t ion b u t fo r a themat ic 

suppor t . These songs, t h e r e f o r e , are more func t iona l than 

d e c o r a t i v e . In t h i s r e s p e c t , Dickens has added a new 

dimension to musical opera as a l i t e r a r y form. 

The main t h r u s t of the drama i s on the values of 

country l i f e and on p a s t o r a l s e t t i n g . Squire admits : 

A country l i f e without the s t r i f e 

And noisy din of town, 

I s a l l I need, I take no heed 

Of splendour or renown- (77) . 

He i d e a l i z e s r u r a l l i f e and says : 

•And when I d i e , oh, l e t me l i e 

where t r e e s above me wave; 

Let wild p lants bloom, around my tomb, 

My q u i e t country g rave! (77) . 

The c o n t r a s t between c i t y l i f e and country l i f e 

corresponds to the c o n t r a s t between urban and r u r a l 

v a l u e s . Young Benson's song(79) i s another so lo and i t 

b r i ngs to l i g h t the n o s t a l g i a and t enderness t h a t one 

has fo r h i s home. The song revea l s the agony of Young 

Benson as he i s compelled t o leave h i s home and i t s 

surroundings with which he has a s t r o n g emotional bond, 
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Simi la r ly the song of Lucy (85) throws a flood of l i g h t on 

the deepest recess of her mind. There are th ree important 

d u e t s . Rose and Flam i n t h e i r due t (58) express t h e i r f e e l ­

ing i n a very simple language. Squire and Edmunds in t h e i r 

duet (81) sing of Lucy's love for Edmunds. Mart in S t o k e s ' s 

song provides the f ina le of the drama i n the form of chorus 

and repeats the ce l eb ra t i on of the Autumn day, thus comple­

t i n g the c i r c l e . 

The play i s divided i n t o two ac t s corresponding t o 

two opposite moods. The f i r s t act opens i n a v i l l a g e and 

the p reva i l i ng mood i s one of simple g a i e t y , the second Act 

opens in an apartment of an urban h a l l and the p reva i l i ng 

mood, as evident from Flam's long monologue, i s one of 

croockedness and hypocr isy , 

This shor t b u r l e t t a i s a q u i t e remarkable achieve­

ment of Dickens because even wi th in the narrow canvas of 

two Acts Dickens has been able t o leave a mark of h i s 

dramatic s k i l l . ^ e s e t t i n g , devices l i k e p a r a l l e l i s m and 

c o n t r a s t and o ther elements c o n t r i b u t e t o the working out 

of the c e n t r a l theme : s i m p l i c i t y of v i l l a g e g i r l s who are 

so i n o r d i n a t e l y emotional t h a t sometimes they are mistaken 

for " c o q u e t t e s " . 



CHAPTLR - I I I 

IS SHE HIS WIFE ? 
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I s She His Wife ? 

H i s t o r i c a l Background : 

I s She His wife? or Something S ingu l a r i s Dickens 's 

second comic b u r l e t t a . The Strange Gentleman being h i s 

maiden venture in t h i s i n t e r e s t i n g g e n r e . Although ba re ly 

mentioned i n F r o s t e r ' s l i f e . I s She His Wife ? Siabt i t led 

'Something S i n q u l a r l ' was a success when mounted on the 

s tage on 13 March 1837. 

I t was f i r s t presented t o make up the b i l l for 6 March 

1837, with only five c h a r a c t e r s , plus a small pa r t of a 

s e r v a n t . In t h i s context Fawcet t wr i tes : 

"However, as mentioned e a r l i e r , Dickens t r aded h i s t h i r d 

p iece t o the S t . James 's management, a one a c t comic 

b u r l e t t a . I s She His Wife? or Something S ingu l a r , with 

Harley as Fe l i x Tapkins, E s q . , descr ibed as "formerly of 

the I n d i a House, Leadenhall S t r e e t , and prospec t p l ace , 

Popular ; but now of the Rus t ic Lodge, near Reading". 

The c a s t was completed by Foxs te r as Alfred Lovetown, Esq., 

Gardner as Pe ter Limbury; Miss Al l i son as Mrs. Lcvetown, 

and Madame Sala as Mrs. P e t e r Limbury." 

1. Frank Dubrez Fawcett , "Dickens as Playwright" in 
Dickens the d rama t i s t on S tage , b c i r e e n and Radio. 
London : 'V.H. Allen, 1922. 26, 
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The S tory Out l ine : 

The s to ry of I s She His wife? or Something Singular 

c e n t r e s round a s e r i e s of mis takes . Mr Lovetown i s not 

outwardly smart and impress ive . Mrs Lovetown i s c r i t i c a l of 

he r husband's poor appearance. This leads t o occasional 

conjugal t i f f s . Tapkins, a merry young bache lo r , who i s 

unwanted t o Mr Lovetown, v i s i t s them. As Mrs Lovetown p lans 

t o make her husband jea lous by fe igning love for Tapkins , 

Tapkins miaif t tsrprets her words 'wife of another ' and Jumps 

t o the conclusion tha t the couple i s unmarried. The mis ­

unders tanding provokes him t o c a p i t a l i z e the s i t u a t i o n , 

while Tapkins offers himself t o Mrs Lovetown and se i ze s he r 

hand, unexpectedly Lovetown reaches t h e r e . In t h i s awkward 

s i t u a t i o n Tapkins pretends t o be looking fo r something on 

t h e f l o o r . Now appear Mr Limbury and h i s wife who keeps h e r 

husband under s t r i c t c o n t r o l . Mr Limbury i s sent out 

s t r a t e g i c a l l y and then i n order t o wound Mrs Lovetown's 

van i t y Lovetown comes t o o c lose to Mrs Limbury and se i zes 

he r hand to walk round the garden. Mrs Lovetown overhears 

every th ing and plans t o check t h e i r d a l l i a n c e by informing 

Mrs Limbury's husband of he r int imacy with Mr Lovetown, 

Meanwhile Tapkins v i s i t s Limbury and t e l l s him t h a t 

Mrs Lovetown i s somebody e l s e ' s wife , not Lovetown's. 

Cautioned by Tapkins, Limbury i s determined t o prevent h i s 

wife from v i s i t i n g the Lovetown fami ly . Now Lovetown h ides 

i n a conserva tory expect ing h i s wife t h e r e in the company 
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of Tapkins. Mrs Loveton however reaches there to find her 

husband making love t o Mrs Limbury, She a c c i d e n t a l l y 

meets Mr Limbury who snubs he r for her supposedly i l l i c i t 

a f f a i r with Lovetown. The confusion inc reases with the 

appearance of Mrs Limbury and Tapkins . Disentanglement 

follows as Tapkins 's grave mistakes came to l i g h t . Thus, 

the play ends on a merry no te , 

Alfred Lovetown 

Lovetown i s admittedly a key c h a r a c t e r in the p lay . 

He i s seen f i r s t a t the b r e a k f a s t t a b l e . Lovetown seems t o 

be i n d i f f e r e n t t o the b r e a k f a s t served on the t ab le as he 

i s busy reading a newspaper. I t seems t h a t he i s a very 

t i r e d person. His 'yawning' confirms h i s wear iness . The 

cause of his weariness remains unknown. 

The cha rac t e r of Lovetown has been projec ted through a 

s e r i e s of encounters : encounter with h i s wife , encounter 

with Mrs Limbury and encounter with Tapkins . He t a c k l e s 

the s i t u a t i o n s d i f f e r e n t l y . The a b i l i t y of c o n t r o l l i n g 

s i t u a t i o n s shows h is p e r s o n a l i t y . He i s f i r s t seen as an 

annoyed, vexed, i n d i f f e r e n t and peevish husband, yet he i s 

p o l i t e and well-behaved by n a t u r e . He knows i t well t h a t 

h i s wife i s fond of country s ide bu t d e c l a r e s h i s lack of 

i n t e r e s t i n na tu re . " . . . but I candid ly confess t h a t I 

p r e f e r paved s t r e e t , area r a i l i n g s and dustman's b e l l s , 

a f t e r a l l (93). This comment bears tes t imony to 
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Lovetown's love for town. As a husband. Lovetown does not 

seem t o be considerate a t a l l . 

In vain Mrs Love town t r i e s t o remind Lovetown of h i s 

ec i r l ic r vows, and complains of h i s i n d i f f e r e n c e . But 

Lovetown i s repel led by a routine-bound l i f e and reques t s 

h i s wife not to q u a r r e l . 

In the beginning Lovetown i s a man of very few words, 

Mrs Lovetown brings charges a g a i n s t him because she i s 

not proper ly a t tended. Lovetown i s not wholly blame­

worthy. He loves h i s wife bu t he i s not a s s e r t i v e , when 

h i s wife t e l l s him t h a t Tapkins i s a b e t t e r fe l low, Love­

town j u s t reminds her t h a t Tapkins i s a ' b ache lo r ' implying 

t h a t he might take advantage, Lovetown can never t o l e r a t e 

Mr Tapkins; though t h i s an t ipa thy poin ts t o the narrowness 

of h i s na tu r e , he i s not i n c o r r i g i b l y bad. Tapk ins ' s 

r e l a t i o n with Mrs Lovetown s t r i r s up h i s jea lousy but h i s 

suf fe r ing i s not so acute because he s t i l l has f a i t h i n 

h i s w i f e ' s good sense. However, he cannot keep off the 

d i s t u r b i n g thoughts . So he o s c i l l a t e s between what has 

been done and what i s t o be done. "But s top , I must 

keep a sharp eye upon them t h i s af ternoon, without 

appearing to do so . I would not appear unnecessa r i ly 

susp ic ious for the world" (99-100) . This decided s t ep 

i n d i c a t e s t h a t he i s not hyper emot iona l . He knows how t o 

t ack le an embarrassing s i t u a t i o n , 'Disembling i n such a 

c a se , though i s d i f f i c u l t - very d i f f i c u l t ' (100) . This 
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s e l f c o n t r a d i c t i o n makes t h e c h a r a c t e r i n t e r e s t i n g . 

Love town f e e l s u n n e r v e d when T a p k i n s g o e s o u t w i t h h i s 

w i f e s a y i n g : "Take c a r e o f y o u r s e l f , I ' l l t a k e c a r e of 

M r s L " ( 9 9 ) . H e ' r e f l e c t s : 

LOVETOWN. 

What the deuce ... laying such emphasis on Mrs. L ? 

what 's my wife to him/ or he to my wife ? 

Very extraordinary I I can hardly believe that 

even if he had the treachery to make any advances, 

she would encourage such a preposterous 

intrigue (99) . 

This remark h in t s a t h i s want of love . 

At t h i s s tage e n t e r Mr and Mrs Limbury. Knowing wel l 

t h a t Mrs Limbury has weakness for f l a t t e r y , he decides 

to come close to her t o e x c i t e jea lousy i n the h e a r t of 

h i s wife . This proves t h a t he i s profuse ly re.ady-witted. 

Mr Lovetown cas t s admiring glances a t Mrs Limbury and 

t l a t t e r s her saying t h a t the b r igh tnes s of he r eyes c a s t s 

her co lour fu l bonnet ' q u i t e i n t o shade ' (101) . Lovetown 

here i s c l eve r enough t o i n t e l l i g e n t l y e x p l o i t o thers 

f o r h i s ends . Limbury i s embarrassed by h i s growing 

int imacy with his wi fe . Out of t h i s misunders tanding 

a r i s e s i t u a t i o n s which provoke l augh te r on the s t a g e . 

F i n a l l y as he accuses Tapkins of tampering with the 

a f f e c t i o n s of Mrs Lovetown, the compl ica t ions c l e a r up 

and the play ends happ i ly . 
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Lovetown is an important character in this play. Two 

things deserve due attention in Judging his character. One 

is his plan, and the other is his confession. He confesses 

his plan to Mrs. Limbury. Had he not followed his plan very 

carefully, the play would not have ended happily. It is 

Lovetown's plan which compels others to gather round an 

issue. Each character appears and confesses. Thus he helps 

other characters to open up and works as a catalyst. Again, 

the character of Mr Lovetown develops very convincingly. 

He starts as person who is apparently indifferent to his 

wife, but ends as a responsible husband. There is an 

artistic contrast between the initial impression that we 

have of him and what he turns out to be towards the end of 

the play. Initially we find him insensitive even cruel to 

his wife. But his coldness has been made plausible through 

his confession : 

LOVETOWN. 

I - partly to obtain opportunities of watching her 

closely^under an assumed mask of levity and careless­

ness, and partly in the hope of awakening once again any 

dormant feelings of affection that might still slumber 

in her breast, affected a passion for your wife which 

I never felt, and to which she never really responded. 

The second part of my project, I regret to say, has 

failed. The first has succeeded but toowell (110). 



Mrs Love town 

K r s Love town i s a n o t h e r i m p o r t a n t c h a r a c t e r i n t h i s 

p l a y . She i s f i r s t s e e n on t h e s t a g e a t t h e b r e a k - f a s t 

w i t h h e r h u s b a n d . She i s e x p r e s s i n g h e r d i s s a t i s f a c t i o n w i t h 

h e r h u s b a n d ' s u n a t t r a c t i v e a p p e a r a n c e . She r e m i n d s h e r 

h u s b a n d of t h e p r o m i s e s h e h a d made j u s t s i x m o n t h s a g o , 

o n l y t o h e l p him r e v i v e h i s i n t e r e s t i n h e r . B u t 

h e r e f f o r t a b o r t s . L o v e t o w n ' s a p p a r e n t i n d i f f e r e n c e 

i n f u r i a t e s h e r . I n d e e d , s h e i s f r e e and s i m p l e and h a s a 

n a t u r a l l o v e f o r n a t u r e . S h e i m p u t e s h e r h u s b a n d ' s e n n u i 

t o h i s lukewarm i n t e r e s t i n h e r a f f a i r s : 

MRS . LOVETOWN. 
And I r e p e a t t h a t i f you t o o k any p l e a s u r e i n 

y o u r w i f e ' s s o c i e t y , o r f e l t f o r h e r a s y o u 

o n c e p r o f e s s e d t o f e e l , you would h a v e no c a u s e 

t o make much a c o m p l a i n t (94) , 

T a p k i n s a s i f comes t o h e r a s a s a v i o u r and s h e f i n d s 

r e l i e f i n e x c h a n g i n g w o r d s w i t h h i m . T h e r e i s no s e c r e t 

r e l a t i o n b e t w e e n T a p k i n s and Mrs L o v e t o w n . I n f a c t , s h e 

f e i g n s l o v e f o r T a p k i n s o n l y t o make h e r h u s b a n d j e a l o u s 

and t h e r e b y more l o v i n g . A l l t h e s e show t h a t t h o u g h 

v e r y s i m p l e s h e c a n b e t a c t f u l on u r g e n t o c c a s i o n s , 

B e n t o n u s i n g T a p k i n s a s a n i n s t r u m e n t f o r h e r s c h e m e , 

s h e a d m i t s h e r w e a k n e s s f o r T a p k i n s b e f o r e him b u t g i v e s 

t h e i m p r e s s i o n t h a t s h e was u n m i n d f u l of h i s p r e s e n c e : 
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MRS LOVETOWN ( s t a r t i n g up in a f fec ted 

confusion) . Mr, Tapkins i (They s i t ) 

Bring your c h a i r nea re r . I f e a r , Mr. Tapkins, 

t h a t I have been unconsciously g iv ing u t t e r ance 

t o what was pass ing i n mind. I t r u s t you have not 

overheard my confess ion of the weakness of my 

hea r t (98) . 

She pretends t o be despera te : 

MRS.LOVETOWN .That a g i t a t e d manner convinces me . . . t o confess 

Then why - why should I seek to conceal from you -

t h a t though I esteem my husband, I - I - l o v e - a n o t h e r ? 

(98) . 

She i s surpr ised when Tapkins responds nega t ive ly t o 

pseudo-emotional ques t ion : 

MRS LOVE TOWN (Pu t t ing her hand on h i s 

shoulder with a languishing a i r ) . Does my 

s e l e c t i o n meet with your approba t ion? (98) . 

But she soon understands t h a t there must be a gap i n 

communication, for Tapkins p ro jec t s himself as her s ince re 

admirer . Mrs Lovetown's a s s o c i a t i o n with Tapkins i s 

apparen t ly s e r i o u s , yet i t i s only comical and h ighly 

en joyab le . Through t h i s r e l a t i o n Dickens has c r ea t ed 

s i t u a t i o n s of humour. I n c i d e n t a l l y , Mrs. Lovetown, i n a 

s ense , i s the model of the l i b e r a t e d women. She i s bent on 

exp lo r ing the reasons of her husband's co ldness to Her. 
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She i s shocked to f ind Mr Lovetown in an ob jec t ionab le 

p o s i t i o n with Mrs Limbury. But she does not s en t imen ta l i ze 

over the suspected i n f i d e l i t y of her husband : 

MRS. LOVETOWN, F a i t h l e s s manl His coldness and neglec t 

are now too well expla ined (102) . 

Mrs Lovetown i s next seen a t the conservatory,where 

she reaches with a t rembling h e a r t t o d i scove r the t r u t h 

behind Lovetown's coldness and jea lousy - h i s c lose a t t a c h ­

ment t o Mrs Limbury. I n t e r e s t i n g l y , her de te rmina t ion t o f ind 

out t h i s t r u t h and her own at tachment fo r Tapkins seem t o be 

c o n t r a d i c t o r y . When she chances t o meet Limbury the l a t t e r 

t r i e s t o t e l l her something very s e r i o u s l y . But they t a l k a t 

c ros s purposes and when Lihfibury asks her not to t a l k t o 

Mrs Limbury and more she leaves him saying : 

MRS. LOVETOWN. What i an you suppose I am so u t t e r l y dead 

t o every sense of f e e l i n g and p r o p r i e t y as t o 

meet t h a t person, - the d e s t r o y e r of my peace 

and happiness , - the wretch who has ruined my 

hopes and b l i gh t ed my prospec ts fo r eve r ? 

Ask your own h e a r t . S i r , - appeal to your own 

fee l ings (107). 

F i n a l l y she r e a l i z e s her mistakes and i s r econc i led to 

he r husband. 
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Mrs Lovetown i s impulsive bu t nor rak i sh as ev iden t 

from her concluding statement— 

MRS. LOVETOWN. Afraid, her mei I am as innocent as your­

s e l f . Your fancied neg l ec t and coldness 

h u r t my weak van i t y , and roused some f o o l i s h 

f ee l ings of angry p r i d e . In a moment of 

i r r i t a t i o n I r e so r t ed t o some such r e t a l i a t i o n 

as you have yourself d e s c r i b e d . That I d id so 

from motives as g u i l t l e s s as your own I c a l l 

Heaven to wi tness . That I r epen t my f a u l t I 

solemnly assure you (110-111)—is a f ine piece of 

se l f assessment. 

Tapkins 

Tapkins is the most interesting character in the play. 

we owe our first glimpse of his characters to'Mrs, Lovetown, 

To her he is a 'good natur^d*, 'light hearted' creature of 

•lively disposition'. Tapkins is trapped in an ingenious 

plot created for no other purpose than to arouse the 

mutual jealousy in a husband and a wife. Once he is caught 

in the web, he begins to spy on Mr and Mrs Lovetown to 

find whether they are actually married to each other. 

He appears on the Stage humming a song. Apparently 

he is jolly and frisky. The song he sings is very 
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s i g n i f i c a n t . I t expresses a w i f e ' s appeal t o her husband 

for cance l l ing the h u n t i n g - t r i p under s t r e s s of weather : 

The wife around her husband throws / 

Her arms to make him stay; / "My d e a r , 

i t r a i n s , i t h a i l s , i t b lows/ 

And you cannot hunt to-day" (94) . 

The song not only revea l s the gay mood of Tapkins bu t 

c o n t r a s t s Tapkins 's merry bachelorhood with the c o n d i t i o n 

of a s t r a ined mate r i a l r e l a t i o n s h i p . Tapkins i s much 

i n t e r e s t e d in t r ee s and f lowers . This po in t s t o the 

sof tness of h i s na tu re . Close con t ac t with na tu r e , one 

unders tands , accounts for the d i s c i p l i n e d p o l i t e n e s s and 

sob r i e ty of h i s temperament, 

Tapkins i s a keen observer of l i f e . He has a soothing 

enchanting p e r s o n a l i t y . We wonder t h a t Mrs Lovetown i s 

fasc ina ted by h i s charming b e a r i n g . As he overhears 

Mrs Lovetown's words and jumps to the conclus ion t h a t she 

i s not Lovetown's wife, he r evea l s t h i s t o Limbury. This 

only complicates the p lo t because Limbury i s a l r eady 

suspic ious of h i s wi fe ' s int imacy with Lovetown. Tapkins 

thus makes Limbury think of Lovetown as a man who i s fond 

of running away with o ther man's wives . He makes the 

ac t ion - th read of the ske in more and more t a n g l e d . He 

rega ins h i s l i g h t mood only when a t the end the knots 
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are unwound. He emerges as the happy go-lucky F e l i x whom 

we met a t the beginning of the p l a y . 

In the beginning i t i s seen t h a t Tapkins has a f ine 

r e l a t i o n with Lovetown's fami ly . He looks smart and has a 

charming p e r s o n a l i t y . He can s u i t himself to any s o r t of 

s i t u a t i o n s . His pe r sona l i t y i s f i n e l y coloured with 

charming sense of humour : 

TAPKINS.Bless you. Yes I Something l i k e the 

country, -qu i t e a l i t t l e Eden. Why, when 

I 'm smoking under the verandah, a f t e r a 

shower of r a i n , the b lack b e e t l e s f a l l i n t o 

my brandy and-water (96) . 

The incongruous j u x t a p o s i t i o n of 'Eden' and 'Verandah* 

i s profusely funny. 

Though h is exaggerated speeches f i t i n t o the comic 

tone of the play Tapkins i s hard ly a pedant . He i s ne i t he r 

f l i p p a n t nor d u l l , but occas iona l l y makes funny comments. 

As he leaves Lovetown, he says, "Take care of yourse l f , 

I ' l l take care of Mrs,L " (99) . 

There i s a b i t mystery i n h i s c h a r a c t e r . The p lay­

wright does not say anything about the origin of h i s love 

for Mrs. Lovetown. But he i s assured ly the engine of the 

p l o t . His c loseness to Mrs Lovetown genera tes the c o n f l i c t 

in the p lay . Again h i s d e c i s i o n t o divulge t o Limbury, 
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the so ca l l ed sec re t about the r e l a t i o n s h i p of Mr and 

Mrs Lovetown i s d ramat ica l ly c r u c i a l : 

XAPKINS.This, c e r t a i n l y , i s a most e x t r a o r d i n a r y a f f a i r . 

Not her . . . the confession I pverhead about her 

marriage to ano ther . I have been th ink ing 

t h a t , a f te r such a d i scovery , i t would be highly 

improper to allow Limbury and h i s wife t o meet 

her without warning him of the f a c t . (103) . 

When Tapkins f i r s t appears as a family f r iend o£ the 

Lovetowns, he looks formal, sober and u p r i g h t . But gradual ly 

h i s love-s ickness makes him very emot iona l . However, when 

he complains t o Limbury aga in s t the Lovetowns he impresses 

us as one who i s anxious fo r s o c i a l h e a l t h . But Tapkins i s 

no t a f t e r a l l mischievous. At the end he confesses h i s 

mistake and asks Lovetown t o be reconc i led to h i s wife ; 

TAPKINS, Yery poss ible indeed 1 Bel ieve . . . my corrobo­

r a t i o n . Here, give and take i s a l l f a i r , you 

know. Give me your hand and take your w i f e ' s . 

Here, Mr. and Mrs L. (To LIMBURY) . 

Double L, - I c a l l them. (To LOVETOWN) Small 

i t a l i c and Roman c a p i t a l . . . The key t o the 

whole matter i s , t h a t I ' v e been mis taken , which 

i s something s i n g u l a r (111) . 
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Thus Tapkins i s c a p r i c i o u s , l ove - s i ck p r e c i p i t a n t 

bu t hones t . He i s a mixture of se r iousness and l i g h t -

hear tedness and i l l u s t r a t e s the Dickensian 'humour of 

c h a r a c t e r ' . 

John (servant t o Lovetown) 

Dickens in a l l h i s works t akes s p e c i a l i n t e r e s t i n 

the downtrodden. Such c h a r a c t e r s are in t roduced cus to ­

mar i ly , often t o meet the phys ica l needs of the soc ie ty 

and occas iona l ly to r e p r e s e n t unu t t e red thoughts and i d e a s , 

General fee l ings of the neglec ted are o f t en voiced 

through the s e rvan t s , 

The servants in Dickens have t o bea r a l o t of r e s ­

p o n s i b i l i t i e s and thus they become a p a r t of the house­

ho ld . I n c i d e n t a l l y , having a servant i s an index of s t a t u s 

and a f f luence . I t a l so r e f l e c t s a f e u d a l i s t i c a t t i t u d e , 

f o r feudal lords i n the p a s t would l i k e t o have a p a r t i c u l a r 

c l a s s a t t h e i r beck and c a l l . Often s e r v a n t s e i t h e r r a i s e 

t h e i r voice against i n j u s t i c e or q u e s t i o n t h e i r ab j ec t 

s t a t e . 

Dickens had sympathy fo r t h i s neg l ec t ed , economically 

dependent c l a s s . His s e rvan t s though poor a re gen t le and 

p o l i t e . Though rude i n appearance, i n r e a l i t y they are 

well-behaved and pragmat ic . Genera l ly , s e r v a n t s serve as 

p o r t e r s . They bring boxes , s u i t c a s e s , b r e a k f a s t t a b l e , 
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c a l l v i s i t o r s , furnish rooms, reply to quer ies about the 

household. They are t r a d i t i o n a l l y viewed not merely as 

submissive but poor i n d r e s s . 

In I s She His Wife ? the servant plays a s i g n i t i c a n t 

r o l e . He appears on the s tage only twice . From the s t a g e -

d i r e c t i o n i t i s l e a r n t t h a t h i s name ±s John. Nothing i n 

d e t a i l has been given about him. About h i s costume the 

d ramat i s t remains s i l e n t . John appears i n the f i r s t scene 

i n order to inform the Lovetown family of the v i s t of 

Mr and Mr Limbury. Here he i s j u s t a s e r v a n t . He 

h a s t i l y reappears on the s tage a f t e r sometime to repor t 

about t he bay pony 'Kicking the chaise t o p i e c e s l ' ( 1 0 1 ) . 

He i s responsible enough t o r e p o r t i n time i f the bay pony gets 

i t s 'h ind leg over the t r a c e s ' (101), The news conveyed by 

John gives Lovetown t o v i r t u a l l y push Limbury out of the 

room and t o make love t o Mrs. Limbury. t h e a t r i c a l l y in order 

t o make h i s wife j e a l o u s . The s e r v a n t ' s ro l e i n compli­

ca t ing the threads of the p l o t i s here p i v o t a l , 
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Limbury 

Limbury, an image of V ic to r i an conservat ism, i s a l s o 

an i n t e r e s t i n g cha rac t e r i n the p lay . We are int roduced 

t o Limbury in the f i r s t scene . He remains on the s tage 

fo r a b r i e f period of t i m e , 

Nothing of him has been sa id i n the s tage d i r e c t i o n , 

As a husband he i s loving and r e s p o n s i b l e . He has much 

r e spec t for h i s wife ' s sent iments and f e e l i n g s . But he i s 

free from jea lousy . So, he cannot t o l e r a t e Lovetown. 

While Mrs. Limbury. i s open, he i s very c o n s e r v a t i v e , AS a 

s o c i a l man, he commands r e s p e c t . Truly he has no con t ro l 

over h i s wife . This i s probably because as a peace-loving 

person he avoids conf ron ta t ions and sur renders t o the 

w i l l s of h i s wife, As he i s c i v i l i z e d i n h i s manners, he 

expresses even h i s deepes t anger most p o l i t e l y . He i s so 

pass ive t h a t when Tapkins d i s c l o s e s h i s v e r s i o n of the 

r e l a t i o n s h i p of Mr and Mrs Lovetown; he accepts i t wi thout 

a ques t i on , 

Limbury i s n e i t h e r s ly as Tapkins , nor a s s e r t i v e as 

Lovetown, He i s a comic c h a r a c t e r . He in t ends t o c o r r e c t 

Mrs. Lovetown,though he has no proof of he r d i shones ty . 

Though conse rva t ive , he reviews her supposed elopement with 

her paramour in the l i g h t of reason and advises Mrs Love­

town to r e t u r n to her husband, Limbury i s a b i t imprac­

t i c a l . He accuses Mrs Lovetown without ve r i fy ing the 

t r u t h of Tapkins*3 words. At the i n i t i a l s tage of 
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his conversation with Mrs. Lovetown; Limbury strikes us 

as polite and sophisticated. But then the disparaging 

comments he makes about Mrs. Lovetown without having 

definite clues amount to defamation. Limbury is drama­

tically an important character. The complications resolve 

only when he accuses Lovetown of being a philanderer', a 

Don Juan protesting love feo many. If he had not attacked 

Lovetown, the latter would not have held Tapkins cul­

pable for all this and the play would not have been 

dramatically successful. It is Limbury who bridges the 

breach between Lovetown and Mrs. Lovetown. He is not mean, 

for he is unwilling to take advantage of the helplessness 

of Mrs.Lovetown. 

AS a writer of comic burletta Dickens in this play 

never attempts' to probe psychological depth but looks 

for material absurdities in the nature of Limbury. In 

this respect he is a sharp contrast to Lovetown. While 

Lovetown is shrewd and practical, Limbury is gullible and 

impractical but not too complex. He may be an odd man 

out, but a comic burletta draws its strength from 

characters like Limbury. 
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Mrs Limbury 

Mrs. Limbury i s in t roduced t o us as an ord inary 

housewife, having the common t r a i t s of a female c h a r a c t e r . 

Like o ther women, she has a tendency t o dominate and 

command. Mrs. Lioibury looks frank and f r e e . She i s 

s l i g h t l y t a l k a t i v e . We meet her when she comes with her 

husband to the house of Lovetown. S.he i s well behaved 

and r e f i n e d . She keeps informal and easy r e l a t i o n s h i p 

with everyone. She t r e a t s her husband e g o i s t i c a l l y : 

MRS LIMBURY.O tPeter i s always agreeable t o anything 

t h a t i s agreeable t o me. Aren ' t you, 

Pe te r ? (IQl) . 

Mrs Limbury demands s o c i a l p o s i t i o n and honour 

genera l ly denied to the V ic to r i an women. Mrs. Limbury, 

remains on the stage fo r a shor t whi le . Her s h o r t 

presence on the stage i s , however, qu i t e s i g n i f i c a n t . 

Mrs. Limbury in her speech never shows any s e r i o u s fee l ings 

fo r Lovetown. Though she does not know t h a t Lovetown i s 

i n z e s t and not in e a r n e s t she would not encourage 

Lovetown t o be c lose , , "Rise , I e n t r e a t you, - we s h a l l 

be discovered" (102). 

This i s not simply a f ea r of scanda l , for even 

Lovetown a t the end admits t h a t he af fec ted a pass ion for 

he r which *1 never f e l t , and t o which she never r e a l l y 
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responded" (110), Mrs. Limbury by nature i s honest and 

t r u e to h e r s e l f . She i s proud of her i d e n t i t y . Theme-

t i c a l l y , the Character of Mrs. Limbury i s impor tan t . When 

Lovetown p r o t e s t s h i s love for he r , though a married woman 

she e n t e r t a i n s i t not because she i s l u s t f u l bu t she wants 

t o make her husband j e a l o u s . There i s no e v i l motive 

behind i t , 

Mrs-Limbury reappears on the s tage before the end of 

the p l ay . She c lears her s tand and makes o t h e r easy about 

her a c t u a l r e l a t i o n with Lovetown. She admits t h a t she 

received Love town's addresses not only t o he lp him i n h i s 

p r o j e c t but t o teach her husband the misery of j ea lous 

f e a r s . Her concluding sentence "come h e r e , you s tup id 

l i t t l e j ea lous in s inua t ing d a r l i n g " (110) shows her 

b i t t e r - s w e e t love t o r he r husband, 

The mystery t h a t ga thered round t h e i r r e l a t i o n s h i p 

ends and everyone comes t o know the t r u t h about h e r . So/ 

while as a fr iend she i s t r u e , as a wife she i s s i n c e r e , 

though dominating. I t i s t o be noted t h a t though apparent ly 

uncompromising, Mrs, Limbury occas iona l ly could be humorous, 

When the se rvan t repor t s of t he bay horse • k icking the 

chaise t o pieces" (lOl) , She quips "Ohl h e ' l l k ick scnnebody's 

b r a in s out , i f Pe te r d o n ' t go t o him" (102) i n order t o 

dismiss her husband and rece ive the addresses of 

Lovetown, 
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Humour j 

Dickens i s an impressive f igure i n the l i n e of 

English humoris ts . As a playwright he always kept i n 

mind those working c l a s s s p e c t a t o r s who used to v i s t the 

t hea t r e in order t o e n t e r t a i n t h e i r weary h e a r t s , 

Truly speaking, some c h a r a c t e r s i n t h i s play are j e s t e r ­

l i k e , The idea l example of t h i s i s the c h a r a c t e r of 

Tapkins. His walks and t a l k s t i c k l e us i n t o l augh te r , 

He comes s inging, ac t s hiamourously, h ides i n the con­

se rva to ry only to hear himself d isparaged by Lovetown. 

Again, incongruous a c t i v i t i e s make both Lovetown and 

Mrs Lovetown humorous c h a r a c t e r . A c lose reading of the 

play expla ins t h a t Mr and Mrs Limbury are a l s o humour-

cha rac t e r s . In shor-t the cha rac t e r s i n t h i s play have 

hard ly any chance t o be s e r i o u s . Quite e a r l y i n the 

p l ay , Lovetown while reading a newspaper reads alound 

c e r t a i n phrases . The phrases t h a t he reads aloud i n the 

con tex t of what Mrs Lovetown says renders both the 

c h a r a c t e r and s i t u a t i o n h igh ly hxomorous : 

M ^ , LOVETOWN : How often have you t o l d me 

t h a t , b l e s sed with my love , you could 

l ive contented and happy i n a d e s e r t ? 

LOVETOWN (reading) : 'Ar t fu l imposter 1' 
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MRS. LOVETOWN : Have you not over and over 

again sa id t h a t for tune and personal 

a t t r a c t i o r s w e r e secondary cons ide ra t i ons 

with you ? That you loved me for those 

v i r tues which, while they gave a d d i t i o n a l 

l u s t r e t o pub l ic l i f e , would adorn and 

sweeten r e t i r emen t ? 

LOVETOWN ( r e a d i n g ) . 'Soothing syrup i ' ( 9 3 ) . 

MRS. LOVETOWN : You ccxnplain of the tedious 

sameness of a country l i f e . Was i t not you 

yourself who f i r s t proposed our r e s i d i n g 

permanently i n the country ? Did you not 

nay t h a t I should then have an ample sphere 

in which to exe rc i se those c h a r i t a b l e f e e l ­

ings which I have so often evinced, by 

s e l l i n g a t those benevolent fancy f a i r s ? 

(93-94) . 

LOVETOWN (reading) . 'Hximane man-t raps I (94). 

Again in her i n t r a - p e r s o n a l communication Mrs Limbury 

a l ludes t o Tapkins which the l a t t e r overhears but th inks 

t h a t she i s t a lk ing about her husband. 

MRS. LOVETOWN. So f a s c i n a t i n g , and yet so 

i n sens ib l e to the t e n d e r e s t of passions 

as not t o see how devotedly I love him. 
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TAPKINS ( a s i d e ) . I thought s o . 

MRS LOVETOWN. That he should s t i l l remain 

unmarried i s t o me e x t r a o r d i n a r y . 

TftPKINS. Uml 

MRii. LOVETOWN. He ought t o have marr ied long 

s i n c e . 

TAPKINS ( a s i d e ) . Eh 1 why, they a r e n ' t 

married! 

. . . I r a t h e r t h ink he ought ( 9 7 ) . 

Tapkins 's confusion i s so s t rong t h a t when Mrs 

Lovetown ac tua l ly a l ludes t o he r husband, he t h i n k s 

t h a t she i s r e f e r r i ng t o somebody o ther than Lovetown. 

Thus, abundant fun which a r i s e s out of misunders tanding 

account for the humour t h a t s e t s the tone of t he p l ay . 

Bes ides , t r i v i a l i t i e s , j o l l y comments and mi r t h fu l 

express ion which the audience enjoy are p r e s e n t p ro ­

fusely i n the play and c r e a t e t he buoyancy which i s the 

h a l l mark of a Dickesian comedy. 

The conversat ion between Lovetown and Mrs Lovetown 

a t the beginning provide us with a f ine humour of 

s i t u a t i o n . Lovetown d i sgus t ed with l i v i n g i n with t h e i r 

d u l l ' o u t - o f - t h e w a y - v i l l a ' makes the fo l lowing funny 

comment when h i s wife t r i e s to revive h i s i n t e r e s t i n 

her s o c i e t y . 
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LOVETOWN. If I did not know you to be one of the 

sweetest c r e a t u r e s i n e x i s t e n c e , my dea r , 

I should be s t r o n g l y disposed t o say t h a t 

you were a very c lose i m i t a t i o n of an 

aggravating female (94) . 

Mrs Lovetown meets him square ly : 

MRS .LOVETOWN. . . for I dec l a r e t h a t i f I h a d n ' t known 

you t o be such an e x q u i s i t e , good-tempered, 

a t t e n t i v e husband, I should have mistaken you 

for a very g r e a t b r u t e (94) . 

Such an exchange of words, apparent ly pungent , i s 

a c t u a l l y soaked in hximour, 

Again the s i t u a t i o n i n which Tapkins overhears the 

u t t e r a n c e s of Mrs Lovetown and jumps t o the conclus ion 

t h a t she i s another p e r s o n ' s wife , i s comical ly t i c k l i n g . 

Pa r t of the s i t u a t i o n a l humour spr ings from t a l k i n g a t 

c ross purposes , when Tapkins proceeds t o d ivu lge t o 

Limbury the so cal led s e c r e t about the r e l a t i o n s h i p 

between Lovetown and Mrs Lovetown, Limbury wrongly t h inks 

t h a t the d isc losure i s about the f a i t h l e s s n e s s of h i s 

wi fe . So he works i n t o fu r ious d i s t r a c t i o n t i l l i t 

becomes c l e a r tha t the dishonourable woman i n ques t ion 

i s not h i s wife but Mrs Lovetown. As they t a l k a t c ross 

purposes , the audience r o l l s i n b o i s t e r o u s l a u g h t e r , 
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A g a i n / t h r o u g h a v e i l e d u s e of p r o n o u n s o r a b s e n c e of 

p r o n o u n s D i c k e n s c r e a t e s humorous s i t u a t i o n s . The e x c h a n g e 

of d i a l o g u e s b e t w e e n Love town and L i m b u r y i s an i n s t a n c e 

i n p o i n t . Love town t h i n k s t h a t L imbury i s a c t u a l l y a c c u s i n g 

T a p k i n s w h i l e t h e l a t t e r a c c u s e s none o t h e r t h a n L o v e t o w n . 

L o v e t o w n ' s a l l u s i o n t o h i s w i f e as " M r s - L o v e t o w n " (109) 

a d d s t o t h e c o n f u s i o n . T h i s i s a l s o e v i d e n t f rom t h e c o n ­

v e r s a t i o n b e t w e e n T a p k i n s and L o v e t o w n t h a t f o l l o w s : 

LOVETOWN ( t o TAPKINS) , How d a r e you t a m p e r w i t h 

t h e a f f e c t i o n s of M r s . L o v e t o w n ? 

TAPKINS. 0 / i s t h a t a l l ? Ha l Hal ( c r o s s e s t o C.) 

LOVETOWN. ALL I 

TAPKINS, Cc»ne, Come, none of y o u r n o n s e n s e . 

LOVETOWN, N o n s e n s e I D e s i g n a t e t h e b e s t f e e l i n g s 

of o u r n a t u r e n o n s e n s e • 

TAPKINS. Pooh I P o o h i H e r e , I know a l l a b o u t 

i t . 

LOVETOWN ( a n g r i l y ) . And s o d o I , s i r . And s o 

do I . 

TAPKINS, Of c o u r s e you d o , and y o u ' v e managed 

v e r y w e l l t o k e e p i t q u i e t s o l o n g . Bu t 

y o u ' r e a d e e p f e l l o w , you j o v e l y o u ' r e a 

d e e p f o l l o w I 
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LOVETOWN. Now, mind I I r e s t r a i n myself 

s u f f i c i e n t l y t o ask you once again before 

I knock you down, by what r i g h t dare you 

tamper with the a f fec t ions of Mrs Love town ? 

TAPKINS. Righti 0, i f you come t o s t r i c t r i g h t , 

you know, nobody has a r i g h t bu t he r 

husband. 

LOViiTOWN. And who i s her husband ? who i s 

her husband ? 

TAPKINS. Ah I t o be su re , t h a t ' s the ques t i on . 

Nobody t h a t I know. I hope - Poor 

fellow (109) . 

Admittedly, the e n t i r e s i t u a t i o n draws i t s s t r e n g t h 

from the ind i rec tness i n the use of pronouns and 

pronominals. 

The C r i t i c a l Estimate of the Pl^y : 

I s She His Wife ? or Something S i n g u l a r , has a 

t i g h t l y s t ruc tu red p l o t . The s e q u e n t i a l arrangement of 

the p l o t has been most s k i l f u l l y manipula ted . The 

va r ious ent rances and e x i s t s give o p p o r t u n i t i e s t o the 

c h a r a c t e r s to be l e f t alone t o t a l k out t h e i r h e a r t s 
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and to be spied upon, Dickens has a l s o made a ca r e fu l 

d i s t i n c t i o n between s o l i l o q u i e s and a s i d e s , between 

the words t h a t are meant only for the audience . The most 

s t r i k i n g fea ture of the play i s the way the ac t i on b u i l d 

up to a crescendo leading t o the climax which irevolves t o 

everytoody's s a t i s f a c t i o n . This whole t h ing has been done 

most enchant ing ly . So, never fo r a moment, t h e play reads 

d u l l . The i n t e r e s t of the audience i s kept up through a 

s e r i e s of i n t e r e s t i n g developments and funny s i t u a t i o n s . 

The play i s an e loquent test imony t o Dickens ' s 

mature dramatic a r t . 



CHAPTER - IV 

THE liAMPLIGHTEJl 
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H i s t o r i c a l Background : 

The Lamplighter was w r i t t e n i n 1838 when Dickens 

was a c t u a l l y very busy with Nicholas Nickleby. Thr«e 

years l a t e r i n 1841 Dickens had adapted the f a rce i n the 

form of a n a r r a t i v e , i n The Picyiic Papers subsequent ly re-

p r in t ed in Collected Papers (London : Chapman and Hal l 

1906, 183-196) . I t i s i n t e r e s t i n g t o compare t h e play 

with the s t o r y as the comparison would r evea l the 

s t r eng th and the weakness of Dickens as a w r i t e r . A l l a r -

dyce N i c o l l , for one, holds t h a t Dickens "could not 

f ind the t rue way of express ing himself dramat ic w i s e . 

When he i s permitted t h a t opening i n t o persona l r e v e l a ­

t i o n which i s n a r r a t i v e , he can do g r ea t t h i n g s , when he 

i s t i e d down t o dialogue a lone , h i s s t r e n g t h f a i l s 

hira."^ 

In the na r ra t ive the s t o r y of The Lamplighter i s 

presented not d i r e c t l y b u t as p a r t of a l a r g e r n a r r a t i v e . 

I t i s a s to ry within a s t o r y . Dickens de sc r ibe s the 

Lampl ighters ' "House of c a l l " and the chief of the t r i b e , 

descr ibed as the "cac ique" , n a r r a t e s the s t o r y of Tom 

Grig t o a band of Lampl igh te r s . In f a c t , Tcan Gr ig i s 

1. Allardyce Nico l l , A His to ry of English Drama 1600-
IffOO, London : Cambridge Unive r s i ty P r e s s , 1963, 
Vol . IV, 210. 



9J 

introduced as a t h i r d person i n the s tory "Tom Gr ig , 

gentleman . . . was an ornament t o us . . . Tom's family g e n t l e -
2 

men were a l l Lamplighters ." 

Asked whether the l a d i e s were a lso Lampi igh te rs , the 

cacique makes a comment which r e f l e c t s Dickens ' s a t t i t u d e 

to women "They had t a l e n t enough for i t . S i r and would 

have been, bu t for the p re jud ices of the s o c i e t y . . . 

(they) at tended to the house keeping g e n e r a l l y . I t ' s hard 

t h i n g upon women, gentlemen, t h a t they are l i m i t e d t o such a 
3 

sphere of ac t ion as t h i s : very hard ." 

I t i s obvious t h a t the oppor tun i ty in the n a r r a t i v e 

form for express ion of persona l f ee l ings i s complete ly 

missing in the dramatic form. For example, i n the n a r r a ­

t i v e when Tom i s taken i n s ide the house of Mr. S t a rgaze r 

h i s condi t ion i s descr ibed i n a way v^ich i s impossible 

to do in the play "Gentlemen, i f Tom had n ' t been 

remarkable for h i s love of t r u t h I t h ink you would s t i l l 

have be l ieved him when he sa id a l l t h i s was l i k e a 
4 

dream," In the f i c t i o n Tom i s t r e a t e d with good dr ink 

2 . Col lec ted Papers : London : Chapman and Hal l , 
1906, 184. 

3 . I b i d , 185. 

4. I b i d , 188. 
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and dinner and his reaction to it reveals his social 

position. This is definitely an improvement upon the 

play which does not have this situation. Consider also 

how Tom describes the two young ladies in the narrative: 

I will not attempt a description of female 

beauty gentlemen, for everyone of us has a 

mode of his own that suits his own taste 
5 

best. 

The na r r a t i ve form has another advantage over the dramatic. 

The former can make use of d ia logues bu t the l a t t e r cannot 

make use of na r r a t i on . Dickens himself has made much use 

of d ia logues in his n o v e l s . In A Tale of Two C i t i e s for 

example, sometime d ia logues occur f o r pages without a 

b reak . 

But the play a l so has c e r t a i n unique f e a t u r e s not 

found i n the s t o r y . S t a r g a z e r ' s q u a r r e l s wi th n a t u r e , 

the Lamplighter asking fo r h i s l adder and Betsy swooning 

i n the arms of Mr Mooney a l l these are e x t r a o r d i n a r i l y 

dramatic and hence u n f i t f o r f i c t i o n a l i s a t i o n . 

5 . CP 188. 
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s t o r y Outl ine 

Tom Grig , the Lamplighter^appears on the s tage with 

a ladder on h i s back, a l a n t e r n i n h i s hand and a song on 

h i s l i p s . The song i s of fered t o the n igh t because only 

a t n igh t lamps are b r i g h t . He climbs, on a lamppost and 

l i g h t s a lamp and j u s t as he goes t o l i g h t another Mr. 

S t a rgaze r not ices him from h i s window and c a l l s him. The 

l ampl igh te r hears him but as he would not l i k e t o be 

de ta ined he t r i e s to run off . S t a rgaze r i s a p e c u l i a r man. 

He s tops the lamplighter because he b e l i e v e s t h a t man whom 

he would meet at t h a t p r e c i s e moment must marry h i s niece .Star­

gazer t akes him home promising t o give him the p h i l o s o p h e r ' s 

s t o n e . He then takes the l ampl igh te r i n t o confidence and 

in t roduces him t o the family members one by one . Mean­

whi le , G a l i l e o , Mr. S t a r g a z e r ' s son, q u i t e whimsical ly 

wants t o marry Fanny. His f a t h e r i s i n d i f f e r e n t t o h i s 

sorts c h o i c e . Ga l i l eo and Betsy are dead aga in s t 

Mr. S t a r g a z e r ' s choice of Tom as Fanny 's husband. But 

Mr. S t a rgaze r who i s very determined t akes him t o the 

lumber room where he f inds Mr. Mooney, a g i f t e d man, 

according t o Mr. S t a r g a z e r , But Mooney looks very abnormal. 

The lampl igh te r being unimpressed by Mooney makes some 

adverse comments which Mr. S t a r g a z e r does not l i k e . 

Bets y t r i e s to f a l s i f y Mooney's p r e d i c t i o n and check 

G a l i l e o who must a s s a u l t h i s r i v a l . In the lumber room 
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Tom sees a ske le ton which has been prepared by Mooney, 

He i s t o ld t h a t h i s days are numbered and he should d ie 

s h o r t l y . But he ou t l i ve s the f a t a l hour and the play ends 

happ i ly with Mr. S t a rgaze r r e a l i z i n g h i s mi s t ake . Qn 

£mma's reques t Mr. S t a rgaze r allows h i s daughter t o s e l e c t 

the husband of her own cho ice , po r B e t s y ' s reward the re i s 

a genera l suggest ion t h a t Tom would be a s u i t a b l e match fo r 

h e r . More so because Mr. S ta rgaze r has no t iced an e r r o r 

i n the e a r l i e r c a l c u l a t i o n s and accordingly Tom should 

cont inue t o l i v e t i l l h i s 82 years of age . But i t i s a t t h i s 

p o i n t of time t h a t a se rvan t walks i n t o t e l l them t h a t 

t h e people outs ide are c a l l i n g the l amp l igh t e r t o l i g h t the 

lamps. Tom, freed from a l l poss ib le bonds of Mr. S t a r g a z e r ' s 

household, goes back t o h i s rou t ine work. After a tem­

porary excurs ion i n t o a world of dream, as i t were, he 

r e t u r n s to r e a l i t y . 



10^ 

CHARACTSRS 

Tom G r i g 

Tom G r i g , t h e l a m p l i g h t e r , i s t h e k e y c h a r a c t e r i n 

t h i s one a c t f axx :e , 

A p e r f e c t c o m b i n a t i o n o f s t r a i g h t f o r w a r d n e s s and 

l i g h t h e a r t t e d n e s s , Tom G r i g i s a b a l a n c e d c h a r a c t e r . 

T h e r e a r e o c c a s i o n s when h e d o e s become a v i c t i m of 

Mr S t a r g a z e r ' s a s t r o l o g i c a l p r e d i c t i o n s b u t f i n a l l y he 

r e a l i z e d h i s f o l l y and comes o u t of t h e m a z e . He i s t h e 

r e p r e s e n t a t i v e of t h e w o r k i n g c l a s s who w o r k s f o r o t h e r 

p e o p l e ' s s a k e , 

Tom s i n g s t w i c e i n t h e p l a y . The f i r s t s o n g shows 

t h a t he i s a l o n e l y b u t u n c o m p l a i n i n g l a m p l i g h t e r . T h i s 

s o r » i n d i c a t e s t h a t he i s a d e d i c a t e d workman . S m a l l w o n d e r 

t h a t he i s u n w i l l i n g t o w a s t e t i m e i n c o n v e r s a t i o n w i t h 

M r . S t a r g a z e r . He i s u n p r e t e n t i o u s f o r he i s n e v e r s h y 

of s a y i n g t h a t he i s a l a m p l i g h t e r . He n e v e r r e s o r t s t o 

d o u b l e d e a l i n g w i t h m e n . M r . S t a r g a z e r i s a s t r a n g e r t o 

h i m , y e t t h e l a m p l i g h t e r accompanies him o n h i s r e q u e s t . 

He p o s s e s s e s a c i v i l m a n n e r . He h u m b l y p r o t e s t s 

a g a i n s t Mr . S t a r g a z e r ' s p l a n o f m a r r i a g e b e t w e e n t h e 

u n e q u a l s . He knows w e l l t h a t t h e l a m p l i g h t e r w i l l r e m a i n a 

l a m p l i g h t e r e v e n when f a v o u r e d b y t h e s t a r s ' , 

. . . t h e s t a r s h a v e made a m i s t a k e — t h e c o m e t h a s 

p u t em o u t i (118) , Tom i s v e r y j u d i c i o u s and t a k e s 

d e c i s i o n c a r e f u l l y w i t h o u t a n y h a s t e . He i s a l w a y s c a l m 



lOlf 

and q u i e t . There i s a sharp d i s t i n c t i o n between Tom 

a t the beginning and Tom a t the end. At f i r s t he i s a 

simple man ignorant of the t r a p s of the world. But 

i l l u s i o n s h a t t e r s a t the end as he b ids farewel l to the 

world of dreams. The c h a r a c t e r develops through three 

encounters with the s t a r -dependen t man, with Ga l i l eo and 

with r e a l i t y . In the p o r t r a i t of Tom Dickens has f i n e l y 

mingled dream with r e a l i t y . He i s poor and so the assu­

rance of the ph i lo sophe r ' s stone immediately tempts him. 

But when Mr. S ta rgaze r informs him t h a t h i s days are 

nxambered h i s dreams are s h a t t e r e d and he r e tu rns to 

r e a l i t y aga in . There i s a mystery about Tom's paren tage . 

F i n a l l y , Tom has a f ine sense of humour and a g i f t for 

w i t . 

Mr. S targazer > 

Mr. Stargazer is more melodramatic than dramatic 

character. His main occupation is with the stars, 

specifically with the position of the stars. 

Mr, Stargazer who is first seen beside the open 

window looks outside the window inquisitively to know 

from Tom, the lamplighter, the position of the comet. 
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He i s a s t ro loge r in the t rue sense of the te rm. His 

u t t e r a n c e s and act ions aire r i d i cu lous as ev iden t from 

the following speech : 

MR. STARGAZKR. You d o n ' t understand . . . wha t ' s going t o 

happen he re . Six months ago I der ived from t h i s source 

the knowledge t h a t , p r e c i s e l y as the c lock s t ruck 

f i v e , on the afternoon of t h i s very day, a s t r a n g e r 

would present himself before my enraptured s i g h t , — 

t h a t s t r a n g e r would be a man of i l l u s t r i o u s and high 

descen t , — t h a t s t r a n g e r would be the des t i ned husband 

of ray young and lovely nice (118). 

Though Tc«i i s a s t r ange r he i s informal with him because 

the l a t t e r too i s s u p e r s t i t i o u s l i k e him. When i t r a in s 

he does not be l ieve i t . Rather to disprove i t he br ings 

weather almanack. I t sugges ts t h a t h i s own s u p e r s t i t i o u s 

ideas are more dear t o him than f a c t . He loves and f e e l s 

f o r h i s n i ece . But the way he in t roduces Tom t o Famny can 

hard ly be supported. In a fa rce making fun i s more 

impor tant than r e a l i s t i c c h a r a c t e r p o r t r a y a l . Mr. S t a r -

gazer i s not a man of f ixed p r i n c i p l e . He i s a wee b i t 

hximbug t o o . Consider the fol lowing remark ; 

MR. STARGAZER, Don' t i n t e r r u p t me. I am versed i n the g r e a t 

sc iences ot astronomy and a s t ro logy (118) , 
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He i s unusually eccen t r i c and ever in the world of p l a n e ­

t a ry pos i t i on and mysterious change of f o r t u n e . 

He wonders t h a t Tom who i s d e s t i n e d to won the p h i l o -

p h e r ' s stone i s a mere l ampl igh te r : 

MR. STAGAZER. Cer t a in ly . A man in whom the p l a n e t s take 

e spec i a l i n t e r e s t , and who i s about t o have a 

share i n the ph i losopher ' s s t o n e , descend t o 

lamplight ing i (119). 

When i t i s ac tua l ly r a ins a g a i n s t p r e d i c t i o n he begins 

to qua r re l with nature : 

MR. STA^AZER. I d o n ' t acknowledge t h a t i t has any r i g h t 

r a i n , mind i I p r o t e s t a g a i n s t t h i s (12 0 ) . 

This amusing remark revea l s t h a t S t a rgaze r i s a p r i s o n e r 

of h i s dogma. 

Although he i s odd, he i s not a h y p o c r i t e . He ignores 

h i s r e s p o n s i b i l i t y towards h i s son . N a t u r a l l y , Ga l i l eo 

almost a t every s t ep d i f f e r s from him i n op in ion . There 

i s a sharp c o n f l i c t between f a t h e r and son. The c o n f l i c t 

br ings out the arrogance of Mr. S t a r g a z e r . Mark a l so 

how he forces both Emma and Fanny to submit to h i s w i l l . 

The most amusing scene i s the scene in which 

Mr. S ta rgazer appears i n the sanctum sanctorum. He b r ings 

Tom with him. Here he meets Mooney. The way he in t roduces 

Mooney to Thorn i s a f ine example of h i s sense of humour. 
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For example when he says "Nothing awakens him from these 

fits of meditation but an electric shock" (119) . the 

audience bursts into laughter. He has a very soft corner 

for Mooney, He asks Tom not to show a 'disrespectful 

attitude to one of the greatest men that ever lived'(129). 

He shows typically Victorian conservatism in his unwilling­

ness to listen to a girl. He would not listen either to 

Fanny or to Emma, Mr, Strangazer begins as an orthodox 

Victorian, but ends as a reasonable good mannered Victo­

rian, 

In the story Mr, Stargazer is made the representative 

of the aristocratic society. The play also reveals his 

ridiculous stupidity not only in the manner in which he 

perceives hidden nobility in a lamplighter but also 

the way he quarrels with nature for violating his fore­

cast, He is so obsessed with his findings that he refuses 

to accept reality when it contradicts his findings. The 

only compromise Mr. Stargazer makes in course of the play 

is when his dear Mooney threatens to leave the house and 

he asks Emma to choose a husband of her choice, 
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Betsy Mart in : 

Betsy Martin in t h i s one-ac t farce i s more dominating 

than the o the r three female c h a r a c t e r s , we see Betsy 

Martin only i n the second, scene a t Mr. S t a r g a z e r ' s house. 

She i s then cha t t e r i ng with the o the r members of the 

family. She i s a f r i end , a guardian and a c a t a l y s t , 

AS a f r iend she i s r e l a i b l e . As a f r i e n d , she i s 

sympathetic to her f r i e n d . She urges Emma t o marry Moonej 

and e x h i b i t s her na tu ra l sympathy for G a l i l e o . She a l s o 

throws some l i g h t on Mr. S t a rgaze r and Mooney with whom 

she i s not happy. In t a c t , she helps us to s tudy and 

understand o the r cha rac te r s of the p lay . I t i s through 

i n t e r a c t i o n with her t h a t o the r cha rac t e r s are r e v e a l e d . 

AS she holds a s o f t co rne r for G a l i l e o , she warns 

him a g a i n s t h i s misbehaviour with f u l l command over him. 

Betsy on the whole impresses us as a woman with s t r e n g t h 

and s tamina . She i s no t r e a l l y i n t e r e s t e d i n s p o i l i n g 

the r e l a t i o n of Fanny and Tom, as Mr. S t a r g a z e r t h i n k s . 

A3 Fanny i s not much i n t e r e s t e d i n i t , Betsy t h i n k s of 

doing something pos i t i ve f o r h e r . She works as a c a t a l y s t 

h e r e , Betsy i s of the dominating t y p e . Her only aim i s t o 

p re s s o the r s to do according t o her wish . Her j e s t and 

jokes amuse the audience. In f a c t , from the second scene 

onwards Betsy becomes the cen t r e of a t t e n t i o n . One 

i n t e r e s t i n g aspect of her c h a r a c t e r i s her straighttorwardneos. 
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Throughout the play she never su r render s t o anybody, 

r a t h e r compels o thers to accept h e r . She has a bold 

p e r s o n a l i t y . She i s w i t t y t o o . Consider he r remark t h a t 

Mr. Mooney i s " . . . always winking and b l i n k i n g through 

te lescopes . . . and c a n ' t see a p r e t t y face when i t ' s 

under h i s very nose " (120) . When Tom c l a r i f i e s the 

cause behind t i c k l i n g he r hand, she qu ips "Then you 

ought to be more c a r e f u l , Mr, Gr ig . That was a l i b e r t y , 

S i r " (126) . Whatever she r e c e i v e s , she accepts only 

a f t e r judging i t . When Emma, G a l i l e o and Fanny press he r 

t o take Tom as her husband, she p o l i t e l y refuses bu t a t 

the same time assures them t h a t she can be f r i e n d l y with 

Tom. 

Her cha rac t e r i s f ree from complexity and urban 

s o p h i s t i c a t i o n . Her pragmatism i s b e s t f e l t when she 

t e l l s Ga l i l eo : "Nonsense, you c a n ' t af ford to indulge 

i n such expensive amusements as r e t a l i a t i o n ye t awhi le . 

You must wai t t i l l you come i n t o your p rope r ty , 

S i r " (126) . F r i v o l i t y and se r iousness f i n e l y combine i n 

he r person . In the second scene when Betsy t r i e s t o 

p revent Tom going t o the myster ious chamber, Tom wants 

t o know the reason. She answers j 

BETSY. (a f fec t ing t o recover h e r s e l f ) . No, no, 

Mr. Gr ig , i t ' s nothing — i t ' s haJ hal hal -
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don ' t mind me, d o n ' t mind me, but i t c e r t a i n l y 

i s very shocking; — no, — no, — I d o n ' t mean 

t h a t . I mean funny, - y e s . HAi hal ha! (12 7) , 

She knows her s t a t i o n in soc i e ty and hence dec l ines 

t o marry Gr ig . "Let me s e e . I d o n ' t wish to have Mr. 

Grig to myself, you know. I d o n ' t want t o be married" 

(125) . 

But t h i s s t rong dec i s i on changes i n course of the 

p l a y . J u s t before the end of the play Tom rece ives 

Betsy . The change of d e c i s i o n poin ts t o Dickens 's v a s t 

knowledge of the unpred ic tab le complexity of human n a t u r e . 

Betsy funct ions l i k e a c a t a l y s t i n the p lay . She he lps 

Emma and Mooney t o marry each o t h e r . Fanny ge ts Ga l i l eo 

only for Betsy. The way she convinces Mr. S ta rgaze r 

about G a l i l e o ' s claim on Fanny shows h e r t a c t and 

i n t e l l i g e n c e . The main reason behind B e t s y ' s ob jec t ion 

t o marry Tom,is t h a t Tom i s only f ive thousand e a r n e r . 

This cons ide ra t ion of m a t e r i a l gain i n mar r iage , though 

mean, was not uncommon among the working c l a s s women i n 

the V ic to r i an e r a with vrfiom marriage was a means for 

s o c i a l upgradat ion, 
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Sauna S ta rgazer ; 

Emma i s the daughter of Mr. S t a r g a z e r . She appears 

on the stage only i n the second scene . But i t i s only 

i n the middle of the second scene t h a t she opens he r 

l i p s . I t i s i n t e r e s t i n g t o note t h a t about Emma nothing 

i s t o ld c l e a r l y in the s tage d i r e c t i o n of the second 

scene . Betsy f i r s t makes Emma known t o u s . She mentions 

her name in her speech, we are not even t o l d how old Emma 

i s . only we are given a h i n t t h a t she i s a marr iagable 

g i r l . 

Dickens says l i t t l e about h e r . Other c h a r a c t e r s and 

c e r t a i n inc iden t s help t o form an idea about h e r . From 

Be t sy ' s ccMnment i t appears t h a t the marriage of Emma i s 

going t o take place without the consent of he r and i t i s 

her r eac t ions which reveal her c h a r a c t e r . 

F i r s t , Emma i s seen with he r f a t h e r . She i s seen 

with her fel lows in the same scene . Where he r r e a c t i o n 

aga ins t G a l i l e o ' s idea of a c t i o n i s hard t o over look. 

Emma remains on the s tage fo r a b r i e f t i m e . But wi th in 

t h i s b r i e f time she makes he r presence f e l t . Emma i s not 

as prompt as Betsy, So, her r e a c t i o n t o G a l i l e o ' s 

v i o l e n t ac t ion i s notable j 

EMMA.(On the o ther s ide) . No ! pray do not j - i t 

makes my blood run cold to hea r you (123) . 



I l l * 

I t i s the appeal of a very meek and modest g i r l , 

Since she i s not asser t ive^ she has to su r render before 

any v i o l e n t a c t i o n s . P r a c t i c a l l y , she i s a f o i l to Betsy 

who i s forward and outspoken, He rde t e s t a t i on of Mooney 

i s revealed when she d i s a g r e e s to take Mooney as he r 

husband i 

EMMA. I t ' s a c tua l ly worse than my being s a c r i f i c e d 

to t ha t odious and d e t e s t a b l e Mr, Mooney (124) . 

Her dilemma becomes c l e a r when she t e l l s Betsy : 

EMMA. You could not manage , the same time to g e t 

any young f r iend of yours t o make something 

more than a f r i end of Mr. Mooney, could you, 

Betsy ? (125). 

Emma's longing for freedom - t o be u n f e t t e r e d in 

her words r e a l l y p r o j e c t s t he genera l wish . Her 

unsubmissiveness to he r f a t h e r ' s i r r a t i o n a l demand c rea t e s 

c o n f l i c t i n her c h a r a c t e r . Had she completely obeyed her 

f a t h e r , she would have become d u l l , unimpressive and 

u n i n t e r e s t i n g . Her oppos i t i on makes her r e a l , 

Emma herse l f i s a mystery i n the p l a y . Why she 

ob jec t s to her a l l i ance with Mooney remains unknown. The 

mystery i s unrevealed, 
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Fanny Brown : 

F a n n y a p p e a r s on t h e s t a g e o n l y i n t h e s e c o n d s c e n e 

S h e i s t h e n i e c e of M r . S t a r g a z e r . I n t h e v e r y o p e n i n g 

s c e n e Mr . S t a r g a z e r h i m s e l f s p e a k s o f t h e b e a u t y of h i s 

n i e c e : 

MR. STARGAZER. 

Beautiful ! A graceful carriage, an exquisite 

shape, a sweet voice; a countenance beaming with 

animation and expression; the eye of a startled 

fawn (119). 

In h i s d e s c r i p t i o n there i s an exaggera t ion t h a t 

amuses the audience. But i t i s c l e a r t h a t Fanny i s a 

p r e t t y g i r l . The d e s c r i p t i o n e x h i b i t s t h a t she i s q u i e t 

and calm. 

I t i s i n t e r e s t i n g to note t h a t t h e e n t i r e play 

cen t r e s on Fanny. Mr. Stagcuser gives Tom the proposal 

of marriage with Fanny. G a l i l e o i s madly i n love with 

Fanny and wishes to marry her a t any c o s t . But Mr, 

S ta rgaze r wants her t o marry Tom. 

Fanny's main a c t i v i t i e s on the s t a g e began with 

Tom's appearance, she makes a l o t of fun a t h i s c o s t . 

All her comments are w i t t y . When Mr. S t a r g a z e r i n t r o ­

duces Tom^Fanny's ireaction t o t h a t i s remarkable . She 

makes a fun of i t : 
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FANNY. What gentleman, uncle ? Do you mean t h a t 

e l a s t i c person yonder who i s bowing with 

so much perseverance ? (121) . 

Fanny i s well-behaved and well ve r sed i n e t i q u e t t e . 

when she comes t o know t h a t Tom i s chosen as he r husband 

she does not openly show d i s r e s p e c t t o he r u n c l e . She 

simply expresses her wonder : 

FANNY. My husband, uncle ? Goodness g r a c i o u s , Emma I 

(122). 

Fanny success fu l ly t a c k l e s the embarassing s i t u a t i o n . 

She knows well how t o behave i n an awakward s i t u a t i o n 

and she i s never in h a s t e . She t a l k s with G a l i l e o very 

c o r d i a l l y . Her c o n f l i c t f e e l i n g , love and sympathy 

a l l appear n a t u r a l . At the same time Fanny i s much 

conscious of her age. She cannot ignore the age she 

belongs t o : 

FANNY. You forge t t h a t , s i t u a t e d as we a r e , we 

could not be mar r ied , even i f you were one-

and-twenty j - we have no money 1 (12 3-12 4 ) . 

What she suggests i s t h a t they are the v i c t i m s of a 

mercenary soc ie ty vrtiich i s in imica l t o h\iman q u a l i t i e s : 

Love, a f fec t ion and sympathy. As a l o v e r , Fanny i s very 

p r a c t i c a l and reasonab le . She always t r i e s her b e s t t o 

make Ga l i l eo see what i s what. 
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Fanny suffers much mentally. Her silent suffering 

makes her all the more charming. The truth is she loves 

Galileo. But the problem is that she has no money and 

her uncle will not let her marry Galileo. In such a 

miserable condition Fanny remains steady and confident. 

She has an extraordinary stamina of mind though the 

situation she is in is highly critical i "was such an 

atrocity ... heard of2 I, left with no power to marry 

without his consent, and he almost possessing the power 

to force my inclinations" (12 4). What she intends to 

say is that she is the victim of circumstances. While 

Fanny is passive, Emma is vocal and wishes to gain every­

thing forcefully. 

Placed between Tom and Galileo, she remains the centre 

of interest. Fanny is the nucleus of some funny situa­

tions particularly during feigned love scenes. When she 

tells Mooney "... You are my first and only love. Oh J 

speak to me" (134)» we only feel the mockery of it. 

F anny's mock-courtship— • 

FANNY. Oh I no, no, no (detaining him). Give me some 

encouragement. Not one kind wordfnot one look 

of love ? (134) — ± S never taken seriously 

by the audience. Through this trick Fanny befools Tom 

fulfils her love for Galileo. As a lover Fanny is sober 

and her love is devoid of viClent passion. 
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Master Ga l i l eo Isaac Newton Flanistead S t a rgaze r : 

Master G a l i l e o ' s ro l e i n the play i s secondary. 

Even the courage t h a t he evinces towards the end i s 

a l so secondary to Mooney's anger . The f a c t t h a t he c a r i ­

ca tu res h i s fa ther behind h i s back and decides to a t t a c k 

Tom s e c r e t l y i s a testimon«y t o h i s lack of purpose and 

h i s cowardice. However towards the end when, on see ing 

Fanny 's passion towards Mooney, he shows jea lousy c h a r a c ­

t e r i s t i c of a lover , h i s c h a r a c t e r becomes more r e a l i s t i c , 

We meet him i n the second scene-. Fanny, Betsy, 

Emma and Ga l i l eo are in a mir thfu l mood. Fr iend ly 

exchange goes on. Ga l i l eo appears on the s tage with a 

f ixed ob jec t ive , t h a t of marrying Fanny. I n c i d e n t a l l y , 

Ga l i l eo was a g rea t s c i e n t i s t who dared to t e l l the t r u t h 

t h a t ea r th revolves round the sun^not the sun round the 

e a r t h as held by Ptolemy. The g r e a t s c i e n t i s t had to 

su f f e r inhumanly for h i s i d e a . The s c i e n t i s t G a l i l e o had 

t o f i g h t h i s opponents and Dickens ' s G a l i l e o has t o f i g h t 

aga ins t a s e l f -op in iona ted f a t h e r . His f a t h e r i n h i s 

opinion, i s : 

GALILEO»«« so much occupied in making observa t ions on 

the sun round which the e a r t h r evo lves , t h a t 

he takes no not ice of the son t h a t revolves 

round himl (121) . 
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Usually vexed by h i s f a t h e r ' s obs t inacy he occa­

s i o n a l l y shouts p r o t e s t i n g l y : 

GALILEO.I won't stand i t - I won't svibmit t o i t 

any longer , I w i l l be married (121) . 

The way he r e a c t s when TcMn, the Lamplighter advances 

towards Fanny and k i s s e s a t the back of he r head 

revea ls the s t rength of h i s p e r s o n a l i t y . We may laugh 

a t h i s c h i l d i s h behaviour but we can never ques t ion h i s 

s i n c e r i t y as a lover . He i s w i t t y and ever quick in 

h i s r^p ly . When Emma reminds h i s about the need for 

money, he observes : 

GALILEO.Oh/ I am sure every C h r i s t i a n clergyman/ 

under such a f f l i c t i n g c i rcumstances / 

would marry us on c r e d i t (12 4 ) . 

Sometimes, h i s f e e l i n g s are demonstrated through 

a c t i o n s . That he i s susp ic ious of Fanny i s demons­

t r a t e d through h i s s t e a l t h y en t rance i n t o the lumber 

room and endeavour t o o t e r h e a r the conver sa t ion 

between Betsy and Fanny, 
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Mr. Mooney i 

Mooney i s undoutedly the most amusing c h a r a c t e r i n 

the p l ay . He i s almost a clown. 

Mooney, as the s tage d i r e c t i o n r e p r e s e n t s him, i s 

an a s t r o l o g e r . Prom the conversa t ion between Betsy and 

Emma we come to know t h a t he i s the p rospec t ive husband 

of Emma. But Emma cannot t o l e r a t e Mooney. Though 

Betsy th inks t h a t Mooney i s 'bad*, Mr. S t a r g a z e r th inks 

t h a t he i s a kind and generous person . He i s wholly 

dedica ted to h i s a s t r o l o g i c a l s t u d i e s . As he t e l l s Emma ! 

100NEY. The l i t t l e boy, . . . has spoken wisdom. I have 

been led t o the contemplat ion of womankind. 

I f ind t h e i r love i s too v i o l e n t fo r ray s t a i d 

h a b i t s . I would r a t h e r not ven ture upon the 

t roubled waters of matrimony (135) . 

His cha rac te r c o n t r i b u t e s to make fun and amusing 

scenes i n the p lay . Mooney i s an e g o i s t . The r e c u r r e n t 

use of • ! ' in his speech f inge r s a t h i s egoism. Mooney 

has a r a re sense of humour. The audience b u r s t s i n t o 

l augh te r when he s t e a l s Tom's ' h a t ' , and puts i t upon 

h i s head. Again, when S t a r g a z e r t e l l s him t o unfold 

h i s hand for g r ee t i ng , he r a i s e s h i s l e g s . The V i c ­

t o r i a n s were by and l a rge s u p e r s t i t i o u s and they 

had f a i t h in f u t u r e - t e l l i n g as Mooney h a s . Mooney i s a 

f ine c r e a t i o n of Dickens. 
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Humour : 

Dickens 's use of wi t and humour i n The Lamp­

l i g h t e r deserves s p e c i a l a t t e n t i o n . Humour here i s 

never cynica l but g e n i a l . Even the wi t used i s 

singularly free from s t i n g . Mr, S t a rgaze r i s seen 

obsessed with s t a r s . To him 'Sun' i s impor tant than 

• s o n ' . So, often i t seems t h a t Mr. S t a r g a z e r i s more 

a clown than a se r ious c h a r a c t e r . Mr. Mooney i s more a 

magician than an a s t r o l o g e r . For h i s funny a c t i v i t i e s 

the audience r o l l i n l a u g h t e r . When he s t e a l s Tom's 

ha t and puts i t upon h i s own head, audience b u r s t s i n 

a pea l of l augh te r . G a l i l e o ' s long name i t s e l f i s a 

source of fun t o a l l . Humour of s i t u a t i o n i s h igh ly 

prominent i n the p lay . Take one example. When i t s t a r t s 

r a i n i n g Mr. S ta rgazer q u a r r e l s with na ture because 

according to the weather f o r e c a s t i t should be a dry 

day. Tom k i s s e s Fanny under h i s h a t . Betsy swoons i n 

the arms of Mr. Mooney. The feigned love which takes 

place between Emma and Mr. Mooney i s amusing t o o , 

Again, the bu r s t i ng of the c r u c i b l e a l s o provides enough 

humour of s i t u a t i o n . One can ha rd ly fo rge t the 

s i t u a t i o n which a r i s e s out of Mr. S t a r g a z e r ' s appea­

rance i n the sanctum sanctorum. B e t s y ' s s t e a l t h y 

en t rance i n t o the myster ious chamber and her h id ing 

behind the skele ton t i c k l e the audience beyond c o n t r o l . 
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There i s no dear th of verba l humour in The Lamp­

l i g h t e r . When Mr. S ta rgaze r asks Tom whether he can 

d i s t i n g u i s h anything of a t a i l of a comet, he says : 

Dis t inguish a t a i l 7 I be l i eve you-four t a i l s 7 (115) . 

The following exchange of words between Tom and 

Mr. S ta rgazer i s a sp lendid example of v e r b a l fun-

making : 

MR. STARGAZER. Don ' t i n t e r r u p t me, I am versed 

in the g rea t sc iences of astronomy and 

astrology> i n my house the re I have every 

de sc r i p t i on of appara tus for observing the 

course and motion of the p l a n e t s . I 'm wr i t ing 

a work about t h e m . . . I read w h a t ' s going t o 

happen in the s t a r s . 

TOM. Read wha t ' s going t o happen i n the s t a r s ] 

Will anything p a r t i c u l a r happen i n the s t a r s 

in the course of next week. Now 7 

Mr. STAfifiA îlR. You d o n ' t unders tand me. I read i n 

the s t a r s wha t ' s going t o happen h e r e . Six 

months ago I der ived from t h i s source the 

knowledge t h a t , p r e c i s e l y as the c lock s t ruck 

f i v e , on the af ternoon of t h i s very day, a 

s t r ange r would p r e s e n t himself before my eAu-

raptured s i g h t , . . , t h a t s t r a n g e r i s yourself : 

I receive you with open arms I 
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TC»̂ . Mei I... .the, husband of a young and lovely -

Oh I i t can ' t be, you know the s t a r s have 

made a mistake - the comet has 

put'em out : (118) , 

Cr i t i ca l Estimate of the Play 

In this play Dickens focuses on several problems 

of each individual . He i s an opt imist . Naturally, every 

emerging problem ends with a happy note. Each problem 

has some pecul iar i ty and magnitude. Sometimes his 

handling of jokes and j e s t s appears too boring. The 

play has three d i s t i n c t scenes, but they are finely 

t i ed up by the single thread of action - problem of 

choice in matrimony. Both Fanny and Bmroa has th i s 

problem of choice. The lamplighter i s always a t the 

focal point . The t i t l e of the play i s therefore apt 

and apposite, 

Technically, the play i s not f lawless . The stage 

d i rec t ion i s not adequate. Moreover the existjjand 

entrances of the characters take place abruptly. The 

use of lengthy dialogues often j a r on our aes the t ic 

sense. Galileo appears melodramatic. Mooney seems to 

be not an actor but a clown on the s tage , Mooney depends 

more on body language and gestures than on speeches. 
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I n s p i t e of these Dickens has been able t o r e t a i n 

our i n t e r e s t a l l through. The play l i ke Ben Jonson ' s 

The Alchemist makes people conscious about s o c i a l e v i l s 

l i k e the ph i losopher ' s s t o n e , AS a play wr ight Dickens 

i s t r u e to h i s moral du ty . Undeniably, t h i s play l i k e 

Hard Times serves as a s o c i a l c r i t i q u e and i s a succe s s , 



CHAPTER - V 

MR. NIGHTI»R3AIiE 'S DIARY 
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Mr. N igh t inga le ' s Diary 

H i s t o r i c a l Background 

"Mr. Nigh t inga le ' s Diary was w r i t t e n by Dickens and 

Mark Lemon for the Guild of L i t e r a t u r e and Art and was f i r s t 

performed a t Devonshire House in May 1851 i n the presence of 

Uueen V i c t o r i a and Prince A lbe r t " . Dickens himself was 

an ac to r when the play was s t a g e d . In f a c t , the combined 

e f f o r t s of Dickens and Lemon made the play a h i l a r i o u s 

comedy with a f a r c i a l b e n t . I t i s not t h a t Dickens suddenly 

took p a r t as an a c t o r . Five years before the product ion of 

the play Dickens had w r i t t e n : 

I t r i e d to r e c o l l e c t , i n coming h e r e , whether I had 

ever been in any t h e a t r e i n my l i f e from which I 

had not brought away some p leasan t a s s o c i a t i o n , 

however, poor the t h e a t r e , and I p r o t e s t , out of 

my var ied exper ience , I could not remember even 

one from which I had not brought some favourable 
2 impress ion* . . . • 

1. Charles Dickens, Foreword. Col lec ted Plays and 
Selee ted Poems. Ed. Shepherd Herne Richard . N. p . 
W.H. Allen & Co., 1882. 2-

2 , Emlyn Williams, "Dickens and the Theat re" i n Charles 
Dig kens 1812-1870. A centenary volume. E d . ^ l j ^ a E 
"*^ * ' ••"'"^—^t London i Weidenfield and Nicoison 
1969, 181-182. 
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We lea rn from Emlyn Williamis t h a t Dickens "turned to 

ac t ing as another wr i t e r might have sought r e l a x a t i o n i n 
3 

f i sh ing or gambling." Moreover, Dickens was such a good 

ac to r t h a t h i s performance was p r a c t i c a l l y " i n d i s t i n g u i s h a b l e 
4 

from a profess ional one." I t may be i n t e r e s t i n g t o r e c a l l 

i n t h i s connection t h a t i n 1845 Dickens had played a ro l e 

i n The Elder Brother of Beaumont and F l e t c h e r . He a l s o took 

p a r t i n Ben Jonson's Every Man i n h i s humour. In 1848 he 

played the ro l e of Fa l s t a f f i n The Merry Wives of Windsor. 

In 185G he acted b r i l l i an t ly i n Bulwer L y t t o n ' s Not so Bad 

as we seem.. So, in 1851 when he produced Mr. N i g h t i n g a l e ' s 

Diary and played many r o l e s i n i t he was a l ready a seasoned 

and success fu l a c t o r . In t h i s play we ge t a p i c t u r e of the 

•dramatic Dickens' in more sense than one. 

3 . Bmlyn Will iams, "Dickens and the Theatre i n 
Charles^iPickens 1812-1870 ; A centenary Volume. 

w^tiifcjs--'?^>—JB'.. London : Weiden-
f i e l d and Nicolson 1969. 181-182. 

4 . I b i d . 
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Story Out l ine ; 

The l oca t i on of Mr. N i g h t i n g a l e ' s Diary i s the water -

l i l y Hotel a t Malvern. The h o t e l i s owned by L i t h e r s . I t i s 

a favour i t e rec luse for ' s i c k ' persons undergoing tireatment 

of coldwater cure a t Malvern. The p lay begins with Gabble-

wig, a lawyer of the Middle Temple. He has come to the 

h o t e l as an unreguired l o v e r . He loves Rosina N i g h t i n g a l e . 

Rosina ' s uncle has not approved of the match because he 

considers Gabblewig a worthless f e l low, a man d e f i c i e n t i n 

eve ry th ing . But Gabblewig i s su rp r i s ed t o l e a r n t h a t Rosina 

along with her uncle and maid i s a l so expected t o come t o 

the same h o t e l i n the same a f te rnoon . The next soujourner 

i s s l a p . Slap i s however d i sgu i sed as Mr. F o r m i v i l l e , But 

they recognize each other as old acquaintances i n t h e i r 

t h e a t r i c a l c a r e e r . Gabblewig decided t o use Formiv i l l e as 

a f o i l and to impress Night inga le how deserving a s u i t o r he 

i s . He plans to use h is amateur d re s se s and make an e f f e c t i v e 

use of the ass i s tance of L i t h e r s . 

Next appears Mr. Night inga le with Rosina, h i s n i e c e , 

and Susan, the maid. We find Rosina and Susan c o n s t a n t l y 

helping Night ingale in w r i t i n g h i s d i a r y or t o r e f e r to i t . 

I n c i d e n t a l l y , when the d i a r y a c c i d e n t a l l y drops Slap a t 

once takes the advantage of i t and reads i t c o n t e n t s . A l l 

the t ime, however, he i s overheard by Gabblewig u n t i l 

Night ingale recovers the d i a r y , 
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Making himself comfortable in the ho te l S lap orders 

fo r wine. Gabblewig d i sgu i sed as a boots b r ings i t i n a 

t r a y , but he by way of p r a i s i n g Slap f o r d i f f e r e n t r o l e s 

t h a t he has played, a c t u a l l y consximes S l a p ' s food and d r i n k . 

Gabblewig a l so t r i e s t o e x t r a c t from him some informat ion 

about Mr Night inga le . I t i s l e a r n t t h a t Night ingale 

who passes fo r a confirmed bache lor had a wife who i s 

now dead. Gabblewig a f t e r e l i c i t i n g some informat ion from 

s l a p persuades Susan to revea l the r e s t of the s e c r e t . 

He l e a rn s from Susan t h a t a f t e r her death Mrs Night ingale 

was bur ied in the preshore churchyard where he r uncle was 

the sex ton . Gabblewig then asks Susan t o procure the death 

c e r t i f i c a t e of Mrs Nigh t inga le . 

The r e s t of the play i s a s e r i e s of humorous s i t u a t i o n s 

i n which s l a p t r i e s t o befool Night ingale and Gabblewig, 

with the he lp of Rosina, dupes Slap and f r u s t r a t e s a l l h i s 

p l a n s . When Slap t r i e s t o convince Night ingale i n the 

guise of a smug physic ian a g a i n s t water-cure and p r e s c r i b e s mus-

•tard and miIk,Gabblewig and Rosina appear i n d i s g u i s e of an 

a i l i n g couple Mr and Mrs Pou l t e r who are dead aga ins t 

mustard and milk recommended by S l a p , Gabblewig t a l k s of a 

c a p t a i n Blower who suffered a f t e r using t h a t . S lap t r i e s 

t o warn Night ingale aga ins t h i r ed humbugs who mislead the 

p a t i e n t s and induces Night ingale t o buy a b o t t l e of h i s 

concoct ion and dr ink a gu lp . Immediately, Gabblewig and 
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Rosina appear as the i n v a l i d cap ta in Blower and Mrs Trus ty 

and show Nightingale how adversely a f fec ted they have 

been a f t e r using mustard and mi lk . As S l a p ' s plans come 

to nothing he moves out of the scene , only t o have 

recourse t o more complex designs*with the a s s i s t a n c e of 

Tip he appears with a c h a r i t y boy. He in t roduces himself 

as an old acquaintance of Mrs Night ingale who, he says , 

i s s t i l l a l ive and i s prepared to l e t off Night ingale i f 

he pays two hundred pounds t o her (Maria 's ) b r o t h e r who 

i s ready t o take charge of he r . When Night inga le agrees , 

Slap reappears and in t roduces Tip as the son of Mrs Nigh­

t i n g a l e . J u s t before N i g h t i n g a l e ' s s u r r e n d e r , Gabblewig 

appears as an old woman and claims Tip as he r own son and 

thus f o i l s the manoeuvre of S lap , When chal lenged by S l a p , 

Gabblewig vouches the death of Mrs Nigh t inga le and then 

appears as the deaf sexton and produces the death c e r t i ­

f i c a t e . The death c e r t i f i c a t e gives a profound r e l i e f t o 

Night ingale who now exper iences a sense of l i b e r a t i o n . 

Gabblewig then appears i n h i s r e a l person and confesses 

a l l h i s do ings . He has now proved t h a t he i s not good for 

no th ing . On the con t ra ry he i s capable of r ender ing a r e a l l y 

use fu l s e r v i c e . Night inga le i s convinced of Gabblewig's 

c a p a b i l i t i e s and when Gabblewig expresses h i s d e s i r e t o 

marry Rosia, Nightingale a f t e r scxne h e s i t a t i o n ag ree s . 

Gabblewig advises Night inga le t o burn the d i a r y and be 

happy. The d i a r y , he s u g g e s t s , has been a g r e a t psycholo­

g i c a l encunOsrance, a dead weight on him all t h e s e y e a r s . 
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Tip : 

Tip i s a c l eve r fe l low though he looks d u l l and unim­

p r e s s i v e . With a l o t of burden he knocks a t the door of 

Water L i ly Hotel a t Malvern. He i s very ob l ig ing to 

Gabblewig. I n t e l l i g e n c e and c a l c u l a t i n g b r a i n disting^^ish 

Tip from common a t t endan t s or c o o l i e s . Everyone t r i e s t o 

use him as a t o o l . To Gabblewig he i s a burde b e a r e r . 

S lap uses him t o befool Night ingale i n o rde r to manage 

Rosina. Sometimes he i s looked upon as a c h a r i t y boy. His 

c h a r i t y boy image makes him a complete buffoon. When he 

i s i n d i sgu i se Tip i s hugely j o l l y . He e n t e r t a i n e d us with 

h i s d i s t o r t e d pronunc ia t ion . For example, 

t he a s p i r a t e d pronuncia t ion of orphan as 'horphan ' evokes 

smiles in every h e a r t . 

As has been said a t the beginning Tip i s very c l e v e r 

though he has the appearance of a d u l l a r d . At f i r s t Slap 

employs him for befool ing Nigh t inga le , b u t when Tip f inds 

Gabblewig outwi t t ing Slap he tu rns h i s c o a t and sur renders 

t o Gabblewig before h i s double-dea l ing g e t s exposed. Through 

Tip Dickens shows the miserable s t a t e of the poor who are 

e a s i l y made too l s by the r i c h . Tip r i g h t l y says t h a t men 

l i k e him are deluded 'wi th a g la s s of rum - and - water; 

and the promise of a five-pound n o t e ' (168) . 
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Gobbdewig c a l l s him h i s ' puppy ' . The word 'puppy' pro­

vides a dramatic c o n t r a s t t o the d e s c r i p t i o n of Tip as 

' t i g e r ' in the Dramatis Personnae. He faces Gabblewig 

dressed as an old woman. He embraces him f i r s t as 'mas te r ' 

and then h i s 'mother ' . The most i n t e r e s t i n g p a r t i s the 

way he then reac ts to Slap : 

S.L1AP. are you mad? Am I mad ? Are we a l l mad ? 

(To Tip) D i n ' t you t e l l me t h a t whatever I 

s a id . 

TIP. You said ? What i s your voice to the 

voice of Natur ? (Embraces h i s master 

again (165) . 

Here we see the ' t i g e r ' - and indeed i t i s Gabblewig's 

t i g e r a lone . 

Lithers 

• L i t h e r s ' has been in t roduced as the 'Landlord of 

the Water-Lily ' a h o t e l i n Malvern. The most s t r i k i n g 

aspec t of L i t h e r ' s c h a r a c t e r i s f r i e n d l i n e s s and approa-

c h a b i l i t y . He assures Gabblewig a l l s o r t s of co-opera t ion 

"I 'm e n t i r e l y devoted to you, and ready t o serve you 

i n any way" (146). 
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Li the r s v*io i s so informal t o Gabblewig i s very 

formal to S l a p . His managerial q u a l i t y i s ev iden t i n 

h i s deal ings with h i s customers 

LITHEKS (arranging t a b l e and Chair) . Wine coming, 

S i r , d i r e c t l y I My young man has gone below 

for i t . (Bell r ings without) . More company I 

Mr. Ninght ingale , beyond a doubt I (showing 

him in a t door . ) This way. S i r , i f you please i 

Your l e t t e r r ece ived . S i r , and your rooms 

prepared (149) . 

L i t h e r ' s ro le i s v i t a l i n d i r e c t l y because i t i s i n 

h i s h o t e l t h a t the e n t i r e episode t akes place and the 

problems get solved. As a c h a r a c t e r L i t h e r s impresses 

us by h i s sense of g r a t i t u d e . He acknowledges Gabble-

wig 's kindness in paying out " t h a t execu t ion for me 

when I was i n the green-grocery way, and used t o 

wa i t a t your p a r t i e s i n the Temple" (143) . 

L i the r s i s a g r e a t observer of human n a t u r e . At 

the very f i r s t encounter with Gabblewig .he f e e l s t h a t 

•something's wrong' with him. 
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Gabblewig 

Gabblewig i s the p ro t agon i s t of the play 

Mr. Nigh t inga le ' s Diary . He appears as soon as the 

c u r t a i n r i s e s and leaves the s tage when the c u r t a i n 

d rops . He comes to the Hotel with a d e f i n i t e purpose. 

I t so happens tha t the land-lord i s f a m i l i a r to him. 

I n i t i a l l y Gabblewig i s taken as a man of ' a l l words ' , not 

of a c t s . Only for t h i s reason Ninght ingale i s going to 

separa te him from Rosina whom he loves s i n c e r e l y . 

At the beginning, he as a f r u s t r a t e d love r i s 

s l i g h t l y de jec ted . But as soon as Gabblewig comes t o 

know t h a t Slap has an i n t e n t i o n t o grab the proper ty 

of Nigh t inga le , he becomes a l e r t and wa tchfu l . This 

r evea l s t h a t Gabblewig i s not r e a l l y t he man of words 

but of ac t ion . Slap in t ends to befool Night inga le in 

the guise of a doctor bu t Gabblewig f o i l s h i s attempt by 

proving h i s p r e s c r i p t i o n wrong. Again, when Slap uses 

Tip as a c h a r i t y boy and t r i e s to convince Night ingale 

t h a t t he re was a son born j u s t before t h e i r f i n a l sepa­

r a t i o n , i t i s Gabblewig who i n the guise of a woman 

f r u s t r a t e s the p lan. Gabblewig i n the gu i se of Sexton 

appears t o produce a l l the r e l e v a n t papers showing the 

confirmed b u r i a l of Mrs N i g h t i n g l e . Thus, Gabblewig 

proves h i s worth and removes Slap from h i s way. He i s 

thus not a worthless l o a f e r bu t a man of shrewdness, 

cunning and ready w i t . 
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Though he has an undoubted se r iousness of pur ­
pose he i s not without a sense of humour. Take for example 

the scene where Gabbiewig appears as an old woman 

TIP (solemnly). I 'm a horphan. (Goes up t o GABBLEWIG,) . 

what are you t a l k i n g about, you old Bedlam ? 

GABBLEWIG. Ohi (screaming and throwing her arms 

about h i s neck) - my 'ope-my pride-my son I 

TIP (Struggling) . Your son : 

GABBLJiWIG (aside t o him). If you d o n ' t own me fo r 

your mother, you v i l l a i n , on the s p o t , 1*11 

break every bone i n your s k i n , and have your 

skin prepared afterwcurds by the Bermondsey 

t anner s . 

TIP ( a s i d e ) . My master I - My mother I ( they 

embrace) (165) . 

E a r l i e r , Slap i n the guise of a doc to r p re sc r ibed 

Mustard and Milk for quick cure of N i g h t i n g a l e ' s d i s e a s e . 

Again, Rosina and Gabbiewig being d isguished r e s p e c t i v e l y 

as a complete inva l id and an old nurse take the wind out 

of S l a p ' s s a i l s . The ensuing d iscourse i s 3oaked i n fun : 

GABBLKWIG ( s t a r t i n g up) . Mustard and Milk I 

ROSINA. Mustard and milk ! 

SLAP ( a s i d e ) . I s t h i s Captain Blower ? 



GABBLEWIG (to Nightingale) . Are you, too, a victim ? 

Have you swallowed any of that man - 'slaughter­

ing compound? (160). 

NIGHTINGAI^ (alarmed). Only a little, — a very 

little. 

GABBLEWIG. How do you feel ? Dimness of sight, --

feeblesness of limbs ? (161). 

Gabblewig is a man of strong personality who wants to 

prove his worth. In one of his conversations he says : 
GABBLEWIG . 

Me, My dear Mr. N igh t inga le , you d id th ink 

I could do nothing bu t t a l k . If you now think 

I can ac t - a l i t t l e - l e t me ccane out i n a new 

character . (168) . 

In h i s cha rac t e r we f ind a symbol i sa t ion of the 

c o n f l i c t between words and a c t s . He does every th ing 

q u i e t l y and i n t e l l i g e n t l y . He i s a very c l e v e r t o o . Take 

fo r example the s i t u a t i o n where d i sgu i sed as a boots he 

informs Slap t h a t Mr Night inga le got a wife who died and 

was bur ied proper ly . Soon he meets Susan t o a s c e r t a i n 

the j u s tnes s of h i s s t a t emen t . He prays t o Susan to c o l l e c t 

the b u r i a l c e r t i f i c a t e . Whatever Gabblewig does i s a c t u a l l y 

prompted by h i s love for Rosiaa . He s t a r t s as a very 

de jec t ed fel low, but a t the end succeeds i n embracing 

Rosina, Thus he proves h i s worth as a man, 
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I t has been al leged t h a t Gabblewig i s more a c a r i ­

ca ture than a cha rac t e r . Indeed, t he re i s a g r e a t dea l of 

f a r c i c a l exaggerat ion which makes heavy demands on our 

imaginat ion . Presumably, i n wr i t ing the play Dickens had 

i n mind the c a s t - himself as Gabblewig and Lemon as S l a p . 

But should we forge t t h a t Dickens conceived the play as a 

farce where such exaggerat ions are not out of place b u t the 

very soul of the comic. 

Slap 

From S l a p ' s s e l f - i n t r o d u c t i o n we know t h a t he i s 

Mr F o r m i v i l l e . He i s an immature impostor . He i s Gabble-

wig 's r i v a l i n h is attempts t o hoodwink N igh t i nga l e . He has 

an eye on Nigh t inga le ' s p r o p e r t y . The way he ge t s Nigh t in ­

g a l e ' s d i a ry i s , i n a word, improper . But a f t e r a l l , he i s 

not a b lackguard. His t r i c k s serve as the s t a p l e of fun. 

Slap adopts var ious ways t o be befool N i g h t i n g a l e , I t i s 

Slap who br ings Christopher before Night ingale t o prove 

t h a t a son was born t o him before t he death of h i s wife , 

Slap may be taken as a r e p r e s e n t a t i v e of the r a p i d l y p r o ­

g re s s ing i n d u s t r i a l c i v i l i z a t i o n which made people money-

minded. But the most s t r i k i n g element of S l a p ' s c h a r a c t e r 

i s h i s calm acceptance of the de f ea t of h i s p lans a t the 

hand of Gabblewig. The c h a r a c t e r of Slap develops i n the 

course of the p l ay . In h i s f i r s t appearance he i s seen 

e n e r g e t i c and f u l l of m e t t l e . But when he leaves the s t a g e , 

he looks pale and f r u s t r a t e d seeking c o n s o l a t i o n i n the 

p h i l o s o p h i c a l r e a l i z a t i o n t h a t f a i l u r e i s u n i v e r s a l : 
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SLAP . . . I am not the f i r s t man who has f a i l e d i n 

a g r e a t endeavour. Napoleon had h i s Waterloo, 

— Slap has h i s Malvern (168) . 

Night ingale 

Night ingale i s an i n t e r e s t i n g c h a r a c t e r i n the p lay , 

His obsession with d i a ry i s h igh ly s i g n i f i c a n t . I t suggests 

t h a t h i s mind i s always in g r i p of t he p a s t . Gabblewig 

and Slap time and again confront Night inga le because 

while Slap wishes for h i s p rope r ty , Gabblewig wants 

Rosina. 

He i s somewhat proud. He t h i n k s t h a t Gabblewig i s 

a man of mere words not of deeds . He i s a r espons ib le 

guardian, fo r he i s worried about Ros ina ' s marriage with 

Gabblewig who, he t h i n k s , i s good- fo r -no th ing . Night ingale 

knows the importance of money and i t i s h i s contempt t h a t 

b r ings ou t the ac t ive man i n Gabblewig. Night inga le has 

a very keen eyes glowing under the b r i g h t brows. I t 

i n d i c a t e s h i s s t e rn p e r s o n a l i t y . A man of monumental 

p a t i e n c e , he pursues eve ry th ing t i l l the end. What bores 

a l l i s h i s r ecu r r en t d i a r y reading* 

Another s t r i k i n g featuare of h i s natuire i s mental 

s t e a d i n e s s . Repeatedly Slap and Gabblewig d i s t u r b him 

and r e s i s t him frcxn tak ing any s o r t of d e c i s i o n , ye t he 

never loses h i s p a t i e n c e . His ' w a i t - a n d - s e e ' po l icy 
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f i n a l l y h e l p s e x p l a i n i n g t h e t r u t h b e h i n d t h o s e i n c i d e n t s 

g o i n g a r o u n d h i m , AS s o o n a s he f e e l s s a t i s f i e d w i t h 

G a b b l e w i g ' s w o r t h , he. c o n c e d e s : 

NIGHTINGALE . 

W i l l I ? Take h e r , M r . G a b b l e w i g , S t o p , t h o u g h , 

Ought I t o g i v e away w h a t h a s made me s o 

unhappy ( 1 6 8 - 6 9 ) . 

Though o t h e r w i s e w e l l - c o m p o s e d . N i g h t i n g a l e i s 

o c c a s i o n a l l y p e e v i s h . On one o c c a s i o n h e t a k e s S u s a n 

t o t a s k ; 
NIGHTINGALE, 

1 1 1 I you a r e i l l , i f you o n l y knew i t , 

I f you were a s i n t i m a t e w i t h y o u r own i n t e r i o r 

as I an w i t h m i n e , y o u r h a i r wou ld s t a n d on 

end ( 1 5 1 ) . 

N i g h t i n g a l e i s n o t o n l y o b s e s s e d w i t h own i l l n e s s b u t 

h e i s c o n v i n c e d of S u s a n ' s i l l n e s s a s w e l l . He i s c a u g h t 

b e t w e e n t w o humbugs : S l a p and G a b b l e w i g , 

N i g h t i n g a l e h a s v e r y s i m p l e v a l u e s and i t i s h i s 

s i m p l i c i t y which i s e x p l o i t e d b y S l a p who e x t r a c t s money 

f rom h i m . I t i s a l s o on a c c o u n t of h i s s i m p l i c i t y t h a t 

G a b b l e w i g i s a b l e t o w i n h im o v e r b y r e m o v i n g h i s r e s e r ­

v a t i o n s a g a i n s t h i m . B u t h i s o b s e s s i o n , w i t h t h e d i a r y 

r e m a i n s t i l l t h e e n d when j u s t b e f o r e b u r n i n g i t he w i s h e s 

t o l o o k a t i t once m o r e . The s e c r e c y t h a t N i g h t i n g a l e 

m a i n t a i n s r e g a r d i n g h i s w i f e g i v e s an o p p o r t u n i t y t o 

G a b b l e w i g and S l a p t o t w i s t i t t o t h e i r a d v a n t a g e . The 

e p i s o d e i s b o t h r i d i c u l o u s and f a i r l y u n c o n v i n c i n g . B u t 
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the audience would like to cultivate what is called 'a 

willing suspension of disbelief' for the sake of the 

entertainment that they would get in the bargain. 

Rosina 3 

Rosina i s a minor female c h a r a c t e r . She i s weak and 

she gets e a s i l y in t imida ted by the s t e r n e r s e x . When 

L i the r s whispers t o Rosina, she screams with exci tement 

and when Gabblewig wants Susan t o revea l the s e c r e t of 

Nigh t inga le , she i s h e s i t a n t . Nonetheless , Rosina, des ­

p i t e her feminine weakness, e x h i b i t s much a g i l i t y and 

enthusiasm. She i s c a r r i e d off her f e e t by L i t h e r s ' s 

whispering as she t e l l s her uncle : 

ROSINA.0 uncle • I f e l t as i f -- d o n ' t be f r i g h t e n e d , 

unc l e , — as i f something had touched me 

here (with her hand upon her hea r t ) so 

unexpectedly, t h a t I — d o n ' t be f r igh tened , 

uncle — t h a t I almost dropped, uncle (15 0 ) . 

She i s nimble s p i r i t e d and has a e x t r a o r d i n a r y 

presence of mind. With confidence and ease she c a r r i e s 

ou t the d i f f e r e n t t a sks ass igned by Gabblewig in befool ing 

S l a p . So though Rosina i s not a major c h a r a c t e r i n the 

p l ay , she has an important ro le in smoothly r e s o l v i n g 

the complicat ions of the a c t i o n . 
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Sus an : 

What is obscure about Susan is her identity and 

purpose. Both Susan and Rosina accompany Nightingale. 

She is ever busy either with Nightingale or with Gabble-

wig. 

The basic difference between Susan and Rosina lies 

in their attitude and approach. While Rosina is passive 

and submissive, Susan is assertive and firm. When 

Nightingale scolds Susan for her incapacity, Susan remarks ; 

SUSAN. Then I'm very glad of my ignorance, Sir, for I 

wish it to keep in Curi (151). 

It is clear that Susan is a woman of strong personality. 

Susan informs Gabblewig of what Slap has told Tip. Behind 

the screen, she is a witness to the whole proceeding. 

Promptness is also another feature of her character. She is 

ever ready to help Gobblewig, Though very determined Susan 

is not without feminine softness. Her exclamation^ -

SUSAN, -what a wicked world this is, to be sure 1 

Everybody seems trying to do the best they 

can for themselves (162)» 

points to the depth of her perception, Susan may not be 

the heroine yet she is the most important woman character 

in the play. 
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Humour : 

Dickens has become a name for h i s i n i m i t a b l e humour. 

In t h i s play/ Slap and Night ingale are e x c e l l e n t s t u d i e s 

of humourous c h a r a c t e r s . Night ingale i s a t y p i c a l humour 

cha rac t e r on account of h i s excess ive obsess ions with h i s 

imagined s ickness and h i s p a s t . The c h a r i t y boy image of 

Tip makes him a ccxnplete buffoon and c o n t r i b u t e s i t s mite 

t o the fun of the p lay . Gabblewig i s a l s o a humour 

c h a r a c t e r . Take for example the scene where Gabblewig 

appears i n the guise of a Sexton and produces a l l the 

r e l e v a n t papers t o confirm the b u r i a l of Mrs. Nigh t inga le . 

There are many humourous s i t u a t i o n s i n the p l a y . The most 

i n t e r e s t i n g i s the way the d i sgu i se s are made known t o 

the audience while c h a r a c t e r s in the play are ignoran t of 

t h e s e . The f i r s t time Gabblewig d resses up as the b o o t s , 

he encounters Slap and then meets Susan : 

GABBLEWIG. Don' t you know me 7 Mr. Gabble 

SUSAN. Wig 1 . Why, l a . S i r , then you ' r e the boot -

Jack 1 Now I unders tand, of course 

(154) . 

Consider the scene when Rosina and Gabblewig appear as 

Mr and Mrs Poul te r : 

GABBLEWIG (aside ROSINA). I have my cue, fe l low 
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me d i r e c t l y . I ' l l b r i n g you a n o t h e r g l a s s , 

S i r , i n a q u a r t e r of an h o u r (15 7 ) . 

Dre s sed up as t h e i n v a l i d Blower Gabblewig f i r s t c a l l s 

o u t t o Rosina : 

GABBLEWIG ( a s i d e , c a l l i n g ) . R o s i n a , q u i c k , 

your arm. (Aloud) I t e l l you, Mrs 

T r u s t y , I c a n ' t walk any f u r t h e r ( 1 6 0 ) , . 

The p l ay i s a c t i o n o r i e n t e d and v e r y o f t e n humour s p r i n g s from 

s p e c i f i c . g e s t u r e s . C o n s i d e r t h e showing and s h a k i n g 

of b o t t l e i n the fo l l owing d i a l o g u e spoken by S l a p : 

SLAP, Think so ? - I know i t . There are men b a s e 

enough t o s t a n d be tween you (shows b o t t l e ) 

and p e r f e c t h e a l t h (Shakes b o t t l e ) who 

would pe r suade you .̂  (159) . 

Another example of g e s t u r a l hximour may be found i n t h e 

scene i n which Rosina and Gabblewig k e e p on w a l k i n g even 

w h i l e t a l k i n g i n the g u i s e of Mr and Mrs P o u l t e r . Soon, 

s i t u a t i o n a l humour complements t h e g e s t u r a l humour and 

t h e scene i s made f u n n i e r t h a n b e f o r e s 

NIGHTINGALE. Wel l , S i r , i f you r e a l l y cou ld 

p u l l up f o r a few m i n u t e s , I s h o u l d be 

e x t r e m e l y o b l i g e d t o y o u . 
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GABBLEWIG. Here we a r e , t h e n , — d o n ' t k e e p u s 

l o n g . (Looks a t w a t c h , R o s i n a d o e s t h e s a m e ) , 

Say a m i n u t e , c h r o n o m e t e r t i m e , 

NIGHTANGALE. You mus t know I 'm an i n v a l i d 

GABBLEWIG. F i v e S e c o n d s 

NIGHTIN3ALE. Come down h e r e t o t r y t h e c o l d -

w a t e r c u r e . 

GABBLEWIG. Ten S e c o n d s ( 1 5 8 ) . 

D i c k e n s h a s a l s o u s e d v e r b a l h u m o u r s i g n i f i c a n t l y . 

C o n s i d e r how G a b b l e w i g c o m p a r e s M r . N i g h t i n g a l e t o a 

b i r d . G a b b l e w i g c o m p a r e s Mr N i g h t i n g a l e t o a b i r d , t o 

a N i g h t i n g a l e i n a l l p r o b a b i l i t y , b u t w i t h a c o m p l e t e l y 

d i f f e r e n t c o n n o t a t i o n . When L i t h e r s p r o d u c e s a l e t t e r 

frcxn h i s p o c k e t , G a b b l e w i g a t o n c e r e c o g n i z e s t h e h a n d 

w r i t i n g and comments : 

GABBLEWIG. 

The c ramped hand of t h e o b s t i n a t e o l d b i r d , 

who m i g h t , c o u l d , and s h o u l d h a v e b e e n — 

and would n ' t b e my f a t h e r - i n - l a w • (145) . 

I t i s i n t e r e s t i n g t o n o t e how t h e m e t a p h o r of t h e 

same b i r d i s u s e d f o r two c o n s t r a s t i v e c h a r a c t e r b y t h e 

same p e r s o n vrt̂ o l o v e s one and h a t e s t h e o t h e r . Take 

a l s o t h e a l l u s i o n t o t h e n i g h t i n g a l e i n S h a k e s p e a r e ; 
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GABBLKWIG. I f t he wa te r s . . . of L e t h e , . . . 

d r i n k . . . to-morrow morn ing . Anything 

t o wash out t he t o r m e n t i n g remembrance 

of Rosina N i g h t i n g a l e ( 1 4 4 - 1 4 5 ) . 

LITHEJRS. N i g h t i n g a l e , Mr. Gabblewig ? 

GABBLKWIG. N i g h t i n g a l e . AS t h e Shakespea re 

d u e t went , i n the happy days of o u r 

amateur p l a y s : 

The N i g h t i n g a l e a l o n e , 

She , poor b i r d , as a l l f o r l o r n , 

L e a n ' d h e r b r e a s t u p t i l a t h o r n (145) , 
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The C r i t i c a l Estimate of the Play : 

Mr. Night inga le ' s Diary i s an e x c e l l e n t fa rce which 

aims to "demonstrate the c o n t i g u i t y of t he l o g i c a l and 

the mad. "AS a farce i t explores a c losed world where 

be l ie f i s suspended because nothing has a r e a l cause . 

Action i s se l f -genera ted once the groomed r u l e s are 

accepted." What i s supremely important about the play 

i s the way Dickens has e x p l o i t e d the p o t e n t i a l s of t h i s 

genre t o demonstrate h i s a c t i ng t a l e n t . In t h i s r e s p e c t 

the con t r ibu t ion of Mark Lemon i s a lso very s i g n i f i c a n t . 

Without him Dickens the a c t o r would have been l e s s 

prominent as without Slap Gabblewig w i l l be lame. 

Emlyn Williams wr i tes about Dickens ' "amazing a b i l i t y 

of express ion , bravura use of voice up and down the 

r e g i s t e r / an ac tor to h i s f i nge r t i p s . . . i n the farago 

Mr. N igh t inga l e ' s Diary/ i n which he impersonated an 

anc ien t crone i n qu iver ing search for a l o s t c h i l d / a 

t e s t y hypochondriac/ e w r i t e r / s en i l e g r inn ing sex ton , 

and two o ther p a r t s ; and a c t o r i n search &f s ix 
2 

c h a r a c t e r s , and f inding them t o o , a l l i n one p l a y . " 

1. Roger Flower/ Ed. A Dic t ionary of Modern C r i t i c a l 
Terms. London : Routled<ife & Kegan Paul , 1973, 70 

2 , Emlyn WilliamS/ "Dickens and the Theatre" i n 
Charles Dickens 1812-1870. A Centenary Volume. 
Ed. E.M.F. Toralin. London; Weidenfield 
and Nicolson 1969. 181-182. 



CHAPTER - V I 

NO THOROUGHFARE 
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H i s t o r i c a l Background : 

No Thoroughfare, the l a s t of Dickens ' s plays produced 

i n 1867 i s based on the s t o r y pviblished i n the Christmas 

Number of All the Year Round or the same year , w r i t t e n i n 

c o l l a b o r a t i o n with Wilkie C o l l i n s , the c e l e b r a t e d author 

of The Women i n White. No Thoroughfare, thus i s the 

dramatized vers ion of the s t o r y and the in f luence of 

Col l ins i s evident i n i t s theme, t re ia tnent and t echn ique . 

In f a c t , Dickens had long toyed with the idea of the 

s t o r y which revolves round the i d e n t i t y of a c h i l d l e f t 

q u i t e myster iously a t a foundling h o s p i t a l . The l a s t i i ^ 

f r i e ndsh ip between Dickens and Charles Fech t e r , a powerful 

a c t o r , made possible the product ion of No Thoroughfare i n 

i n Adelphi . F o r s t e r , Dickens ' s b iographer , i s s i l e n t on 

t h i s work probably because he d i s l i k e d Dickens ' s connec­

t i o n with Wilkie C o l l i n s who co l l abo ra t ed i n the wr i t i ng 

of No Thoroughfare. 

Wilkie Col l ins had the l i o n ' s share i n the scheme of 

t he a t o r y . The play was f i r s t staged on 26 December 1867 

and the performance cont inued for 150 days wi thout any 

b r eak . During the performance Dickens l e f t fo r the United 

S t a t e s on h i s famous r ead ing - tou r and t h e r e he began t o 

nego t i a t e the play, on te rms , fo r Wallack 's t h e a t r e , 

New York. F i n a l l y , the Conway management put i t on a t the 

Park t h e a t r e , Booklyn L. Lequel became the owner of the 
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Copy-r ight by v i r t u e of adap ta t ion and nomination of h i s 

ve r s ion i n New York. In America a l so i t had a good 

b u s i n e s s . I t was produced f o r the l a s t time a t Grand 

Thea t re , I s l i ng ton on 11 May 1903. 

Prolo9[ue 

The f i v e - a c t play No Thoroughfare (1867) begins with 

a proloque t h a t p resen ts the discovery of a l o s t c h i l d . 

A v e i l e d lady once came and put her son a t the foundling 

h o s p i t a l before leaving f o r a fore ign land . There Sa l ly 

Goldstraw was the nurse then.She took a l l poss ib le care 

of the c h i l d . After a cons iderab le gap the mother zreturns, 

and f o r t u n a t e l y finds S a l l y Goldstraw whom she had met 

once . The ve i l ed lady wants information regarding her 

c h i l d and comes to know t h a t her son i s s t i l l t h e r e . See­

ing he r very eager t o meet he r boy S a l l y Goldstraw 

s i n g l e s him out from a group of c h i l d r e n . With he r voice 

choked by surging motherly a f f ec t ion t he v e i l e d lady wants 

t o know i f he would l i k e t o have a home and a mother. 

The c u r t a i n f a l l s as he answers in the a f f i r m a t i v e . Thus 

the proloque in t roduces some of the c e n t r a l c h a r a c t e r s , 

shows us a mother 's yearning for a c h i l d , a found l ing ' s 

c rav ing for home and the b road-hear tedness of nurses 

l i k e Sa l ly Goldstraw, I t a l s o s t r i k e s the . keynote of the 

p l ay , for the play too p i v o t s on the theme of f inding ou t 



14^ 

the l o s t son of the v e i l e d woman who b r ings Walter 

Wilding back from the foundling h o s p i t a l mistaking him 

fo r her own l o s t c h i l d , 

S tory Outl ine : 

The play opens with Walter Wilding, no longer a boy 

a f t e r a gap of twelve y e a r s , looking f o r a house keepe r . 

S a l l y Goldstraw meets Walter Wilding and i s chosen the 

f i t t e s t house-keeper. Wilding recognises her as h i s 

forraer nurse but i s t e r r i b l y shocked t o know from her 

t h a t he i s not the o r i g i n a l Wilding who has a claim t o 

the for tune l e f t to him by the v e i l e d l a d y . Sa l ly 

Goldstraw t e l l s him t h a t during her absence one Mrs 

M i l l e r took the boy away t o Swi tze r l and . Therefore , 

i n s t ead of taking back the o r i g i n a l Walter Wilding, the 

v e i l e d lady had given s h e l t e r t o another boy c a l l e d 

Walter Wilding. Wilding who i s indebted t o the v e i l e d 

woman, h i s f o s t e r mother, for h i s s o c i a l p o s i t i o n now 

becomes desperate to f ind out the o r i g i n a l Wilding and 

t o give him back the proper ty of h i s mother . Meanwhile 

Obenreizer , an old t r a v e l l i n g companion of Wilding 's 

p a r t n e r Vendale, comes from Swi tze r l and . 

Vendale i s i n love with Marguer i t e , the niece of 

Obenreizer who. Wilding b e l i e v e s , could be the man he 

i s looking fo r . But i n r e a l i t y Obenreizer i s very shrewd 



1^ 

and, as Marguer i t e ' s guardian, agrees t o marry he r to 

Vendale on condi t ion t h a t he must double h i s income. 

By t h i s time Walter Wilding's phys ica l cond i t ion worsens 

and he d i e s . Worse s t i l l , the news of a loss of f ive 

hundred pounds i n the f i rm ' s bus iness comes. The hand 

w r i t i n g of the forged xreceipt must be compared with c e r t a i n 

o ther specimens for d e t e c t i o n . Vendale decides t o go t o 

Switzer land for t h i s purpose and Obenreizer v o l u n t e e r s 

to accompany him. Marguerite smells a r a t i n t h i s p lan and 

t r i e s to dissuade him from going with Obenre izer . But 

as vendale tu rns a deaf e a r t o M a r g u e r i t e ' s adv ice , she 

dec ides t o follow them with Joey . In t he Swiss Inn 

Obenre i ze r ' s e v i l motive becomes c l e a r . He drugs Vendale 

and, a t n igh t , en te r s s t e a l t h i l y i n t o h i s room t o sna tch 

the important papers . However, Vendale wakes up and thus 

the f i r s t attempt i s f o i l e d . In t h e morning the guides 

advise them t o postpone the journey across the mountains 

on account of the foul weather . But Obenre i se r convinces 

Vendale t h a t no danger w i l l b e f a l l them. As they undertake 

the journey, over the h i l l s Obenreizer a t t a c k s Vendale and 

they f a l l from the top of the mountain. But f o r t u n a t e l y 

Joey and Marguerite save them and b r i n g them to a monas­

t e r y . There from the papers recovered from one 

Mr. Vendale who per ished on the h i l l s i t i s known t h a t 

Vendale i s t h a t l o s t son of the v e i l e d lady they are 

sea rch ing f o r . The d iscovery gives vendale a l l w i l d i n g ' s 

weal th and doxibles h i s income which compels Obenreizer 
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t o withdraw h i s ob jec t ion t o Margue r i t e ' s mar r iage . 

When a l l h is schemes a b o r t , Obenreizer leaves the world 

by taking poison. 

S a l l y Goldstraw : 

Sa l ly Goldstraw i s an important c h a r a c t e r i n the 

p l a y . At the beginning of the play she i s bu t a nurse a t 

a foundling h o s p i t a l , bu t a t the end she ge t s a husband. 

Apparently, an ordinary woman, i n rea l i t .y Sa l l y i s 

b l e s sed with some un fo rge t t ab l e q u a l i t i e s . She i s a well 

meaning g i r l of good sense and p o l i t e n a t u r e . In the 

prologue she in t roduces the ve i l ed lady t o he r supposed 

son. In the f i r s t Act she i s appointed housekeeper by 

Walter Wilding. Though Dickens i s s i l e n t about t h i s change 

of p rofess ion , i t i s not a l t o g e t h e r unconvincing for the 

motherly a f fec t ion t h a t developed i n h e r h e a r t a t the 

h o s p i t a l has q u a l i f i e d he r fo r t h i s new r o l e , 

S a l l y loves Wilding as a mother loves he r son. I t i s 

a coincidence t h a t she i s appointed house keeper for a 

man \irtio was once under he r care a t the foundling h o s p i t a l . 

Her c h a r a c t e r i s po l i shed , her d i scourse i s impress ive , 

F l e x i b i l i t y i s her n a t u r e , for she f inds no d i f f i c u l t y 

i n he r new job . Joey j u s t l y says t h a t t h i s ' p l easan t 

woman'(184) has 'brought the p l easan t sunshi. e i n to t h i s 

moloncolly p l a c e ' ( 1 8 4 ) . The photograph of an aged woman 

i n Wilding 's room unfolds t o Sa l ly a faded pas t h i s t o r y 

file:///irtio
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of he r h i s p i t a l days. She i s psycholog ica l ly upse t , fo r 

she inadve r t en t ly misguided the v e i l e d lady i n taking 

her son back from the foundling-home. In o the r words, 

the Wilding who has prospered as the successor of the 

v e i l e d lady i s not her son . That S a l l y admits he r mi s ­

take even a f t e r so many years i s a proof of the n o b i l i t y 

of h e r c h a r a c t e r . The d i s c l o s u r e ; 

SALLY .No, S i r . I mean the c h i l d of t h a t lady (points 

of R. IE) . You were not her c h i l d .==̂  (185)* 

i s made not to tease Wilding but to h e l p him f e e l the 

t r u t h . When the c r i s i s of i d e n t i t y v i r t u a l l y wrecks 

Wilding, she soothes h i s h e a r t with motherly a f f e c t i o n : 

SALLY. Let your head r e s t on my shoulder , - not the 

f i r s t t ime, my boy. I have rocked you to 

s l e e p i n my arms when a c h i l d , many and many's 

the time (185). 

S a l l y has ne i t he r pr ide nor v a n i t y . Her only ob jec t i s 

t o be a good companion. S i n c e r i t y , f e l l o w - f e e l i n g and 

eagerness t o do something fo r o thers are f ea tu r e s of he r 

c h a r a c t e r . What i s noteworthy i s Sa l ly *s c-U>< 

t o ignore the craving fo r love i n he r h e a r t . And y e t , as 

a g i r l of d ign i ty she i s unwi l l ing t o f o i s t he r se l f on 

Joey . When he t e l l s her of h i s weakness for h e r . She 

t r i e s to convince him t h a t she i s the cause of a l l 

t he t r oub le t h a t has come i n t o the house : 
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SALLY. Mel you want me ? . . . I was the cause of . . . the 

t roub le , , . i n t o the house . 

If i t had not been for me, none of t h i s 

would have happened. If you, Joey, knew 

a l l , you would ha t e me (205) . 

So, i t w i l l be unjus t to overlook he r honesty and 

i n t e g r i t y of c h a r a c t e r . 

v e i l e d Lady 

Veiled Lady comes in the prologue only,and sets the 

action rolling. The mystery about the lady is her 

masked presence, yet at the fag end her identity is 

revealed. She has not been given any name. The woird 

•Veiled* suggests that she is secretive by nature. The 

adjective also indicates the prevailing moral orthodoxy 

which compelled transgressors to cloak their identity. 

Though society compels her to be 'veiled', the mother 

in her rebels, she shakes off her shame to claim her 

child born out of wedlock j 

V€?:LED LADY . 

I told you I would not ask you to say 

more, but point me him out, dear Sally, 

good Sally i (180). 
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Her s ec re t suf fer ing consequent upon her s epa ra t ion 

from her chi ld i s s i n g u l a r l y touching h e r e . She i s placed 

i n so miserable a s i t u a t i o n t h a t she cannot even name 

the boy she wants to meet fo r a moment. One f ee l s t h a t 

she has more than 'pa id the penal ty of . . . d i s g r a c e ' y (178) 

Thus, the charac te r of the v e i l e d lady gives us an 

idea of the norms of the s o c i e t y t o which the cha rac t e r s 

of the play belong. I t was a t y p i c a l l y conserva t ive 

Vic to r i an soc ie ty which t r i e d t o harness p r i v a t e pass ions 

by s o c i a l r e g u l a t i o n s , 

F i r s t Wife, F i r s t Husband. 

Second Wife, Second Husnand 

They are a l l minor c h a r a c t e r s i n the second scene of 

the prologue. Their presence expresses the p l u r a l i t y of 

human n a t u r e . While F i r s t Husband and Second Wife are 

magnanimous and sympathe t ic . F i r s t Wife and Second Husband 

look s e l f - c e n t e r e d and a r r o g a n t . Though f i r s t wife c a l l s 

her husband a fool fo r t ak ing her t o the foundl ing-

s h e l t e r , F i r s t Husband i s no b lockhead. He knows t h a t the 

c h i l d r e n even of a foundling-home are innocen t and ' p r e t t y^ 

He i s as open-hearted as second wife who wants t o k i s s 

them. F i r s t wife, r e v e r s e l y i s a moral p r i g who looks 

upon the p r e t t y c h i l d r e n as 'example of v i c e ' (179) s ince 

they have poss ible been born out of the wedlock. She 
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shares her nature with second husband who would rather 

kiss his own boys at home and not the foundlings. The 

two sets thus give us two contrastive pairs and suggest 

that human nature is so complex as to cut across family 

line and often opposite profiles may be found among members 

of the Same family, 

These pairs also make it clear that the social posi­

tion of children in this type of society depends a lot on 

the sort of social relation their parents have. On one side 

there are boys like Tom whose parents are married accord­

ing to rule and law. These children get love and affection, 

On the other there are children born out of wedlock who 

are not only hated by others but are deserted by their 

own pare nts, 

Walter Wilding 

Walter Wilding is a tragic face in the play. He is 

a victim of identity crisis. He has a free and frank 

nature which moves every heart. He is first seen in the 

foundling-home singing with others 'God save the 

Queen' (179). When the veiled lady asks him whether he 

wishes to have a home of his own and a mother, he nods 

affirmatively. This indicates that like others in the 

foundling-sheIter he too is starving for parental love, 
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But what is remarkable in his character is that when he 

grows up he expresses no feeling of shame for being 

naturally born : 

WILDING 
I am n o t ashamed of h e r i I mean , n o t ashamed 

of b e i n g i n f o u n d l i n g • • • ( 1 8 2 ) . 

He r a t h e r i s g r a t e f u l t o h i s m o t h e r f o r t a k i n g h i m b a c k 

f rom t h e f o u n d l i n g - h o m e and b e q u e a t h i n g t o him a f o r t u n e 

w h i c h h a s g i v e n him s o c i a l s t a n d i n g . The p o r t r a i t of h i s 

m o t h e r hung i n h i s room shows how d e e p l y he c h e r i s h e s t h e 

memory of h i s m o t h e r who r a i s e d him a l m o s t f rom t h e 

g u t t e r . W i l d i n g i s e x t r a o r d i n a r i l y w e l l - b e h a v e d . Though he 

h a s no i d e a a b o u t who c o u l d b e h i s f a t h e r , he p r o m i s e s t h a t 

he wou ld be " I c a n be a f a t h e r t o a l l i n my e m p l o y ­

ment " ( 1 8 2 ) . 

H i s s e n s e of g r a t i t u d e i s a l s o shown by h i s a t t i t u d e 

t o S a l l y G o l d s t r a w a s she ccMnes t o h i s h o u s e a s h o u s e ­

k e e p e r . I n t h e day of h i s h e l p l e s s n e s s G o l d s t r a w a t t e n d e d 

h im u n g r u d g i n g l y . Now he g e t s a c h a n c e t o r e p a y w h a t h e 

owes t o h e r . B u t t h e m o s t s t r i k i n g f e a t u r e of h i s c h a r a c t e r 

i s h i s s e n s e of s e l f - r e s p e c t , when S a l l y t e l l s h im t h a t 

h e i s n o t t h e c h i l d of t h e v e i l e d l a d y and a d d s t h a t s h e 

w a n t e d t o c o n c e a l t h e f a c t , h e , h o w e v e r , d o e s n o t b laroe 

h e r f o r t h e d i s c l o s u r e . H i s w o r d s : "Would you h a v e me 

e n j o y t h e f o r t u n e of a a n o t h e r man?" (185) p o i n t s t o 

t h e b r o a d n e s s of h i s h e a r t . Now on he i s d e t e r m i n e d t o 
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f ind out the r e a l wilding who i s e n t i t l e d t o the f o r ­

t u n e s . "He must be found" (185) . 

There i s a b i t of f a r c i c a l exaggera t ion i n the sudden 

death of Wilding caused by h e a r t - b r e a k . But t h i s morta l 

i l l n e s s br ings out h i s zea l t o r ed res s a wrong done 

i n v o l u n t a r i l y to his namesake. 

B in t ry : 

Bintry is by profession a lawyer and a friend of 

Walter Wilding. He is jolly though not without calcula­

tion characteristic of a lawyer. The friendly relation 

that exists between Bintry and Wilding is warm enough. 

Bintry helps and guides Walter Wilding and shares his 

pain and suffering. He is too practical to react emotio­

nally. When Wilding gets impatient to find out the lost 

child of the veiled lady, he shows least hastiness and 

says : 

BINTRY. 

Not easy a f t e r a lapse of twenty y e a r s . 

At t h i s time of day, you w i l l f ind i t 

no thoroughfare . S i r , no thoroughfare (186) . 

He has keen sense of humour. When Vendale h e s i t a n t l y 

admits t h a t once he met oben re i ze r and h i s neice i n 

Swi tzer land , Bintry cross-examines him good hummouredly^ : 
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BlNrRY.And you f e l l in love with her ? Excuse my 

le(^el hab i t of he lp ing out an unwi l l ing 

wi tness ! (187) . 

Thus i n him we f ind the co -ex i s t ence of f r i v o l i t y 

and s e r i o u s n e s s . He i s wise and s e n s i b l e . When obenre i ze r , 

the bu l l y of hiMuility, boas t s of h i s low o r i g i n , he s ays : 

BINTRY. Not I am deaf on p r i nc ip l e t o a l l hiunbugs: (188) . 

Bas i ca l l y Bintry i s a good man. He i s very eager t o 

be of any service t o Wilding. 

In the f i n a l scene Vandale 's t r u e i d e n t i t y comes 

a l i v e by B i n t r y ' s ques t ions t o o b e n r e i z e r . His p ro f e ­

s s i o n a l quer ies compel obenre izer t o p resen t the t r u t h . 

Throughout the play Bin t ry looks s t e r n and hard but he 

i s a c t u a l l y so f t and approachable . His sense of humour i s 

a l so remarkable. His words t o Joey : 

BINTRY J s n ' t i t enough t o monopolise your wife a f t e r 

marr iage, and not t o want t o monopolise 

he r before she i s your wife? (217) 

are h igh ly amusing. 

Though both are Wilding 's wel l w i s h e r s , t h e r e i s a 

b a s i c d i f fe rence between Joey and B i n t r y , while Joey i s 

r e spons ib l e but not s e r i o u s , Bin t ry i s s e r i o u s as well 

as r e s p o n s i b l e . Joey only a c t s . Bin t ry t h i n k s , sugges ts 

and a c t s . 
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Joey Ladle : 

Joey Ladle i s the head c e l l a r man who sympathises 

with Wilding's pain and s u f f e r i n g . Joey appears occa-

s i o n a l y , ye t what c r ea t e s our i n t e r e s t i n the c h a r a c t e r 

i s h i s f i d e l i t y t o h i s m a s t e r s . When Vendale decides t o 

go to Siwtzerland along with Obenreizer , Joey reso lves t o 

fol low him t o a s s i s t him i n danger . 

Apart from being good hea r t ed , Joey i s a l so w i t t y . 

When Bint ry says t h a t i t i s Joey who i s l i k e l y t o marry 

Goldstraw ins tead of himself , he quips i 

JOEY, -^hen why are you walking off with he r , 

ins tead of me ? (217) 

Joey ' s honesty i s beyond doubt . Through Joey Dickens 

shows the power of hvimanity which remains a l i ve even i n a 

mercenary s o c i e t y . 

George Vendale 

George Vendale i s a major c h a r a c t e r i n the p lay . 

Unlike Bin t ry who i s t i t l e d as lawyer and Joey as 

qe l la rman, Vendale i s u n t i t l e d . This arouses our c u r i o ­

s i t y about him. He i s very s e n s i b l e and devoted t o 

Wilding. When a f t e r aally:*s d i s c l o s u r e Wilding demeans 

himself as a 'miserable i m p o s t e r ' , he consoles him i 
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VENDALE. Don't t a l k l ike t h a t l As t o your being an 

impostor, t h a t i s simply absurd, for no 

man can be t h a t without being a consent ing 

par ty t o the impos i t ion . You need not d i s ­

t r e s s yoursel f , we w i l l he lp you. Come, 

compose yourself (L.C) (186) . 

Vendale i s i n love with Marguer i t e . Though Obenreizer , 

M a r g u e r i t e ' s guardian, disapproves of t h e i r c o u r t s h i p , he 

never submits to h i s p r e s su re . In f a c t , the more r e s t r i c ­

t i ons are imposed, the more determined he becomes. 

Deprived of mother 's love i n h i s infancy, he t a s t e s 

love i n Marguerite and i s t rue t o h e r . But love with him i s 

not an enfeebl ing sent iment . Though Margueri te r epea ted ly 

asks him not to go t o Siwtzerland with Obenreizer as h i s 

companions, so s t rong i s h i s sense of duty t h a t he ignores 

he r advice and se t s out for Milan with the s e c r e t paper . 

The comic i rony of the play comes through him. He leaves no 

s tone unturned to f ind out the r e a l Walter Wilding wi thout 

knowing t h a t he himself ia the person he i s on the look out 

f o r . When h i s t rue i d e n t i t y comes t o l i g h t , he looks 

conf iden t and says t o Obenreizer "Then I must force you." 

(221) . I t i s t o be noted t h a t though f a i r l y i n t e l l i g e n t , 

Vendale a t f i r s t f a i l s t o see the d e v i l i n Obenre ize r . 

But for being f r e e , frank and honest he succeeds i n o u t ­

w i t t i n g the v i l l a i n . 
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Ju les Obenjreizer 

Obenreizer plays a key ro l e in the p lay . He l i v e s in 

Switzerland and i s Margue r i t e ' s guard ian . He meets Wil­

ding at a time when the l a t t e r i s eager to go t o Switzer land 

t o find out the l o s t boy, Obenreizer thus has an advantage 

of the s i t u a t i o n . This i s c l e a r from Wilding 's remarks : 

WILDING. Something t e l l s me I must lose no t ime , 

I must see Mr. Obenreizer a t once (197) . 

Accredited as the agent of the wine merchants , he 

i s an old t r a v e l l i n g companion of Vendale, So, they 

begin conversat ion f ree ly and f rank ly , outwardly he i s 

gen t l e and well-behaved. But c lose s c ru t iny confirms the 

c h a r a c t e r ' s deceptive n a t u r e . He r a i l s a t Vendale*s 

pa r tne r sh ip in wine t rade ; 

OBENREIZER. Though you are descended from so f i ne a 

family , you have condescended to come i n t o t r ade? 

Stop though ( . . . ) I s i t t r a d e in England or 

profess ion ? Not f ine a r t s ? (smiling) (188) . 

His s e l f - i n t roduc ing admission : " I a man of low 

o r i g i n - for what I know of i t - no o r i g i n a t a l l i" (188) 

may mislead us to take him as an unassuming c h a r a c t e r . 

We never th ink t h a t he could be f u l l of t r i c k s and 

schemes. Hut subsequent i n c i d e n t s shed l i g h t on 
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Obnre ize r ' s v i l l a inous nature which i s more than revea led 

i n Joey ' s pronunciat ion of h i s name as open-razor . He 

happens t o be the l ega l guardian of Marguer i t e . But he 

looks a f t e r Marguerite presumably not out of benevolence 

bu t t o appropr ia te her f o r t u n e . He i s s e r i o u s l y offended 

when he comes to know of Margue r i t e ' s love for Vendale. 

To remove him from her mind, Obenreizer p resen ts her a jewel 

case of her b i r t h d a y . Finding her s t i l l devoted t o Vendale 

he gives h i s consent on cond i t ion t h a t Vendale must double 

h i s income to marry h e r . The absurd i ty of the cond i t i on 

makes i t c l e a r t h a t Obenreizer i s despera te t o f o r e s t a l l 

t h e i r marr iage . I t i s during Vendale ' s v i s i t t o Switzer land 

i n which Obenreizer vo lun tee r s t o accompany him t h a t h i s 

murderous fang comes to our view. He attempted t o murder 

Vendale f i r s t i n the inn then on the mountain t o p . Happily 

the bid i s fo i l ed and they are taken i n t o a monastery. 

There a l so he hoodwinks Fa the r F r a n c i s and s t e a l s a paper 

which i s a document of Vendale 's i d e n t i t y . 

Obenreizer i s thus a scheming V i l l a i n , a double 

d e a l e r . He misguides men by e x t e r n a l goodness. His s u i ­

c ide does not s t r i k e us as the death of an i n d i v i d u a l , 

but the death of what i s bad and unwholesome. 
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M a r g u e r i t e 

M a r g u e r i t e i s a f o i l t o S a l l y and t h e v e i l e d l a d y . 

Whi l e S a l l y i s a s a c r i f i c i a l f i g u r e and t h e v e i l e d l a d y 

v e r y p a t h e t i c . M a r g u e r i t e i s l i v e l y and i m p r e s s i v e . 

I n t h e f i r s t a c t s h e a p p e a r s u n d e r t h e shadow of 

O b e n r e i z e r . Her l o v e a f f a i r , t h o u g h n o t f u l l y e x p l o r e d , 

i s a h a p p y i n t e r l u d e i n t h e p l a y . Though c o n s c i o u s of 

t h e d i s p a r i t y of f a m i l y s t a t u s , s h e l o v e s V e n d a l e , H e r 

l o v e n e v e r shows l o s s of i d e n t i t y o r l a c k of p e r s o n a l i t y . 

T h a t s h e r e s o l v e s t o m a r r y V e n d a l e i n s p i t e of O b e n r e i z e r ' s 

o b j e c t i o n shows h e r d e t e r m i n a t i o n and i n t e g r i t y . 

AS a b e t t e r j u d g e of c h a r a c t e r s h e e n d e a v o u r s t o s t o p 

V e n d a l e ' s j o u r n e y w i t h O b e n r e i z e r as h i s c o m p a n i o n : 

MARGUERITE . 

D o n ' t go , G e o r g e , o r go a l o n e . I t i s n e a r 

s e v e n . I t w i l l b e t o o l a t e i n a few m i n u t e s . 

Change y o u r m i n d , G e o r g e , c h a n g e y o u r 

m i n d : (2 06) . 

M a r g u e r i t e i s t h u s more t h a n a m e r e e m o t i o n a l p a r t n e r 

of V e n d a l e t h a t M a r g u e r i t e t a k e s a q u i c k d e c i s i o n t o f o l l o w 

V e n d a l e t o S w i t z e r l a n d i s an i n d e x of h e r i n d e p e n d e n c e 

of s p i r i t and w i l l . 

T r u e , s h e n e v e r r a i s e s v o i c e f o r t h e women c a u s e . B u t 

i n h e r z e a l t o go b e y o n d h e r l i m i t s t o a s s e r t h e r r i g h t s 

s h e s t a n d s o u t as p i o n e e r of l i b e r a t e d women. F i n a l l y , 
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M a r g u e r i t e has a f o r g i v i n g h e a r t . Though O b e n r e i z e r t r i e d 

t o r u i n h e r h a p p i n e s s , she a t t he b e g i n n i n g of h e r new 

l i f e wi th Vendale f o r g i v e s him : 

MARGUERITE. F r e e ! (To VENDALE, L .C. ) I d o A ' t know what 

f e e l i n g prompts me t o do t h i s . (Approaches 

OBENREIZER, C. f r o n t ) . I am g o i n g t o b e g i n a 

new and happy l i f e . If I have e v e r done you 

wrong, . . . I f o r g i v e you ( 2 2 2 ) . 

Landlords : 

Jean Marie, jean Paul, Father Faneis and Madame Dor 

Besides the main characters there are some minor 

characters who contribute their mite to the progress of 

action. Jean Marie and Jean Paul, introduced by landlords 

are guides who are to accompany Vendale and Obenreizer in 

crossing the mountain region. Their natures vary. While 

one speaks against the weather, the other prepaires them 

for the tour. He fears now, and anticipates mishap, 

The other is so money minded as to take any risk to make 

a fortune. But none of them wishes Vendale and Obenreizer 

any harm. Though the guides have not been individualized, 

their role in the play is not mechanical. They delay the 

journey and make the chance of rescue of the travellers 

by Marguerite more probable, 
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The landlord serves the guests, and wakes them up at 

dawn for the journey and introduces the guide to 

Obenreizer and Vendale. It is the Father who tells 

Obenreizer of the secret room that opens by clock work 

and in which the properties of the dead travellers are 

preserved. Again it is from him that Obenreizer comes to 

know of the Vendale papers, steals them and this leads to 

disentanglement of the action. 

Hximour 

In a serious play like No Thoroughfare there is not 

much scope for humour. Even then it is not completely 

devoid of humour either. 

Both Obenreizer and Wilding are melodramatic charac­

ters in their own ways, and, therefore, they provide a 

lot of hvunour through their melodramatic behaviour. The 

roost important character, however, that keeps up a spirit 

of humour throughout the play is certainly Joey, Dickens 

has introduced through him a very humorous situation in 

the midet of two serious scenes. We are particularly 

referring to the scene of courtship between Joey and Sally 

in Act III Sec II. It functions as a comic interlude 

between two serious scenes. The courtship scene follows 

the scene in which Obenreizer persuades vendale to 

accompany him to the Swiss farm and Joey becomes suspicious, 
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And the scene t h a t follows the cou r t sh ip scene i s a 

sen t imenta l but dramat ica l ly impoirtant scene in which even 

Margueri te becomes suspic ious of her u n c l e ' s de s ign . When 

Vendale takes fajrewell from h e r , she t r i e s t o desuade him 

frcan undertaking a journey with Obenre izer . Placed between 

two se r ious scenes the comic elements of the c o u r t s h i p 

scene come under sharp focus ; 

SALLY (C) . Mr. Joey, why do you follow me about 

i n t o my par t of the house ? (2 04) 

And again 

SALLY (Laughs). The idea of any man making love 

i n an apron l ike t h a t l (205) 

In f a c t most verbal humour comes through Joey : 

JOEY, If you wish t o board and lodge me, take me, 

I can peck as well as most men. Where I pecks 

a i n ' t so high a h 'ob jeck as what I peck/ nor 

even so high a h 'ob jeck as how much I peck (182)* 

And again 

JOEYv . , , I ' ve been a Cellarman a l l ray l i f e , and 

wha t ' s the consequence ? I 'm as muddled a man as 

l i v e s - You won't f ind a muddleder than me, o r my 

eka l i n moloncolly 1 (183) 

Joey has a bad memory and weakness for mixing up express ion , 
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and the changes tha t consequently takes place i n h i s 

u t t e r a n c e s make room for comedy. 

SALLY, , . , but the i n s t i t u t i o n s of marriage i s a 

se r ious th ing , and the more a man and a woman 

look a t i t in t h a i l i g h t before marr iage , the 

b e t t e r for the p a r t i e s afterwards I (205) 

But Joey turns i n t o : 

JOEY. Beaut i ful language i . . . before i fo rge t i t I 

The i n s t i t u t i o n of a man and a woman i s a 

ser ious mat ter (205)» 

L a t e r he mixes i t up even f a r t h e r : 

JOEY. That*s say experience of Sarah o lds t raw, 

S i r . . . The s e p a r a t i o n of a man and a woman 

i s a ser ious i n s t i t u t i o n , and the sooner they 

come toge ther again a f t e r i t , the b e t t e r for a l l 

p a r t i e s ,.(216) . 

Another element of humour i s the pronuncia t ion of the 

name of Obenereizer . In t h i s connect ion Dickens wr i tes : 

"Except Vendale and Joey, a l l pronounce . •Qbenreizer ' 

i n the English manner, t h a t i s ' o b e n - r i g h - s i r ' . Joey 

c a l l s him 'open razor* and Vendale g ives i t the Swiss 

or German pronuncia t ion , 'Obenr ightzer• (173) . 
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We can well imagine how the d i f f e r e n t ways of p ro ­

nouncing the Same name w i l l c rea te fun for the audience . 

The f a c t t h a t Dickens wants the names t o be pronounced i n 

d i f f e r e n t ways by d i f f e r e n t c h a r a c t e r i s an i n d i c a t i o n 

t h a t Dickens i s d e l e b e r a t e l y t r y i n g t o in t roduce a comic 

v a r i a t i o n t o an otherwise serioxas p l a y . S i m i l a r l y , 

Dickens ' s i n s t r u c t i o n t h a t Walter Wilding has " . . . an 

h a b i t u a l ac t ion of p u t t i n g h i s hand t o h i s head when 

pausing for a word" (174) i s obviously intended t o c r e a t e 

a comic s i t u a t i o n because the audience would a n t i c i p a t e 

the ges ture everytime Wilding "pauses fo r a word" (174) . 

I t i s evident t h a t Dickens ' s sub t l e use of humour i n t h i s 

sombre play functions as necessary comic r e l i e f t o a p lay 

which deals with the grim s i t u a t i o n of an unwedded 

mother. 
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The c r i t i c a l Estimate of the Play 

I t goes without saying t h a t t h i s p lay , p a r t i c u l a r l y 

s tands out from the o t h e r plays of Dickens in r e spec t of 

p l o t , t rea tment and t echn ique . Whereas in h i s other p lays 

d i f f e r e n t s t o r i e s t end t o unhinge the c e n t r a l ac t ion , 

t h i s play has a s ing leness or d i r e c t i o n . The p l o t has 

l i n e a r development. Nothing happens a b r u p t l y . The s t o r y 

cen t res round one problem t h a t i s the i d e n t i t y of a l o s t 

c h i l d . The play ends by t r a c i n g out the boy. Remarkably 

enough, Dickens has n i c e l y observed the un i ty of ac t ion 

though the number of c h a r a c t e r s i s q u i t e l a r g e . The use 

of as ides i s s i g n i f i c a n t . The outdoor scene over the snowy 

mountains i n d i c a t e s Dickens ' s eye for photogenic s e t t i n g . 

Suspense and c o n f l i c t , two ind i spensab le ing red ien t s of a 

w e l l - w r i t t e n play have been kept a l i v e a l l through. 



C O N C L U S I O N 
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CONCLUSION 

I t i s e v i d e n t f rom t h e f o r e g o i n g d i s c u s s i o n t h a t 

e v e n a s a p l a y - w r i g h t D i c k e n ' s a c h i e v e m e n t i s q u i t e commen­

d a b l e , Drama h a s a l w a y s b e e n t h e m i r r o r of t h e a g e . The 

c l a s s i c a l Dramasof t h e G r e e k r e f l e c t t h e d e p e n d e n c e on 

d i v i n i t y and t h e p r o f o u n d l y r e l i g i o u s s e n t i m e n t t h a t 

acccMnpanied i t d u r i n g t h e h e y - d a y of G r e e k c i v i l i z a t i o n . 

The p l a y s of S e n e c a , P l a u t u s and T e r e n c e s i m i l a r l y , g i v e 

u s an i d e a of t h e Roman t e m p e r and Roman v i e w of l i f e . The 

M e d i e v a l p l a y s of E n g l a n d s t i l l c a r r y w i t h t h e m t h e r e l i g i o u s 

s e n t i m e n t t h a t we f i n d i n t h e G r e e k d r a m a s . The M i r a c l e 

p l a y s and t h e M o r a l i t y p l a y s a r e b a s i c a l l y r e l i g i o u s i n 

t h e i r m a i n t h r u s t . D u r i n g t h e R e n a i s s a n c e d r a m a t o o k a 

new t u r n i n t h e hands of M a r l o w and S h a k e s p e a r e . The p l a y s 

of Mar low e x p r e s s R e n a i s s a n c e s p i r i t of A d v e n t u r e and 

l o n g i n g f o r t h e i n f i n i t e a n d t h e d e s i r e t o know t h e unknown . 

The p l a y s of S h a k e s p e a r e were e s s e n t i a l l y m a r k e d by Roman­

t i c i s m and b i d f o r R o m a n t i c F r e e d o m . S h a k e s p e a r e b r o k e 

t h e A r i s t o t e l e a n b i n d i n g s and o r i e n t e d h i s p l a y s t o w a r d s 

c o n t e m p o r a r y s e n s i b i l i t y . A f t e r S h a k e s p e a r e , i n t h e R e s t o ­

r a t i o n and t h e A u g u s t a n t r a g e d y d r ama became c l o i s t e r e d and 

was p r a c t i c a l l y c u t of f f rom t h e g e n e r a l m a s s e s . The g e n t e e l 

p l a y s i n p a r t i c u l a r and A u g u s t a n p l a y s i n g e n e r a l were m a i n l y 

c o n f i n e d t o e l i t e . I n t h e e a r l y N i n e t e e n t h C e n t u r y t h e r e 

was a l y r i c a l o u t b u r s t i n t h e w o r k s of R o m a n t i c s and d r ama 

s u f f e r e d an e c l i p s e . O b v i o u s l y t h e R o m a n t i c p e r i o d was n o t 
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really dramatic in the sense the Elizabethan period was. 

After the Industrial Revolution the drama assumed two 

distinct forms. On the one hand we find plays meant for 

sophisticated urban audience. On the other, just outside 

this Elitist area there came about a series of plays that 

did not care for the urban stamp and met the demand of the 

masses by cateringto their simple taste and what is des­

cribed as 'Vulgar' propensities, 

Dickens was ever in sympathy with vast teeming 

illiterate masses that started pouring into the cities in 

great number not for education but simply for enter­

tainment. Dickens made no scruples about his plain 

intention of entertaining the masses with whom he shared 

his attitude to life and basic temperament. It is natural 

therefore that in all the plays that we have discussed 

the rustic characters occupy an important position. In 

other words the rustic characters get careful attention 

of Dickens, the dramatist. Tom sparks in The Strange 

gentleman, the village folk in The Village Coquettes 

and Tom Grig and Betsy Martin in The Lamplighter and Joey 

Ladle and Sarah Goldstraw in No Thoroughfare are essen­

tially rustic characters who control the plot structure 

of the play in question. In a different way Is She his 

wife ? Or Something Singular1 and Mr. Nightingale's 

Diary also highlight the rustic culture and simple rustic 
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values with satirical presentation of the urban culture. 

Obviously, though a man of the city Dickens is at heart 

a man of the village and he tries to uphold the simple 

life and manners of the village folk and their belief in 

essential goodness of things. 

Of the five plays, generically seen, we have two 

ccmlc burlettas : The Strange Gentleman and Is She his 

wife ? Or Something Singular. In The Strange Gentleman 

the dramatic plot is developed through sequential 

happenings and mistaken identities,In this respect, as 

has been suggested earlier, the play has an edge over its 

source in the Sketch, In Is She his Wife? Or Something 

Singular 1 Dickens's method is a quick arrangement of 

the timing by introducing very fast Entrances and Exists. 

It is this enormous speed or pacing that significantly 

contributes to the dramatic effectiveness of the play. 

So, it can be seen that even though both The Strange 

Gentleman and Is She his wife ? Or Something Singular 1 

are comic burletta, there is a significant difference 

in the plot structure and dramatic devices of the two 

plays. As a comic burletta the play is certainly a marked 

improvement on The Strange Gentleman, The plot is lighter, 

the theme is more funny and, above all, the sequential 

arrangement masterly. In The Strange Gentleman the tempo 

is hampered from time to time, v̂ ien Dickens tries to 

acquaint us with Mary and Fanny or with Julia and Overton. 
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But in I s She h i s wife ? Or Something S ingu la r the move­

ment i s as f a s t as the ac t ion i s concen t ra ted . Never fo r a 

moment, the play reads d u l l . This only shows Dickens ' s 

o r i g i n a l i t y i n not repea t ing himself . Again, the two 

farces - The Lamplighter and Mr. N i g h t i n g a l e ' s Dairy 

are s i m i l a r i n c e r t a i n r e spec t and d i f f e r e n t i n many 

r e s p e c t . 

In Mr. N igh t inga l e ' s Diary Dickens ' s P r i n c i p a l 

dramatic device i s t h a t of c a r i c a t u r e . While i n both the 

plays Dickens ' s p r inc ip l e device i s t h a t of c a r i c a t u r e , 

i n The Lamplighter the humour i s more d i s c i p l i n e d and i n 

Mr. N i g h t i n g l e ' s Diary i t borders on the r i d i c u l o u s . 

In both the p l a y s , however, Dickens s a t i r i z e s obses s ions i 

One i s obsessed with the d i a ry and the o ther i s with 

the s t a r s , 

Obviously, Dickens who never l o s t touch with 

r e a l i t y has no sympathy fo r people who l i v e i n a world 

of obsession denying themselves the p leasures of l i f e . 

The v i l l a g e coquet tes has been descr ibed as a comic 

opera. The d e s c r i p t i o n i s j u s t i f i e d because t he r e are a 

number of musical pieces i n the play and these are more 

func t iona l than decora t ive because i t i s the song t h a t 

gives suppor t and substance t o the c e n t r a l theme of the 

p l a y . Dickens seems to express h i s lament for the loss 

of country l i f e and the f a s t dying c u l t u r e with a l l i t s 
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v a l u e s . Again, No Thoroughfare i s remarkable on account 

of Dickens 's a b i l i t y t o mainta in the u n i t y of ac t i on 

while handling a la rge n\imber of c h a r a c t e r s . His use of 

' a s i d e s ' deserves p a r t i c u l a r a t t e n t i o n and i t i s r e a l l y 

p ra i se worthy. Suspense and c o n f l i c t which are taken for 

granted as two ind ispensab le i ng red ien t s of a w e l l - w r i t t e n 

p lay have been kept a l i v e a l l through. 

I n c i d e n t a l l y a l l the plays whether s h o r t or long, 

whether a comic b u r l e t t a o r comic opera , a fa rce or a 

r e g u l a r play have a beginning , a middle and an end. 

However, i t may be i n t e r e s t i n g t o note i n t h i s connection 

t h a t I s She h i s wife ? Or Something S i n g u l a r 1 a f t e r 

going through the th ree s t ages - beginning , middle and 

end - ccHning back t o the beginning because a l l the 

i n c i d e n t s take place dur ing the course of the plays are 

undone, 

In so fa r as c h a r a c t e r i z a t i o n i s concerned we do 

not c e r t a i n l y have 'God's p l e n t y ' b u t most of the 

c h a r a c t e r s t h a t people Dickens ' s p lays are t r u e t o l i f e , 

Squi re Norton in The v i l l a g e Coquettes and Mr. Pe t e r 

Limbury i n I s She h i s Wife ? Or Scainething S i n g u l a r ! and 

Tom Grig in The Lamplighter and Mr, N igh t inaa l e i n 

Mr, N i g h t i n g a l e ' s Diary and Ju les obenre ize r i n 

No Thoroughfare are c e r t a i n l y round c h a r a c t e r s by any 

s t a n d a r d . Dickens was e q u a l l y a t home i n p r e s e n t i n g stock 
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cha rac t e r s such as Tom Sparks i n The Strange Gentleman 

and Joey Ladle (head Collerman) in No Thoroughfare^ the 

s o - c a l l e d v i l l a i n s c h a r a c t e r l i k e Sparkings Flam in 

The Vi l lage Coquettes and Ju l e s obenre ize r i n No Thorough­

fare bear testimony t o Dickens 's awareness of e v i l t h a t 

i s i nhe ren t i n man. These two cha rac t e r s a l so suggest 

t h a t urban c i v i l i z a t i o n has a cor rupt ing inf luence on 

hximan mind. Dickens 's women cha rac t e r s t h a t we meet i n 

these plays a l so o f fe r a wide range of i n t e r e s t and 

v a r i e t y . The h a b i t of Mrs, Noakes to p i p and see the 

supposed-to-be lovers only revea l s a u n i v e r s a l feminine 

c u r i o s i t y . The coque t t i shness of Rose and Lucy i s only a 

simple manifes ta t ion of Freudian i d . Betsy M a r t i n ' s 

pre tence of goodness a l s o makes her t r u e t o l i f e . The 

t rea tment of sex t h a t we f ind i n these p lays i n d i c a t e s 

t h a t Dickens had no sympathy for the V i c t o r i a n prudery 

which was only another name for hypocr i sy . Ev iden t ly , 

Dickens considered sex as a hea l thy m a n i f e s t a t i o n of a 

n a t u r a l hioman i n s t i n c t . The Stange Gentleman's advance­

ment towards Mary or Tom G r i g ' s advancement towards Betsy 

warrants the conclus ion . 

Dickens i s nothing, i f not a humorist and the humour 

of Dickens manifests i n a l l these plays t akes d iverse 

form : Humour of Charac te r , Humour of s i t u a t i o n and ve rba l 

hvimour. Quite often with remarkable d e x t e r i t y Dickens 

combines these three so t h a t the s i t u a t i o n a l hxomour a r i s e s 
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out of verbal ambiguity. Broadly speaking it is humour 

that provides the main source of vitality and interest 

and dramatic effectiveness of these plays. To say this 

however does not mean that Dickens has neglected the 

other important aspects of a drama. We know that except 

The Lamplighter all the plays were staged and we find 

Dickens paying adequate attention to stage direction/ 

Costumes, Soliloquies, Gesture and Movement etc. 

The Strange Gentleman for example has detailed description 

of the costume. No Thoroughfare has a meticulous descrip­

tion - more detailed than that of The Strange Gentleman— 

of costumes. This only shows how seriously Dickens was 

concerned with the dramatic appropriateness of Costumes. 

Indeed, much of the affectiveness of the play when staged, 

depends largely on the judicious selection of dress for 

the actors and actresses. 

It is not an accident that all the plays of Dickens 

had stage success. Soliloquies and Asides which are 

important dramatic devices and give the audience an 

opportunity to see what is happening in the mind of a 

character have been very successfully used by Dickens in 

all the plays. With equal success Dickens uses songs in 

his plays. A song in a play has always a themetic signi­

ficance and it also reveals the mood of a character which 

possibly could not have been communicated through conver­

sations. 
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The songs in f ac t r evea l the inner workings of the 

mind of a cha rac t e r . Sol i loquy i s another device of 

revea l ing the. mind. But whereas a so l i loquy i s somewhat 

unna tura l songs, e s p e c i a l l y i n a musical opera, i s q u i t e 

n a t u r a l . But Dickens has the re fo re used these songs not 

for decora t ion bu t fo r a themet ic suppor t . These songs , 

t h e r e f o r e , are more func t iona l than d e c o r a t i v e . In r e f e ­

rence t o t h i s context one may poss ib ly p o i n t out the song 

sang by Tom Grig, the l a m p l i g h t e r . This song may not a r i s e 

out of emotion, yet i t c h a r a c t e r i z e s him as a simple and 

d u t i f u l pe rson . So, i t c l e a r l y appears t h a t the song which 

has been sang by^Tom Grig se rves some purpose . Again, 

Tapkins in the I s She h i s wife? Or Something S ingu la r 

appears on the stage with a song i n h i s l i p s . Apparent ly, 

he i s j o l l y and f r i sky . The song he s ings i s very s i g n i f i ­

can t . I t expresses a w i f e ' s appeal t o her husband fo r 

c a n c e l l i n g the hunting t r i p under s t r e s s of weather . The 

song not only revea ls the gay mood of Tapkins b u t c o n t r a s t s 

Tapk ins ' s merry bachelorhood with the c o n d i t i o n of s t r a i n e d 

m a r i t a l r e l a t i o n s h i p , 

I n t e r e s t i n g l y , in The Vi l l age Coquet tes M a r t i n ' s song 

r e f l e c t s how country dominates the c i t y . 

Jo in the dance,with s t e p as l i g h t , 

AS every h e a r t should be t o - n i g h t , 
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Music, shake the lofty dome/ 

In honour of our Harvest Home (88). 

The song sang by Squire Norton in the same play 

indicates that his basic goodness has been contaminated 

by double dealing : 

The honour, which to them was life, 

Throbs in no bosom now, 

It only gilds the gambler's strife, 

or decks the worthless vow (63). 

Again, his song : 

A country life without the strife 

And noisy din of town, 

Is all I need, I take no heed 

Of splendour or renown (77) 

gives a pastoral touch to the texture of the drama. It 

will be just to tell that there are huge songs in the 

play, and they also serve some purposes. Songs are also 

present significantly in other plays. It is neither 

possible nor desirable to analyse critically all songs 

which are actively functioning in other plays. Therefore, 

the examples which practically show functions of songs 

sang by different characters in different plays are con­

founded to mainly three plays, 
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A close scrutiny of the plays in the light of 

discussions above would lead us to the conclusion that 

Dickens was a quite powerful playwright, though he 

devoted most of his creative energy to writing fiction. 

Indeed, the plays are indispensable parts of a Dickens 

canon, 
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