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ABSTRACT

The main concern of this dissertation is a studyideological subversion and
containment in three late Victorian novels, i.eTimomas Hardy’'slude the Obscureédscar
Wilde’s The Picture of Dorian Grayand Joseph Conradideart of DarknessThis study
shows how subversive thrusts are contained in tim&@ scenes: social in Thomas Hardy’s
Jude the Obscurecultural in Oscar Wilde’§ he Picture of Dorian Grayand economic and
political in Joseph ConradHeart of DarknessOur purpose is thus to bring out the tragic
disruptions resulting from such discursive clashthe light of three poetics: Raymond
Williams’s theory of Cultural Materialism and hisetory of Modern Tragedy, and Michael
Bakhtin’s theory of Dialogism.

The theory of Cultural Materialism and that of Dgism are mainly used to underpin
discursive practices. Cultural Materialism helps identify and assess the subversive
strategies employed in these novels. The dialogndsevents of the novels reveal the degree
to which Victorian power is based on predation,eite@and hypocrisy; however, this power is
subject to undermining by dissident and subverstiees within Victorian society; yet this
subversion is soon contained. The triumph of comaint over the forces of subversion is
more a mark of the late Victorian pessimism thaeiaforcement of the Victorian power. The
subversion-containment dialectic will show thisthé level of themes, plot, and setting.
Bakhtin’s Dialogism will shed light on subversiontlhe level of language; in other words, the
analysis of language in the light of Bakhtin’s digism shows a subversive discourse which
places the protagonists in a position of sociah@mhism to the Victorian power.

As for the theory of Modern Tragedy, it is usedoting out how the containment of
subversion is effected. Through characterization, skall show the conflict of the tragic
protagonists (anti-heroes) with their society. e tlast analysis, the subversion of social
issues inJude the Obscureof aesthetics iMhe Picture of Dorian Grayand of politics in
Heart of Darkness-whose initial aim is to effect drastic social chas—result in a
consolidation of the Establishment’s values atdkpense of the pioneers of progress. Their
ultimate failure takes on tragic tones.

Key words: Victorianism, Cultural Materialism, Dialogism,tertextuality, Modern Tragedy,
Culture, Discourse, Ethics, Aesthetics, Art, Impksm, Capitalism.



Résumé

L'objet de ce travail est I'étude—sur les plansoldgique et esthétigue—de la
subversion et de son endiguement tels que dévedaggu#s trois romans victorienkide the
Obscurede Thomas Hardyl'he Picture of Dorian Grag'Oscar Wilde eHeart of Darkness
de Joseph Conrad. Cette étude analyse les powsgBesgsives et leur endiguement dans trois
domaines principaux: social dadsde The Obscureculturel dansThe Picture of Dorian
Gray et politico-économique dam$eart of Darkness

Notre but est donc danalyser les bouleversemeragiqties résultants de
I'entrechoquement des discours durant I'ere vietore a la lumiere de trois poétiques
suivantes: la théorie du Matérialisme CulturelathHéorie de la Tragédie Moderne, toutes
deux, de Raymond Williams et la théorie du Dialogsde Michael Bakhtin.

La théorie du Matérialisme Culturel ainsi que celleDialogisme sont principalement
utilisées pour étudier les pratiques discursivestiéorie du Matérialisme Culturel, quant a
elle, nous aide a identifier et analyser les sgiag@ mises en ceuvre dans ces romans. C’est
ainsi qu’est révélée I'étendue de la puissandmnénne dans sa capacité de prédation, de
tromperie, et d’hypocrisie. Cependant, ce pouvat €apé a la base par des éléments
dissidents et subversifs, qui sont, néanmoins,desmpent maitrisés. Cette victoire de
I'Establishment sur les forces de subversion, en fait, reflétes pé pessimisme de fin-de-
regne que le renforcement du pouvoir socio-poléiqu

La dialectique subversion/endiguement apparaitieean des themes, de lintrigue et
du milieu. Par ailleurs, le dialogisme de Bakhtiretnen relief la subversion au niveau
langagier. En d'autres termes, l'analyse des lasgags romans révele un conflit discursif qui
met les protagonistes dans une situation antagemiigea-vis du pouvoir victorien. La théorie
de la tragédie moderne est utilisée pour explidegrconséquences de I'endiguement de la
subversion sur l'individu. A travers les personrsggeous montrons le nouveau type de
conflit qui s’installe entre les protagonistedaesociété dans laquelle ils vivent et ou ils sont
condamnés a mourir. En effet, la subversion deolanalité sociale dandude the Obscure
culturelle et esthétique daibe Picture of Dorian Gragt politico-économique dam$eart of
Darknessentraine, du fait de son endiguement, des retosioégiques.

Mots Clés: Victorianisme, Matérialisme Culturel, Dialogismiatertextualité, Tragédie
Moderne, Discoure, Culture, Ethiques, Esthétighes,Impérialisme, Capitalisme.
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INTRODUCTION

The late Victorian writers inhabited a world whiaespite its appearance of stability,
was fragmented, where the ideologies of sciencegrpss, imperialism, and above all
civilization were being questioned, where discolbeeame increasingly dialogic rather than
smugly monologic. It was a world where literatuoeill no longer offer a vision of unity and
happiness but rather one of breakdown: of soasli family ties and individual psyche. It
was a world fraught with suffering and pessimisro.plt it comisely, we can say that tragic
disruption and subversive discourse marked theMat®rian fiction. The latter is no longer
regarded simply as a reaction against Romantidigrnrather as a rendition of a reality that
was becoming more and more complex and problemBtie.late Victorian writers came to
this common awareness through different paths:aBéi Gaskell described Morth and
South appalling working conditions and industrial unreSamuel Butler in hi€rewhon
directed all the force of his satire against comeel morality and religiosity. Likewise,
Thomas Hardy, influenced by the pessimism inaugdraty Arthur Schopenhauer and
developed by Frederick Nietzsche, challenged tHeiusocial stratification stemming from
the economic Malthusianism engendered by modemasinidlism; and George Eliot, for her
part, deliberately shocked her readers by herhibengd mimetic realism that sensitised them

to acute social problems Daniel Deronda

The late nineteenth-century novelists studiedhis tlissertation adopted the tragic
mode to expose the economic, cultural, and sotiahges taking place around them. The
novels under study, i.e. Thomas Hard}tgle the Obscurgl895), Oscar Wilde’She Picture
of Dorian Gray(1890), and Joseph Conradigeart of Darknes$1899) articulate subversive
visions with a high degree of clarity. They refldtte interest of writers in questions
concerning the operating ideologies in an evolvaapitalist society. They also have a
historical importance in that they express a cormuion of the social, cultural and economic
flaws of their time: religious intolerance, loss &dith, financial greed, social strife,
chauvinism, and imperialism. Under such changingddmns, these writers developed a
hybrid sort of genre: the tragic novel. In such glsythe common men, the proletarian Jude,
the decadent dandy Dorian Gray, and the degradexbriatist Kurtz, now replace the
dignified tragic heroes of the ancient tragedy. @sgect, which these writers chose to render,
was the tragic implication of social and ethicabwersion. We can say in this respect that
these novels are exemplary aesthetic markers dfdlgec moments in late Victorian fiction.
By tragic moments, we mean the tragic disruptionat ttook place in society. Tragic

disruptions refer to social, cultural, and econordiecline and fragmentation. Socially



speaking, we focus on the disruption that takesepila family life. The breakdown of family,

the isolation of the individual or his alienatioreghe signs of modern tragedy. In the early
Victorian period, the notion of family was sacretiaespected because it symbolised social
unity, love, harmony, and the continuity of monaliHowever, towards the end of the period,

the very foundation of the social order began tordle.

Among the reasons why we have selected these ttoeels is the fact that their
contexts offer a fertile ground for the exploratiminthe tragic disruptions that took place in
the late Victorian society. | find a common patteamning through these writers and their
works; each writer has used the novel as a platfison which to speak out his ideas:
Thomas Hardy is very much interested in socialassscar Wilde focuses on the artistic
(aesthetic) side of life; and Joseph Conrad is mumicerned with the moral and economic
aspect.

Another reason is that they created, with tramiertones, a mirror-image of the
Europe of the time, an image summarised by OscddéNin his preface tdhe Picture of
Dorian Gray: “The nineteenth-century dislike of realism is thgeraf Caliban seeing his own
face in a glass. Realism (or more specifically Tragic Realism) @smode of writing
unmasked the hypocrisy of the™8entury European society at large. Oscar Wildesictmed
art a refuge whence he could express what wasdidehi in society. The picture that Dorian
Gray hides from sight (because it contains alldms and deformities) is, symbolically, the
same as that painted by the three novelists. Bbarice, Joseph Conrad depicts Africa as the
place where the European man can indulge in whatevéorbidden by his own society,
which is another way of saying that the westerngenaf Africa resembles the portrait of
Dorian Gray. The creation of such fictive worldbbaled a measure of critical assessment. In
fact, these novels were an integral part of thelipdphere rather than mere imaginative
writings because they had a strong inclination gpraach the notion of conflict as it was
experienced then. They are not mere representatibmate Victorian life but subversive
discourses which put into question the celebratécto¥ian ethos. The common pattern
running in these novels is that of conflict: thentiat of classes, the conflict of the individual

with his society, and the conflict within the indiual himself.

Conflict in the late Victorian era is not as sim@s it might be thought of. We say
‘simple’ because it is commonly viewed by critibgt the origin of this conflict goes back to

the individual’'s opposition to a soul-crushing,agnical society. In other words, it is often

'Oscar Wilde.The Picture of Dorian Grayin Richard Aldington and Stanley Weintranb, Ediae Portable
Oscar WildeLondon: Penguin Books, 1974.p.138.



viewed as a conflict between tradition and modgymit between Victorian conservative ideas
and the new emerging liberal (modern) ones. Onote hand, there was a strong need to
preserve the same Victorian ideology, culture, aratality throughout the period of Queen
Victoria’s reign; on the other hand, the factorcbfinge is a remarkable feature of all times,
i.e. everything is bound to change. Therefore,itldévidual who lived in the late Victorian
era could not cope with the conventions which otgdiin the early Victorian era: his
consciousness would have sharpened in the meaatohée would have tended to question
rather than acquiesce to the doxa. As Claudia Nelgotes in her bookFamily Ties in
Victorian England “it is useful to bear in mind that in many ways tamilies of the 1840s
did not occupy the same world as those of the 1890Ehis is because the various changes
that occurred at all levels in society gave way,the arts, to what is called Victorian

modernism (not modernity). On a more literary pldsebel Armstrong asserts that

Victorian modernism sees itself as new but it does like twentieth-century

modernism, conceive itself in terms of a radicag¢dk with a past. Victorian

modernism, as it emerges in its poetics, describesf as belonging to a

condition of crisis which has emerged directly fraoonomic and cultural

changée®

From this context, we come to understand thatovi@h modernism is the result of

many changes, and among these, one crucial factbe ichange taking place in economy and
culture From a Marxist point of view, N. P. Jacobson, is hrticle entitled “Marxism and
Religious Naturalism”, argues that the conflictieetn classes results in human estrangement
and alienation: men who belong to the same relgingtion within the social process of
production constitute a social class and are placea position of hostility towards men
occupying a different position in relation to theoguctive forces. This difference in social
classes creates alienation. More important stig fact that the Victorian Establishment
represented the unique source of law and orderriegbéife a one-sided direction; this is why
“[a]ll new theory is a challenge to prevailing norrisThis form of habitual social behaviour
(i.e. the habit of obeying the Victorian norms witb objection) engendered a loss of the
dialogic sense in society and gave more spaceetontbnologic sense, which is a deadening

process. As Morson and Emerson put Betause of mental habits, intellectual traditions,

2 Claudia NelsonEamily Ties in Victorian England.ondon, Westport: Preage&007.p.173.

% |sobel ArmstrongVictorian Poetry: Poetry, Poetics, and Politi¢ssondon & New York: Routledge, 1993. p.3.
* N. P. Jacobson. “Marxism and Religious Naturalisin’ The Journal of ReligianVol. 29, No. 2 (Apr.,
1949.p.98
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and centripetal cultural forces, we often lose asseof the dialogic quality of an event. The

live medium becomes dext

The reference to conflict in this transitional perideserves great attention. For every
commentator who proclaimed that the Victorian ethvas at the root of England’s strength
and civilization, there was another who saw that ¢fthos was, in fact, destroying, damaging,
fragmenting society and individual psyche, leadiagtragic disruptions, creating a fertile
ground for warring discourses, thus dehumanisingdvian (European) civilization. It is this
paradox which will be the focal point of this workhe Victorian ideology was assumed to
work for individual self-realisation, but what thete Victorian fiction shows is the contrary:
all that we read is about the tragic fate of protagts who initially had great expectations.
Throughout the historical background and the aralthapters, we shall seek to highlight
the contradictions that lie at the heart of thetdfian culture and the extent to which people
then were caught between the harsh reality of th@y-to-day existence and the Victorian
idealistic dream. In this connection, Claudia Naelsrgues that the Victorian culture may
contain “many mutually contradictory messages on the virtoesflaws of domestic
existence®, which led people in the late @entury to regard this subject with ambivalence
and to be aware ofttie realities of daily life [which] often conflialewith widely accepted

ideals’’

The aim of this dissertation is twofold. First, thelection of three novels by three
different writers aims at covering as many repregere life scenes in the late Victorian
period as possible. This will afford us an insigiib the tensions building up in such life in
three main spheres: social ude the Obscurecultural, with particular emphasis on
Decadence and Aestheticism,Tihe Picture of Dorian Grayand finally, economic itdeart
of DarknessAnother reason why we have selected these thregsmvto show the weight of
tragic disruptions in their specific contexts besmthrough the social, cultural, and economic
scenes we shall illuminate the human conflicts frettured most the late Victorian society.
We will show the individual (the protagonist) asrdern tragic hero who could neither
escape nor accept his reality. The common man asvishas a tragic protagonist whose

ordinariness should not blind us to his tragicwstat As Arthur Miller argues:d common

® G. S. Morson and C. EmersaMikhail Bakhtin: Creation of a ProsaicStanford CA: Stanford University
Press, 1993.p.56. Cited ifim Beasley-MurrayMikhail Bakhtin and Walter Benjamin : Experiencedaform.
London and New York : Palgrave Macmillan, 2007 0.1

® Ccarl Cavanagh Hodge, EBncyclopedia of the Age of Imperialism, 1800-194@lumes 1& 2London : Green
Wood Press, 2008. p.172.

" Ibid., p.172.
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family man’s situation can be as tragic as the miibeas of royalty because he ties his

definition of heroism to a notion of personal digrthat transcends social statur.

The late Victorian fiction under study is writtemdaset in thefin de siécleperiod
when the forces of capitalism and materialism caméhe fore, and technology made its
greatest inroads into the lives of the common peofhe impact of these forces can be visible
in the lives of ordinary families. Thus, we shaltell on family feuds inJude the Obscure
and see how they tragically exemplify larger socahflicts. The family in this novel is an
emblematical social failure owing to its inability maintain its foundation and its vocation.
The deeper question is whether this break up istdube family’s own inadequacy or is
caused by society’s unrealistic standards of attaimt. As we shall demonstrate, failure is
partially attributed to the larger social forcesittloperate on people’s lives. Naturally, the

economic modes of production play a significangrial the creation of such forces.

These three novels have already been thoroughlyisised in books and in theses.
However, they have not been studied together utigetitle of this thesis or analysed in
accordance with our perspective. For instance, iflen®. Conary in her thesis entitled
Beautiful Lost Causes: Quixotic Reform and the driah Novel (August, 2008) analyses
Thomas Hardy'slude the Obscuren a chapter entitled, “A tragic Don Quixotdude the
Obscureand the Tragedy of Reform”. She deals with theitréafe of Jude whose misery is
caused not by individual sources of oppression,dyuthe general narrow worldview and
intolerance of society.She advances arguments in this respect withoutaging the theory
of modern tragedy as we intend to do. Another vwthe source of Jude’s tragedy is
Michiko Seimiya’s. In her thesiBarwinism in the Arts of Thomas Hardidovember 2005),
she demonstrates the impact of Darwinism in soctatpugh an analysis adude the

Obscure she argues that Jude is a loser in the struggléhé survival of the fittest’

As for Oscar Wilde’sThe Picture of Dorian GrayMichael B. Jasper’s thesis entitled
A Double Monster Born Dead: The Degenerate anddhminal in Victorian Britain(1994)
exposes the transition from Victorianism to Modsmithrough the character of Dorian Gray.

The latter is portrayed as a criminal and a deggaprand his tragic end is a Victorian

8 Susan C.W.AbbotsorCritical Companion to Arthur Miller: A Literary Refence to his Life and Worklew
York: Facts on File, Inc. 2007. p.137.

® Jennifer D. ConaryBeautiful Lost Causes: Quixotic Reform and thedfian Novel.Ph.D thesis. University
of Southern California. August, 2008.

19 Michiko Seimiya.Darwinism in the Arts of Thomas Hardlapan Women'’s University, November, 2005.
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tragedy. MoreoverThe Picture of Dorian Grajs often studied as a “late Victorian GotHit”
where the themes of homosexuahtyd Aestheticism take a great portion of focus. e,
what these critics fall short of is the relatiomsbetween Aestheticism and what is referred to

as the Victorian tragedy.

Concerning theses on Joseph Conrad, Joanna Metyhkas thesisOne of Us or One
of Them?Joseph Conrad’s European Experien(2006) includes a part entitled “The
Problem of Language and Marlow’s Imaginative Corhpresion inHeart of Darkness This
part is an analysis of Conrad’s use of speech dadcs in the novel in order to oppose the
Africans to the Europeans using Mary Louise Prattmicept of the “contact zong”
However, we notice that our analysis of discourseéhis novel in the light of Bakhtin's
dialogism shall shed more light than is done is thesis.

Second, and this is, in our view, what we consttlermost important contribution of
this dissertation, to the field of literary resdarae attempt to approach our subject through
three poetics: Raymond Williams'’s theories of cdtunaterialism and modern tragedy, and
Michael Bakhtin’s theory of dialogism. We seekngpiement them in a way that permits one
theory to complete, highlight, and further whaéipressed in a previous one. We must insist
at this stage that our general focus will be onrtbgon of conflict as is experienced in late
Victorian society. Following the cultural matergtliview, we shall place this conflict in its
socio-economic and historical context through aalyais of the constituent elements of the
novel, i.e. plot, language, themes, characterimaind setting. In other words, we shall place
the novels in a material, that is a socio-politioalhistorical, context in order to show that
thoughthey are bound up with a repressive, dominant @pglthey also provide scope for
dissidence and subversion. In subversion, we redbel dissonant elements and the
subversive voices in the late Victorian culturBhis theory also offers an alternative
subversive reading in the sense thashibws how the apparent coherence of the Victorian
order is threatened from the inside by inner cali¢teons and by tensions which society
seeks to hide. These dissident and dissonant etengenstitute an oppositional formation
which stands against the Victorian tradition sitioey are emergent elements which seek to

overthrow the Victorian order through counter-hegam

* Ccannon Schmitt. “The Gothic Romance in the VietorPeriod”, in Carl Cavanagh Hodge, Ethcyclopedia
of the Age of Imperialism, 1800-1914, Volumes 1&chdon: Green Wood Press, 2008.p.314.

12 Joanna MalynarczykOne of Us or One of Themlbseph Conrad’s European Experienéth.D thesis.
University of lllinois, Chicago. 2006.
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The concepts of hegemony and counter-hegemony are ighlighted in the light of
Michael Bakhtin’s discourse in the novel. Indeedhatv Raymond Williams terms
“emergenit'®, “forms of alternative or directly oppositional padi and cultur&', “counter-
hegemony and alternative hegendny“oppositional formatiotr®, and ‘tounter-cultura®’
are identified as the constituents of heterogloasieh strive for social significance; in other
words, they arefundamental compositional unities with whose hapefoglossia can enter
the novel™. As the protagonists in the novels under studyaade their subversive attitudes,
their speeches aim asttatification and speech diversify which disrupt the Victorian
“unitary and singular languagé®. Expressed in other terms, the protagonists’ laggu
constitutes a centrifugal forc&?' whose task lies in the décentralization and
disunificatiori?* of the ‘centripetal forc&®® of the Victorian discourse. In this respect, we
come to notice that the subversive elements whigbstipn and threaten the Victorian
hegemony and offer counter-hegemony from a Cultdigkrialist point of view are the same
elements (in Bakhtin’s argument) which introducdeheglossia in the novel in order to
decentralize and disunify, thus to disrupt, thacaf Victorian discourse through a counter
discourse. The result of this conflict betweenftirees of subversion and those of monolithic
uniformisation takes an aesthetic form: the formMiddern Tragedy, as it leads to tragic

disruptions, best read in the light of modern viefvragedy.

The forces of subversion expose social injustice,dtagnating power of institutions,
indifference, man’s inhumanity to man (as Jode the Obscuje social decadence and
degeneration (as ifthe Picture of Dorian Grgy racism and exploitation (as iHeart of
Darknes$. However, these subversive forces are driven tdead end by the force of
containment. In this respect, we have to resorRaymond William’s theory of Modern
Tragedy to help us grasp the forces of containmé&his theory demonstrates, through
characterization, that the protagonists of theselscare mainly anti-heroes, tragic heroes, or
problematic heroes. These nonheroic passive protsigaare individuals who live in a world
which witnesses various crises in society, and wlhikey find themselves in conflict. Now

13 Raymond WilliamsMarxism and LiteratureOxford: Oxford University Press, 1977.p.123.
% bid., p.113.

'3 bid., p.113.

'8 bid., p.114.

7 bid., p.114.

®The Dialogic Imagination: Four Essays by M.M. BakhMichael Holquist, Ed. Caryl Emerson and Michael
Holquist, Trans. Austin: University of Texas Pre2808 (17 paper back print).p.263.

9 bid., p.315.

2 |bid., p.315.

2 bid., p.272.

22 bid., p.272.

2 |bid., p.272.
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that ‘the social consciousness has charigédt is no longer possible for the individual to

carry on living in society in total submission tonservative ideology.

The individual, in this sense, becomes liberator’® whose ‘heroism’ lies in his
rebelling against laws. His tragedy is the tragefiyNaturalism which Williams defines as
“the tragedy of passive suffering, and the suffersngassive because man can only endure
and can never really change his wotfd.In fact, though the tragic protagonists attempt to
change the conditions of their living as they desireither by subverting, questioning and
offering oppositional alternatives—they do not gnjbeir newly acquired status for the rest
of their lives because they cannot escape the Iponeist meted out to them by Victorian

society.

The subversion is followed by containment in thesgethat while subversion in these
novels is writ large in the tragic protagoniststiaas, containment comes chiefly through
reflection and dialogue. The concept of containmeperhaps better explained in the light of
Greenblatt's “Invisible Bullets’ ” where he expta the “subversion-containment” dialectics.
In an article “Subversion and Containment in Orsxeott Card’'sXenocidg Daniel K.

Muhlestein explains Greenblatt’s dialectics:

Many apparently orthodox cultural texts, [...], platite seeds of revolution.
They describe something or do something which pmsegential threat to an
important aspect of the culture of which they arepat—a threat to a
dominant institution, perhaps, or to a prevailindeology. In that sense they
are subversive texts [...]. At the same time, [...thstexts work overtime to
control the subversion they are creating, to locklown, to contain it in the
sense in which a prison contains a prisoner. Thr@ate a threat in order to
destroy it, and in doing so they reinforce the viglgologies and institutions
that they put at risk’

In the light of this quotation, we can interpretidis, Sue’s, Dorian Gray’s, and Kurtz's tragic
ends in the sense that their subversion is cortaseeither a sign of the triumph of the forces
of Victorianism or as a sign of their failure in ®an’s conception of “the survival of the
fittest”. The centrifugal force of Victorianism the triumphant one because it needs to be so
in order for it to be saved. In this context wedfilh interesting to ask how it is possible to

survive in the conditions of late Victorian crisithe Victorian containment of the subversive

24 Raymond WilliamsModern TragedyLondon: Verso Editions, 1979.p.104.
25 H
Ibid., p.104.
% |bid., p.69.
" Daniel K. Muhlestein. “Subversion and Containm@ntOrson Scott Card’¥enocid8, in Literature and
Belief. Brigham Young University, 23.02.2003.p.90.
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elements shows that society is always holding obmiver those who attempt to threaten its

established order.

Many might object to the view thalhe novel could be considered a modern tragedy.
Such an objection may be based on the assumptainptbse does not have the power of
tragedy. Yet, the abandonment of verse in thiseedris not without some advantagel:is
easier in prose to imitate the give and take ofimad/ conversation, and to avoid the
levelling effect of verse on characterization, sifew poets have varied the verse to suit the
speakel’?® In contrast to poetic uses of language which teward a unified style and
world-view, i.e. the poet’s or persona’s novelistic prose is best suited for capturing the
vitality of language in dialogue:tie word in living conversation is directly, blatgn
oriented towards a future answer word, it provok@sanswer, anticipates it and structures

itself in the answer’s directicA’

Sidney Zink in his article entitled “The Novel asMedium of Modern Tragedy”
(1958), advances arguments in favour of tragediiennovel rather than in the play form. He
believes that we should expect the form of arthtange with other changes in human affairs.
In other words, we should not expect tragedy toaianin the space confined to it by the
classics as theorised by Aristotle because aresepts the way we feel and think here and
now. Since we feel and think differently from orengration to another, the form and content

of our thinking should change in such a way asttihé spirit of the time.

Sidney Zink also argues thah& modern tragic figure does not know what hekthin
or, if he does know, does not care whether otheosvk He is not worried about convincing
others, but about convincing himse&ifFor this reason, the novel best fits the modemetls
as it allows the reader to better know about theerrself of the tragic figure through his
capacity to ‘describe’ his feelings and thoughtshds a vast advantage in depicting such a
figure; whereas, the stage imposes definite limits of viewpombvement, and variety of
material, the novel can arrange almost at WitlHe also favours tragedy in prose form for
other reasons; as he puts it:

Some of [the novel's] advantages over the play @veious and positive. It
has, first, more sheer space and time to work wiécond, it can take an
unlimited scope and variety of perspectives omitgerials. This enables it

% Martin Coyle, Peter Garside, Malcolm Kelsall, alahn PeckGale Encyclopedia: Literature and Criticism
Cardiff: University of Wales. (date of publicatismunknown). p.372.

?The Dialogic Imagination: Four Essays by M.M. BakhOp.cit., p.280.

% Sidney zink. “The Novel as a Medium of Modern Tedy’, in The Journal of Aesthetics and Art Criticism
Vol.17,No.2. Dec., 1958.p.171.

% bid, p.170.
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more easily to join such diverse elements as thendtic and the intellectual.
This union is not easy. It is not easy to drawgsdopbhy from a vital organism;
but Dostoevsky, Melville, and Joyce show us it lsardone. Doubtless, what
chiefly helps the novel to bring off this unioritsslack of sensuous reality. [...]
The sensuous medium of the play , like that ofptieamn, is too obtrusive a
vehicle for ideas.[...]t the novel can pass from se@suous to the abstract
without a feeling of discord . For it is the maditstract thoughts that attend
the most intense suffering.
Moreover, the play is unable to show the most eciating forms of pain as the novel
does, because it relies only on the actor’'s physicaerbal expression of pain and mental

suffering. Neither can it show ‘the reflective satle’ where the pain really resides.

As far as content is concerned, the novel-as-thagéso deals with new perspectives,
different from those treated in the classical tthgg. It focuses on the common man rather
than on kings, princes, and men in high placesantalso deal with a ‘hero’ from a spiritually
and morally diseased and corrupt society. With slretmatists as Henrik Ibsen and August
Strindberg who made an unexpected revolution inféihe and content of tragic drama, the
tragedy is named ‘modern’ tragedy. In such playdbaen’'sA Doll's House(1879), The
Wilde Duck(1884), andHedda Gabler(1891), and StrindbergFhe Father(1887) andMiss
Julie (1889), these dramatists strenuously assert tbe twebreak through the naturalistically

imposed pattern of life in order to win freedom.

Indeed, one important aspect which helped the Istseto embrace tragedy in the
novel form is the rise of Naturalism, the crudemnfoof Realism. Naturalism is a term which

refers to

A harsh form of realist fiction most often idemfiwith works of novelists from
the late nineteenth and early twentieth centuri€snile Zola, Theodore
Dreiser, Frank Norris, and later Richard Wright [...The naturalist writer
frequently depicts a hero who is at the mercy ofida social forces, which
represent a cruel, overmastering fate. And thedsrof character often seem
just as implacable as those of society. The Doetfi Social Darwinism,
which saw life as a brutal struggle for survivaicha strong influence on the
naturalists?

The tragedy of naturalism, therefore, shows a ¢raparacter who, for a time, subverts the
conventions of his society, yet his subversive aadti are contained, which eventually

reinforce the power of these conventions, hencébigtable downfall.

In order to fulfil the aim of this work, we shalivitie this thesis into five chapters. The

first chapter provides us with the most importaseas that dominated the late Victorian

% |bid., pp.171-172.
% David Mikics.A New Handbook of Literary Tertrisondon: Yale University Press,20fp.200-201
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scene. The situations we will shed light on wilirdly and support the analysis of the novels.
Actually, emphasis will be put on the social, ctdluand the economic spheres. This chapter
will prepare the reader for a fruitful study of thevels. It is a kind of intertextual play
between literature and history. We will show thlaéde novels are not “reflectors” of the
reality of the late Victorian era but forms of coetized ideology of that period. We intend to
show how the latent/covert or open/overt ideoldgitashes (resulting from social conflicts)
will be ‘translated’ in fiction.

The second chapter is devoted to the presentafidimeatheories we intend to use for
our purpose; these are Cultural Materialism, MitHa&khtin’s Dialogism, and finally the

theory of modern tragedy.

The chapter that follows is an analysis of Thoidasdy’'s Jude the ObscuréVhat we
are concerned with exactly in this chapter is towghin the light of the theories adopted, and
through the constituent elements of the novel (#®nsetting, characterization, and plot)
Hardy's subversive discourse about social issued,the resulting tragic disruptions at the
social level. Emphasis will be put on the subversib the social institution of marriage, the
introduction of the ‘New Woman' as a challengindeatative to the Victorian woman
stereotype, and the concept of anti-family. Theaidé marriage is dialogised through the
voices of Jude and Sue. However, all attemptslatesgion are soon contained by the forces

of conservatism.

The fourth chapter concerns Oscar Wild€élse Picture of Dorian GrayWe shall
focus on Wilde’s subversion of the Victorian done#ieology. By parodying and satirising
the Victorian conception of art, Wilde develops @umter-discourse which constitutes a
challenge to the Victorian customs, values, moraéihd domestic ideology. Both Dorian and
Lord Henry Wotton dialogise the idea of art in sbgj however, Dorian’s transgression of the
laws of his society leads him to his tragic endstRging the domestic into the aesthetic
engenders tragic disruptions at the individual emitural level. Dorian’s subversive ideas on
art and beauty are contained at the end, thustirgguh a tragic as a resolution of the conflict

he endures.

The fifth chapter provides an analysis of Josepmr&d’s Heart of DarknessThe
main concern here is to demonstrate the subvedis@urse of imperialism through the
counter-discourse on European civilization in Adridhe subversion of the positive role of
the British Empire in Africa destroys the authdrita Victorian discourse of humanitarianism

and philanthropy; as such, the idea of imperial@snconceived in the Victorian unitary
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language becomes stratified, decentralized, anidgiszd. By parodying the noble task of
imperialism, Conrad develops a counter-discoursielwbhallenges the Victorian imperialist
discourse. In the same perspective, this analysisuers tragic disruptions in the community
of the colonising Europeans in Africa. However, €al{s attempts to uncover a horrifying
Victorian reality through subversion ends in comtaént when Marlow decides to remain
loyal to Kurtz, a sign of Conrad’'s loyalty to Bmiaia, the ‘Britannia [which] rules the

waves'.

In the conclusion of this dissertation, we intetod summarise the results of the
investigation by focusing, in retrospect on theiond of subversion and tragedy. What is
common to the three novels is the notion of suliverdiscourse and of the tragic disruptions
that mark the end of every novel. The tragic dinmm®bserved in the late Victorian period
as well as late Victorian writings form a dialogwhere many voices are recognised
implicitly or explicitly; these voices are symptoticaof the hotly debated issues of culture,
philosophy, economy, and politics that marked téeaal. This dialogue is left open here for
further debates with other literary work$of Bakhtin, every utterance is not only a response
to a previous utterance but anticipates a futurspansé® and ‘the process of making a
text’'s meaning is one that will never &ntf; and as he himself notetithere can be no such
thing as pure monologism. Everything is reactingverything that has been said previously
or may be said in the futur&.

% Tory Young.Studying English LiteratureCambridge: Cambridge University Press, 2008.p.51.
35 [|hi
Ibid., p.52.
% Karen Hohne and Helen Wussow , EAsDialogue of voices: feminist literary theory aBdkhtin London :
University of Minnesota Press, 1994.p.x.
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Historical Background



INTRODUCTION

Literature, in our perspective in this work, is @cial phenomenon. Considered as
such, it cannot be studied independently of theatoelations, the economic forms, and the
political realities of the period in which it wagitten. The late Victorian era, which is our
concern here, witnessed on the part of its litesaggeneral rejection of its established ethos.
There was a revolt against morality, a questioraighe position of women and of the
working class in society, a scrutinizing of theerof art, and of the nature of imperialism. The
reason for such turmoil was that the late Victoregthos had turned from the power of
civilization to the civilization of power. As Holbok Jackson writes about the eighteen-
nineties:

Things were not what they seemed, and there wesi®ngi about. The
Eighteen-Nineties were the decade of a thousancements. People said it
was a ‘period of transition’, and they were conwdcthat they were passing
not only from one social system to another, butfane morality to another,
one culture to another’
It is this period of ‘transition’ that this chaptpurports to describe, focusing in particular on
the economic, the social and cultural spheres, sletting the scene of instability which the

three novels under study will ‘feed on’.

1. The Economic Scene

The economic scene of the late Victorian era wesacterized by many focal points
that had a remarkable impact on both society ardintividuals. In this section, we shall
concentrate only on those ‘events’ which serve asepping stone for the analysis of the
novels. Among these, we shall highlight the ViaarDepression resulting from the Second
Industrial Revolution,social Darwinism, and the expansion of Europeanenapsm as
illustrated in the ‘Scramble for Africa’. The wortimperialism” summarises the various
changes that took place in this period:

It is hard to avoid the conclusion that a markedmpe of tempo occurred
during the last third of the nineteenth century several dimensions of
European reality—in the functioning of its economystems, the nature of the
relationship between its sovereign states, thermaiecharacter of and the
interaction between its social classes, and thdipal and cultural outlook of
its masses. The word ‘imperialism’ sums up the neatfi that transformatior®

3" Holbrook JacksonThe Eighteen-Ninetiesn Malcolm Bradbury and James Mc Farlane, Bdsdernism: A
Guide Study to European Literature, 1890-193thdon: Penguin Books, 1991.p.183.
% Willie Thompson Global Expansion: Britain and its Empire, 1870-1914ndon: Pluto Press, 1999.p.ix.
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A. The Rise of Capitalism and the Seeds of Imperigim

Contemporaries named the period from 1873 to 1886 years of the Great
Depressiolt, a depression quite noticeable in agricultureysty, and commerce. The chief
cause of this depression was believed to be Englandbility to adapt itself to changing
economic circumstances such as the various develoisnm technology, raw material inputs,
and price levels. It is these developments thah@tic historians call ‘the Second Industrial
Revolution’. The latter had many profound effeatsEuropean civilization. It made much of
the old aristocracy irrelevant. By giving the neactbry owners a sudden opportunity to
amass wealth, it entitled them to new honours andre importantly, to displace the

aristocratic worldview and thus impose the bourgewie instead.

The new middle-class values aimed at improvingdifierent industries in order to
expand wealth among the greatest number of pedpile.result was naturally a shift in
attitude towards wealth. The industrialists con®dethemselves the creators of wealth. The
capitalist mode of production imposed new valueshsas fndividual freedom in economic
matters, an intractable inequality in the distrilaut of wealth, severe class differentiation,
and brutal poverty for those without propetff) As a system of political economy, capitalism
was viewed as d historically absolute force, which produce[d] .etarchy and which
impose[d] production in the form of prdfff The negative side of this mode of production is
its emphasis on the accumulation of wealth disaiggr whether the way to do so was
legitimate or not. The essence of capitalism is$ thas the winner who continues to play the
game and that society can turn a blind eye to moeaicerns so long as the production line

keeps rolling’*?

The selfish spirit of capitalism exceeded the beauie$ of the Victorian society and
spread overseas. As John Stuart Mill put it:

The exportation of labourers and capital from ottlriew countries, from a
place where their productive power is less to acplavhere it is greater,
increases by so much the aggregate produce ofateul and capital of the
world. It adds to the joint wealth of the old ame new countr§®

%9 L.C.B.SeamanVictorian England: Aspects of English and Impetitistory 1837-1901London and New
York : Taylor & Francis e-Library, 2003.p.264.

“0julie Rivkin and Michael Ryan, Edkiterary Theory: An Anthologynited Kingdom: Blackwell Publishing
Ltd, 2004. P.644.

“!1bid., p.111.

“2Susan AbbotsorCritical Companion to Arthur Miller: A Literary Refence to his Life and Worklew York:
Facts On File, Inc., 2007. p.51.

433, S. Mill. Principles of Political Economy1848), p. 382, quoted in Julie Rivkin and Mich&gftan, Eds.
Literary Theory: An AnthologyOp.cit., p.1098.
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Capitalism may contribute to the wealth of a coynbrough overseas expansion, but this
scheme does not apply to a colonized country becaapitalism is accompanied by
colonialism. J.S.Mill adds thatCoblonization, in the present state of the worldthe best
affair of business, in which the capital of an ddd wealthy country can engatfé
Colonization, at this level, took the form of im@dism. The colonial capitalists were
imperialists who were viewed as heroes as L.C.Braeaargues; [tjhe heroes of late
Victorian society were soldiers and empire-build&fsBefore coming to that, Britain had to
shape her identity as a centre of power thankshéoexpanding discourse gtientism

notably Charles Darwin’s.

B. Social Darwinism: the Social Thought of the Agef Imperialism.

In his bookThe Age of Empire 1875-191Eric Hobsawm dates the beginning of the
Age of Empire to 1875. The focus of this new impkepgower was on Africa mainly because
“it was large, comparatively close, and above adfediceles$®. It was also extremely rich in
raw materials which came to feed, at low cost, i@itindustry. The trading stations the
British already had in Africa became insufficieringpared to the increasing economic
competition; this was why the British resorted lte facquisition of colonies as a safe source
that would guarantee markets and raw mater@tber reasons lying behind the interest in
colonial acquisition includedstmple Victorian curiosity, social Darwinism, theirpuit of
profit, and the desire to spread Christianify/

The concept of Social Darwinism, in particularsha strong connection with the
policy of imperialism in the sense that the sotifel of the Age of Empire was characterised
by “competition, natural selection, struggle for exmte, and survival of the most adaptive
individuals”*® It asserted that individuals or groups must compeéth one another in order
to survive, and that those best able to survive atestnated their fithess by accumulating
property, wealth, and social status. Poverty, atingrto this theory, proved an individual’s or
a group’s unfitness. Darwin’s theory legitimizeddasupported the policy of Capitalism
because in Capitalism and its related and deriadaleg was to be found the natural system of
social and economic organization which ensuredpitugress of man. It also led man to

“|bid., p.1098.

S Ibid., p.277.

6 Carl Cavanagh Hodge. EdEncyclopedia of the Age Imperialism, 1800-1914,ukf@s 1& 2.London:
Greenwood Press, 2008. p.Xliii.

“"bid., p.13. Carl Cavanagh Hodge adds theldipnies also promised to ensure domestic politatability at
home in Europe by distracting the masses from dbadig low wages and poor working conditiohs.

“8 |bid., p.666. The work which influenced DarwinTisR.Malthus’s bookEssays on Populatiofl798) which
suggested to him the idea that “on the whole, trs fitted lived.”
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disbelieve the seemingly obvious truth that marnfeppr, natural and normal mode of

behaviour was cooperation, harmony, and love.

The European imperialists adopted the tenet®@kDarwinism as a necessary, not
to say the best, way to ensure progress. This @t wtas happening in late I @entury
society with the whole European world torn bydrs over resources, competition in the
world market, rising militarism and territorial egmsionism, class struggle, social tensions,
and antagonistic nationalisnié® Many Europeans supported and believed in the &idhkk
of Imperialism. Indeed, they did not view it as mesxploitation. So powerful was the

discourse of humanitarianism.

C. The Rhetoric of Western Civilization vs. Shockig Imperial Atrocities

To the public spirit of the late Victorian eragthssertion of a humanitarian basis of
imperial action helped legitimize imperial governanand expansion. The call for
“philanthropy” invented a moralistic Victorian triéidn. In this respect, a humane self-image
IS an important aspect in the politics of Britaimdats Empire in Africa. As Frank Prochaska
asserts, o country on earth can lay claim to a greater phthropic tradition than
Britain.”*° Indeed, the Victorian society’s altruistic attizutbwards the poor was incarnated
in the prevailing philanthropic discourse; as Fr&ikistianson puts it:

As a primary means through which middle-class sp@#empted to define its
relationship to the poor and thereby establish herent or ‘aggregate’ sense
of social identity for itself and its other, phildinopic discourse registers the
different elements of this contest of valiés
This philanthropist attitude was rife both at hoamel overseas. European interference
in Africa was justified basically on grounds of faimthropy and altruism. For example, the
objectives of the Belgian Congo reforms—the amation of material conditions—were
achieved not through economic and social actiorthrough intoxicating rhetoric. In order to
fulfil the call to philanthropy, a particular peesive discourse was needed at home. This is
why there appeared discourses on patriotism, fiaet and human rights. Throughout the
era, humanitarianism was invoked as moral justificefor Empire. As Antoinette Burton has

said of the late Victorian periodid’ be British meant to be superior in all regardsich

9 |bid., p.666.

* Frank Prochaska. “Philanthropy”, F.M.I.Thompsod, Ehe Cambridge Social History of Britain: 1750-1950.
New York: Cambridge University Press, 1990.p.357.

*1 Frank ChristiansorPhilanthropy in British and American FictiofEdinburgh : Edinburgh University Press,
2007.pp.09-10.
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superiority was fundamental to national identity This was partly a national expression of
the Victorian ideals of moral uplifting. This imagé British identity was extended to the
Empire as well. Bernard Porter asserts that Englesh were tised to thinking that their
empire was based on a wider and higher moralitynttiee morality of national self-interest,
or power” > In addition, in the 18 century, the theory thattte whole world was supposed to
gain from British imperialistitenabled Britain to justify her overseas expansiaonthis
regard, discourses of British imperialism helpedipgh a national identity; as Andrew

Thompson arguesby the 1890s, it was difficult to separate patsatiand imperialisit®

The concept of “Eurocentrism” came to celebrat western superiority in that it
refers to the European belief that Europe was tipeesne power and the centre of civilization
in the world. Eurocentrism is defined Tihe Routledge Dictionary of Literary Terr(f3006)
as follows:

Put simply, Eurocentrism & way of thinking that privilegeSurope (or, ‘the
West’) as the centref historical development, and posits Europeanureltas
superior to all others. [...Eurocentrism is a specifically modern constructttha
has emerged incomplex relation to the formation of capitalism and
imperialism.>®

Eurocentrism was also located in the Victorianoldgy as part of its authoritative
discourse because it formulated and solidifiedrees®f stereotypes concerning the European
image in the world. Among these received ideagethas the belief that Europe rose as the
supreme power and the centre of civilization in ¥ald thanks to its innate efforts and
superior abilities. This thought was embedded m ¢kieryday life of the Europeans and in
their common sense. The Eurocentric vision, moreosedracted and reacted against any
discourse that challenged the European dominangesaperiority. In Bakhtin’s thinking, it
may be said that the Eurocentric discourse tookfdh® of a monologue (not a dialogue)
because one voice only (that of Europe) was heard, that the other voices of the non-

European nations were silenced or pejorised

Another discourse which helped Britain shape regional identity is that of slavery
abolition. James Wolvin has pointed out thigintring the fact that for almost two decades,

the British had been the western world’s pre-emirstawve traders, emancipation allowed the

°2 Antoinette BurtonBurdens of History: British Feminists, Indian Womand Imperial Culture, 1865-1915.
Chapel Hill: the University of Carolina Press, 19940.

>Bernard PorterThe Lion’s Share: A Short History of British Impdism, 1850-1983New York: Longman,
1984. P.285-6.

> |bid., p.286.

%5 Andrew Thompson. “The Language of Imperialism #ml Meaning of Empire: Imperial Discourse in Biitis
Politics, 1895-1914", iMhe Journal of British Studie¥ol. 36, No.2, 1997.p.155.
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British to congratulate themselves on their morapeiority in having ended slavety’
E.D.Morel asserted that the condition of the Costgde was different in the question of the
abolition of slavery. He argued that the Congo mtaats ‘differ[ed] only from the condition
of the plantation slaves previous to the abolitadrthe over-sea slave tradie that instead of
being transported across the seas, they were ezlavtheir own homes? He added that
the humanitarian treatment of the slaves was #fficin the Congo. Similarly, Reverend
Harris declared that the Congolese must ligefated ... from the yoke of an intolerable

slavery *°.

Throughout the Victorian era, Britain’s role indémg the slave trade was frequently
recalled. European interference in Africa was fiestion grounds of Christianity, commerce,
and civilization. These discourses were in turegnated in the abolitionist narrative. Indeed,
in the 1880s, the anti-slavery rhetoric was so muiclespread that thielanchester Guardian
suggested thatthe most useful [...] measure that could at presenptoposed would be to
raise, by international subscription, an anti-slaydund to be placed at the disposal of the
King of the Belgiariswho “for many years has been the great pioneer of zatilon in the
central regions where the [slave] traffic by landncbest be interceptéd® By the end of the
century, Britain reached its aim in being an imalepower. Its informal trading empire was
replaced by forms of conquests which were justiftsdits cultural superiorityHowever,
King Leopold II's “mask of philanthropy* was soon ripped away, laying bare the violent
reality of his rule. The atrocities committed iret@ongo highlighted the dark side of the

western imperialism and the hidden complicity @& Wictorian Establishment.

The dark side of the imperial policy in Africadlenany writers to question the rhetoric
of imperialism.Joseph Conrad was one of such writers. Yet, at fissused to believe in the
rhetoric of Imperialism; but after his experiencethhe Congo, he realized that the thirst for
wealth and power was behind all claims of progmess civilization.His novellaHeart of
Darknesswhich we shall explore in this perspective, digsd what colonialism actually was
in his days and thus contributed to giving an asgthshape to the tragedy of colonized

Africa.

*" James Wolvin quoted iBurdens of History: British Feminists, Indian Womand Imperial Culture, 1865-
19150p.cit., p.38.

°8 E.D.Morel. Draft of “The Case against the Congat&t London School of Economics and Political Scie
(MC), F4/2, (date unknown), quoted in Aidan Foriie Politics of Philanthropy: The Congo Terror Regi
and the British Public Sphere, 1884-1914. Mastekrtg Thesis. Queen’s University Kingston, Ontafi@nada,
2006.p.75.

%9 Reverend Harris quoted from a letter sent toDady News April 3, 1911, MC, LSE, F4/10.quoted in ibid.,
p.76.

% Manchester GuardiarDecember 10, 1889, ASC, RH, G117, quoted in ilpid.77-78.

¢ Editorial from the Boston Transcript of June 1904, ASC, RH, G216, vol.1, 29, quoted in ibid.,&.7

26



Even the Europeans who were sent to fulfil thailizimg mission were later on
viewed as the savages of Europe. In 1899, Herbgeh&r denounced the whole British
Empire claiming that the white savages of Europe [were] overrunning tlaek savages
everywhere]...].The European nations[were] vying wotie another in political burglaries;
and that Europe [had] entered upon an era of so@ahnibalism in which the stronger
[were] devouring the weaké&f? Herbert Spencer went further in his critique af tivilizing
mission. Questioning the function of European aeltuhe pointed out thatliterature,
journalism, and art [had] all been aiding in thisrqress of rebarbarization’and “that
rebarbarization went hand in hand with the moventewards imperialism.®® Paradoxically,
‘the survival of the fittest’ was turned against gromoters whose barbarity at home proved
to be the counterpart of that endured by ‘the mgjggbroad. And that domestic barbarity was

soon to be debunked.

2. The Social life

The England of the 1830s was different from thathe early 1900s. The Industrial
Revolution brought about drastic changes in sdidgebnd family. The focus of this part will
be on the features that characterized the lateokast family i.e. breakdown, suffering, social
conflict, and alienation. We shall dwell on the ngtatus of woman, i.e. the ‘New Woman’ of
the 1890s, the institution of marriage, and otlaetdrs that had an impact on family change.
The degree of change was so high that the redlitgnoily in daily life often conflicted with
widely received ideas in society. Before dealinghvthe situation of the family, we think it
appropriate to mention some important Victoriamklers whose voices were instrumental in

the surge of social awareness.

A. Outstanding Social Victorian Critical Thinkers.

Among the 18 century thinkers who harshly criticised the Vidaor society was
Thomas Carlyle. He rejected Victorian morality saythat it was just a mask behind which
the Victorian Establishment was hidibg ensure its power over the nonconformists. It was
also such power that enabled it to create an impddrce overseas.Our ‘superior
morality™, Carlyle wrote, “[was] properly rather an ‘inferior criminality’, poduced not by
greater love of Virtue, but by greater perfectidrPolice; and of that far subtler and stronger
no*

Police, called Public Opinioi?” The Imperial Victorian man proved to be a crimirather

than a civilizer as it was to be shown in Conradisart of DarknessThere lied in him a kind

®2The Role of Fabianism in British Affairs”. Op.gitp. 17.
%3 Hena Maes-Jelinkrork Notes on Joseph Conrad’s Heart of DarknBsstut: Longman, 1982. p.31.
64 |1

Ibid.,p.88.
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of thirst for domination and power. Carlyle called the common refuge of Weakness and

blind Discontent®®

The terms “Weakness” and “blind Discontent” haveeap meaning in the history of
19" century British society. ‘Blind Discontent’ refets the Victorians' eager desire to
acquire more and more wealth and property. BesitiesYictorian weakness lies in the will
to power, domination and superiority. The earlytvi@ns in particular worshipped power,
but they exercised it in a negative way. For insgarKurtz, a fictional representation of the
power of imperialism, showed the tragic finalitysafch power. Raymond Williams explained
the tragic situation that imperialized civilizatiengendered saying:

This indeed is the tragedy of the situation: thagemuine insight, a genuine
vision should be dragged down by the very situatibe very structure of
relationships, to which it was opposed, until aill@ing insight became in its
operation barbarous, and a heroic purpose, a ‘higitation’, found its final

expression in a conception of human relationshipgclvis only an idealised
version of industrial class-society. The judgeméntall senses we worship
and follow after Power’, returns indeed as a mogkétho®®

As an important figure in 19 century thought, Matthew Arnold shared Thomas
Carlyle’s view that the Victorian civilization wasechanistic. Wealth changed the mode of
thinking of the Victorians. He wroteNine Englishmen out of ten at the present day belie
that our greatness and welfare are proved by oungeo rich.”®” The idea of perfection is
attentively discussed by Matthew Arnold in his bd@kiture and AnarchyHe believed that
culture was & study of perfectiéfi® which was designed both for individuals and fosisty.

He argued that perfection was possible to reaabugir the knowledge oftlie best which
[had] been thought and said in the worfd”and through the reaction against conservative
morality and mechanical thinking. Hisascentand vigorous Liberal-humanism was to be

taken up by committed social reformists.

B. New Images of Family and Marriage

The issue of family was a central one in late dfienism. In her bookamily Ties in
Victorian England(2007), Claudia Nelson stated that the family we#ber protective or

destructive

% |bid.,p.90.

% Raymond WilliamsCulture and Society 1780-1958ew York: Anchor Books Doubleday & Company, Inc.
,1960. p.84.

7 Ibid., p.124

% Matthew Arnold.Culture and Anarchp.473, in Lionel Trilling, Ed.The Portable Matthew ArnoldNew
York: The Viking Press, 1949.p.

% Ibid., p.409.
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On the one hand, many believed it to be the patiesdivation of the nation, as
the counterbalance to drives that threatened to cobee destructive when
indulged in irresponsibly, such as the sexual uagd the desire for financial
profit. On the other hand, others saw family aseptilly destructive on its
own account, an institution that often demandedessdsacrifice (particularly
from women) and sometimes offered few rewardshatrpgerpetuated a cycle
of criminality and destitution among the lower orsleof society. Some
considered family an intensely conservative andikting force, whether the
things that it perpetuated were good or bad; othdeemed it the key to
reform”°

Among those who thought that family life was rige feform was John Stuart Mill whose

Liberalisn* radically questioned social institutions and nege in particular. J.S. Mill's

ideas heralded to a new philosophy of freedomrtyh@nd emancipation.

Through hisThe Subjection of WomehS. Mill showed the extent to which women,
wives in particular, were marginalised, oppressed, seen as inferior to men. Thomas Hardy
owed much to this thinker, and he defended muchi®fideas in his last novdude the
Obscure In his essan Liberty(1859), J.S.Mill analysed the Victorian social &elour and
showed its tyranny. It was not easy to denounce Mlatorian orthodoxy openly; the
Victorians were very harsh and severe with anyort® wvent beyond the line of
conventionality. Opposing the tyranny of his sogieMill argued that any person who
possessed a tolerable amount of common sense shewalle to choose how to lead his/her
life. He, moreover, maintained that all human bsingght to speak freely and act freely as
long as this freedom did not harm anyone. Mill thloiuthat moral oppression had serious
consequences on individuals and could go as famasing a distortion to their personalities.
Mill vehemently criticised the institution of maage. According to him, marriage should be a
voluntary contractlt should be a choice and not an obligation; otlezwthe individual
would be more than a slaveErigagement by which a person should sell himselallow
himself to be sold, as a slave, would be null asid™V°. If marriage made either the husband
or wife unhappy, then the marriage should go, fonan happiness was more important than

social institutions.

George Bernard Shaw also advanced arguments adgl@d/ictorian institution of

marriage. What he wanted exactly was to reform iamgrove this social institution. In his

"0 Claudia NelsonFamily Ties in Victorian England.ondon, Westport: Preaget007. p.172.

" Liberalism tends to be critical of institutions, @ther political or religious, which restrict indilial liberty; it
is marked by its faith in progress and human gosslia@d rationality; expresses itself in demand&émdom of
expression, equality of opportunity and education dll; and is distinguished from more radical pesgive
movements by its insistence on gradual democraficrm rather than by direct revolutionary actioRef;
p.118.The Palgrave Guide to English Literature and itsw@xts, 1500-2000

20n Liberty.Op cit., p.95.
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preface toGetting Married he wrote, It may be assumed without argument that unions for
the purpose of establishing a family will contintee be registered and regulated by the
state.... There is therefore no question of abolgimarriage; but there is a very pressing
question for improving its conditiori&® According to him, many marriages failed because of
the incompatibility between man and woman. Thi@mpatibility goes back to the Victorian

morality which forbade couples to know each othefole marriage:

The majority of married couples never get to know another at all: they get
accustomed to having the same house, the sameerhilthd the same income,
which is quite a different matter... Thus we see téablt against marriage is
by no means only a revolt against its sordidnesa asrvival of sex slavery...
The revolt is also against its sentimentality, ridsnance, its amorism,
even against its enervating happinéés.
Thus, the sexual ideology which dominated the \at@orian era comprised seeds of
revolt. Jenni Calder’s article entitled “Women awarriage in Victorian Fiction” makes it
clear

that marriage was an economic transaction; thatbarmsls exerted authority
and wives submitted to it; that sex was a ‘maritaity’ to which women
reluctantly consented. [...] women were in no posigaconomically or legally
to advocate radical change in the marriage system
Contrasted with the myth of the family as securd smpportive, Calder depicts the middle
class family as one wherdathers terrorise and coerce their children; hustlanenjoy

breaking the wills of their wives®

The idealistic image attributed to the Victoriarammge only masked the terrible
reality preserved by many taboos. For this reatmmmend the situation of women, Shaw
proposed woman’s total emancipation through heneeuc freedom. If marriage frustrated
her from dignity and liberty, then this marriageosld have an end through divorce. The
liberalized divorce laws of the late 1850s rarelyd® their presence felt in fiction, but round
the last decades of the ™ @entury, there emerged a new kind of fiction chlfthe New
Woman Fiction’ which supported anti-marriage claiaml advocated divorce as solution to

an unhappy married life.

3 George Bernard Shaw quoted by Jean-Claude AmBleimard Shaw: Du Réformateur Victorien au Prophéte
Edouardien Dipier . p. 245.

" Ibid., p. 246.

5 Jenni Calder. “Women and Marriage in Victoriantiie”, in Nineteenth-Century Fiction/ol.32. No. 1. June,
1977. p.94.

lbid., p. 95.
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C. The ‘New woman’

From the 1880s, discussion of the role of womasoitiety became more radical with
the emergence of the New Woman. The phrase ‘New &bcame into use in 1894, and it
emerged as an alternative to the strict Victoriex mle stereotyp¥. It is a subversion to the
Victorian accepted image of woman in society. Witthe discourse of the ‘New Woman’,
there certainly existed subversion, dissent, andrse discourses. This discourse also pleaded
for reform in marriage laws. In fiction, the New Vdan is depicted as a fallen woman, a
prostitute, or an intellectual woman whose libedalas transcend the female ideology of the
period and question the institution of marriageisTis what we find in G.B. Shaw’s plays
such asMrs. Warren’'s ProfessioandMan and SupermarFreedom and sexuality were two
prominent aspects which were associated with thgesgive feminine discourse whose main
call was for liberation from Victorian models ofpression. As James Eli Adams puts it,
“[tthe New Woman, a companion figure of decadenceaoif “the decadent,” who was
typically male, was variously associated with botigoverned sexual appetite and an utter
lack of desirg’"®

Thomas Hardy’sTess of the D’Urberville1891) received critical responses for its
depiction of female sexuality. Hardy created sexually compromised female chamacte
starting with Fanny Robin ifrar From the Madding Crowd1874) and ending with Sue
Bridehead inJude the Obscurél895). His change in attitude and presentationvoiman
reveals miserable fates typically inflicted by scamym writers on their fallen women
characters: premature death (by murder, suicidemsh disfiguring disease), circumscribed
lives (dependence, emigration, abandonment), orsbarent to the convent. For example,
two of Hardy's fallen women, Eustacia Vye The Return of the Nativfl878) and Sue
Bridehead suffered and died prematurely becausg ldeked the ruthlessness needed by
women, especially those who married, to surviveaimale- dominated world. But Hardy

transcended the social conventions by elevatingtdiels of his women protagonists to that of

In his bookLove and Eugenics in the Late Nineteenth CentuagioRal Reproduction and the New Woman,
Angeliqgue Richardson claims, “In the closing decadé the century the New Woman . . . rapidly came t
dominate fiction, both as theme and writer”. (Refere:Love and Eugenics in the Late Nineteenth Century:
Rational Reproduction and the New Wom@wford: Oxford University Press, 2003.p.5)

'8 James Eli Adam# History of Victorian LiteratureUnited Kingdom: Wiley-Blackwell, 2009. p.380.

®Among these responses, the novelist and critic €teima Black reviewedessfor the lllustrated London
Newson January 9,1892 as followsM(f. Hardy’s story is founded on a recognition oé tinonic truth which we
all know in our hearts, and are all forbidden toysaloud, that the richest kind of womanly natufe most
direct, sincere, and passionate, is the most ligblde caught in that sort of pitfall which soci@dnvention
stamps as an irretrievable disgrat€éR.G. Cox, Ed.Thomas Hardy: The Critical Heritagé.ondon: Routledge,
1970. pp,186-87) Also the most famous dismissdhisf novel came from the editor bfacmillan’s Magazing
Mowbray Morris , who refused to serialize the watkir. Hardy has told an extremely disagreeable siorgn
extremely disagreeable manhéibid. p. 219).
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tragic heroines (as we shall see in our analysisJofle the Obscurg Hardy's
‘aestheticisation’ of social failure exemplifiedettiremors which literature and the arts were
shaking.

3. The Cultural Scene

In this part,we shall deal with Decadence as a social critigh&hvput emphasis on
the struggle of the individual against an uncasiegial world, and with Aestheticisias an
artistic response to social change. In the Englaton, Oscar Wilde'$he Picture of Dorian
Gray became widely considered the most representadxé of the English Decadent
movement whose aesthetic criticism did not concafieart solely for its own sake, but

enhanced the role of art and beauty as an antidake problems of ‘modern’ society.

The early Victorians attributed a social functitwnart: they believed that art should
teach a moral. However, this function was subvettedards the end of the century with the
appearance of the doctrine of “Art for Art's Sak&he artistic scene of the 1890s, in fact,
demanded that art should bextricated from moral, religious and ideologicalnstraints
and ‘free of any obligatory relation to reality—such &se relation of imitation or
reflection” ® The Aesthetes of the 1890s, namely Walter PatkiCatar Wilde, believed that
art could change one’s perception of the world afidct one’s view of reality. They were
intent on developing a positive philosophy of aurt, indeed, was not the classical notion of a
mirror held up to life. Furthermore, in detaching ftom its representational function, the
Aestheteswere also detaching it from its moral aim. The Aests wanted no moral task
assigned to art. In other words, art existed ®oivn sake. Walter Pater, for instance, argued
that the aim of art wadrf]ot to teach lessons, or enforce rules, or everstimulate us to
noble ends®! Pater's works, includinghe Renaissance: Studies in Art and Po¢t§73),
were marked by

a withdrawal from social and political concerns, illissionment with the
consolations available in religion, and a rejectiaf the philistine and
mechanical world which was the legacy of mainstré@urgeois thought and
practice, in favour of an exaltation of art andefperiencé?

A. Oscar Wilde's Aesthetic Beliefs

One Aesthete who powerfully satirized the morald enores of the English society
was Oscar Wilde (1854-1900). His only noWéle Picture of Dorian Gray1891) provoked a

8 Culture and Society 1780-1950p.cit., p.170.

8 Ibid., p.170.

8 M.A.R. HabibA History of Literary Criticism: From Plato to theresent Day United Kingdom: Blackwell
Publishing, 2005.p.498.
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storm of critical protest. Through his witty epigrs, he subverted the moral principles of his
bourgeois audience. He argued thttete[was] no such thing as a moral or an immoral
book” and “no artist [had] ethical sympathi€sin other words, art was independent of
morality; rather, art was more important than migraWilde, in this respect, withdrew from
the duty of imitating life and he redefined its €tion saying, it [was] the spectator, and not
life, that art really mirror[ed] meaning that any work of art should not tell usoat the
author or even the world around him but about dueseas spectators. Moreover, Wilde
believed that art was set apart from reality, ideal morality, and truth. Art for him was

essentially an aesthetic rather than a moral notion

Not surprisingly, Wilde’'s Aestheticism clashedtwihe mimetic and moralistic view
of literature. Aesthetics for him dominated morat&l realism. He believed that the artist was
“the creator of beautiful thing®® without any concern for morals or any accurate
representation of reality. Iffhe Decay of Lying1889, rev.1891), Wilde declared that art

should express nothing but beauty.

To describe the role of the artist, Wilde introdddhe paradox of the ‘sincere mask’
as a key concept. In one of his epigrams, he Spithn was] least himself when he talk[ed]
in his own person. Give him a mask, and he willytel the truth’ This can mean that his
incorporation of the philosophy of Aestheticismaignask through which Dorian uncovers
terrible realities in the late Victorian societyulz also, inHeart of Darknessreveals the
truth of the white Victorian man by wearing the ag civilization and imperialism. Kurtz
does not only tell his truth, but he also behavap@ling to it. In this context, we may say

that the late Victorians wore the mask of civilimatand morality.

In his preface to his novelhe Picture of Dorian Gray Wilde wrote, fthe]
nineteenth-century dislike of realism is the rag€aliban seeing his own face in a glads
addition, in chapter 19 of his novel, the charattend Henry said, The books that the world
calls immoral are books that show the world itsrelea That is all These two quotations
deal indeed with the role of art and the reades&ponse. The reaction against Realism was

due to the bitter and shameful reality a work ofsiowed, be it a book, a play, or a painting.

For Wilde, furthermore, art was created for peascgnjoyment, not for moral or
ethical purposes; thus, texts should not be indestigh representing daily life at all. The

moral middle-class domestic ideology still informélde family literary magazine and

8 Oscar Wilde.The Picture of Dorian Grayin Richard Aldington and Stanley Weintranb Edise Portable
Oscar WildeLondon: Penguin Books, 1974.p. 138.
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restricted the space of reading. In this contdydre were many novels whose popularity and
fame was due to their being subject to censorsampng these novels were Gustave
Flaubert’sMadame BovaryEmil Zola’'sNang and Thomas Hardy'3ude the Obscuré&*

B.Aestheticism as a Movement of Protest.

Aestheticism has been identified as an artistic enment or period, an ideology, a
lifestyle, and a social identity. Writers and agibke John Ruskin, Matthew Arnold, William
Morris, Walter Pater, and Oscar Wilde in latd' t@ntury England believed that Aestheticism
was a kind of response, a movement of protest wiiftcted the late focentury artist with
some issues such as the vulgarization of valuestedommercialization of aft. This kind
of art can only flourish When removed from the roughness of the stereotymettl of
actuality and the orthodoxy of philosophical systeand fixed points of viet§® In addition
to this, J. McNeill Whistler wrote in his ‘Ten otdk’ lecture (1885) that art isselfishly

occupied with her own perfection ohénd hasno desire to teach’.

Still more important, the attraction of Aesthetiisvas rooted in the aesthete’s radical
isolation from humanity; in other words, the aesthecognised that human intimacy would
forever remain out of reach. To relate this painbtir main theme that is modern tragedy, we
share Raymond Williams’s affirmation that the maisaracteristic feature of modern tragedy
is “the division between society and individualhe late Victorian aesthete, then, was one
who witnessed this division. Believing that sodminds—Iike the relationship between the
members of a family—can never be formed, the atstinged in a state of virtual solitude.
Furthermore, what oppressed the aesthete was ¢heffeemaining isolated in a chaotic and
fragmented world that made no sense. When evewnttradl feeling of solitude and isolation

became a burden for the aesthete, the latter ltwovkan alternative, one which can only be

8 In addition to this, the censorship on Britishmede it unable to compete with European or Amaraistic
products (be it fiction, poetry, or drama). Forstpiurpose, there emerged an advocate of the ndiatation
from domestic bourgeois ideology because it restliche subjects that should be treated in novelshis
respect, Eliza Lynn Linton in her essay “CandouEmglish Fiction” (1890) arguesQf all the writers of fiction
in Europe or America the English are the most iied in their choice of subjects. .] [T]he subjects lying to
the hand of the British novelist are woefully lieit and the permissible area of the conflict betwleemanity
and society is daily diminishidgLinton blames the ‘British Matron’ for this indlliy. She argues that the
‘British Matron’ “is the true censor of the Pressid exerts over fiction the repressive power stetthiad to
exert over Art. Things as they are — human natsiigia — the conflict always going on between lawand
passion, the individual and society — she will rwave spoken of . . .[NJo one must touch the veingés of
uncertificated love under pain of the greater amel lesser excommunication . . . If a writer, disded the
unwritten law, leaps the barriers set up by Mraur@ly and ventures into the forbidden Garden of Rolse is
boycotted by all respected libraries and the sevkird of booksellers.” (Reference: Eliza Lynn tan,
“Candour in English Fiction,” ilfNew Review2 (1890), p.10-11; quoted in Ann L. ArdiModernism and
Cultural Conflict. Cambridge: Cambridge University Press, 2002. p.49)
22 Peter Childs, and Roger Fowl@he Routledge Dictionary of Literary Terniondon: Routledge, 2006. p.2.
Ibid., p.2.
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realized within the sphere of illusion, i.e. in adough art. The aesthete then departed from
life as reality to life as illusion. lllusion thumibstituted real life and allowed the aesthete to
experience emotions that he was otherwise preclérded feeling. We understand here that
there was a kind of detachment. Oscar Wilde, fstaince, stressed this fact when he believed
that to attempt to live life in the manner of thébfic was to engage in a losing battlené is

always wounded when one approaches [Ift]

C.Decadence as a Social Critigue.

The Decadent Movement, closely associated wittdtedrines of Aestheticism, dealt
with the art-and-life relationship and considered eore important than life. The
unconventional views of the Aesthetes and of thpréssionists of the 1890s bought them
into conflict with the defenders of religion and rality, as well as with the Victorian writers
who believed that art had a moral and a civilizingction. Embracing the principles of the
Decadent Movement was one way of expressing dssaetion with Victorianism. In the
Preface to his collection of essays entitleedcadence and the 1890%980), lan Fletcher
talks about Decadence as the "age of transitionfitémature, and as such, he situates it
between the closing phase of the Victorian synthesis, [and] tigening phase in those
tendencies we call for convenience 'moderti®&hThis collapsible moment is further seen as
filled with "evanescence, instability, failure, the enterprideirdernalizing history and

manifesting it as style, [and] a historical and penal sense of decline and 14l

Arthur Symons, in his essd@he Decadent Movement in Literatye893), noted that
the “heroes” of the Decadent literature were “dnaioes” who lived only for art’s sake, were
occupied with personal liberty, were disinterestethoney and in the socio-economic system
as well as with questions of morality, were unabldéove naturally, and valued the artificial
(the anti- natural). Other characteristics thatkedrDecadent literature included its pointing

to death (morbidness) and tyranny.

Moreover, in Decadent literature, decadent heraesiat conform to conventional
patterns of Victorian thought and behaviour. Lustinusual experience is what characterises
Decadent heroes most. For instance, in G.S. Strdét Autobiography of a Bpythe

Decadent hero Tubby is indifferent to all thingse says, I'have never killed a man, and it

8 |an Fletcher, edDecadence and the 1890¢ew York: Holmes & Meier Publishers, Inc., 1980.p
89 [|hi
Ibid., p.8.
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may be an experience- the lust for slaught@8ecadents recognise that art and intellect are
the supreme realities rather than the values ofalmand ethical ideas. Jerome Hamilton
Buckley carried on this idea and wrote that Decatimature

was animated by a conscious will to the sordid,artéicial, the beauty to be
found in the unnatural, and the representation teé tleanliness of unclean
things. It is characterised by a self- consciousl areary contempt for social
conventions such as truth and marriage, by an aecege of beauty as a basis
for life.”%*

In this respect, the role attributed to a work ibfia Decadent literature was the supremacy of

art over human life and nature, a central featfirkestheticism.

Now that we have dealt with the terms of DecadeAestheticism, and ‘Art for Art’s
Sake’, we shall establish a relationship betweemtlnd the title of the thesis. The discourse
of art as presented by the Aesthetes of the lat@oan era (and beauty as well) is a
subversive one because it weakens and challengeVitorian discourse of art (that art
should teach morality). It also gives space towa weice which foregrounds new ideas on the
role of art in society. As concerns the tragic wigions, Oscar Wilde, for instance, proposes a
disruption of normative sexual identities whictaishallenge that displaces bourgeois notions
of the sexual identity. When the artist treats asta separate element of life, a kind of
fragmentation and alienation occurs between thesotd the artists and the rest of society.
And we should not forget Raymond Williams’s saythgt the most characteristic feature of
modern tragedy isthe division between society and individddfl The individual in this case
is the artist who is marginalised due to his adisansgressions and his refusal to conform to

the social norms of art and beauty.

Obid., p.373.
L A History of Literary Criticism: From Plato to the Presenaf Op cit., p499.
92 Raymond WilliamsModern TragedyLondon: Verso Editions, 1979.
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INTRODUCTION

In this chapter, we shall appeal to three litertdugories for the analysis dfide the
Obscure, The Picture of Dorian GragndHeart of DarknessRaymond Williams'’s theory of
cultural materialism and that of modern tragedyaddition to Michael Bakhtin's theory of
dialogism. Though these theories seem, at firttsig be working in divergent directions, |
think that there is a way of grouping them in sacay as to form one theoretical whole. To
make things clear, we intend first of all to explaach theory separately. Then we shall show
the way they complete each other and thus prowsdeith critical diversity in our analysis. In
the theory of cultural materialism, we focus priityaon the subversion-containment dialectic
which we shall explain later. By means of Bakhtinleory, we shall show that this
subversion has dialogical undertones. We intenthighlight the subversive discourse by
focusing on the language of the conflicting ‘paft®’ classes) to point out the subject of this
conflict. In the theory of modern tragedy, we slatempt to show the pessimistic triumph of
containment over the forces of subversion. To miakdear, the protagonists, Jude, Sue,
Dorian Gray, and Kurtz, are mainly anti-heroes wanmg out subversive ideas and commit
subversive actions under certain circumstancegrandcend the laws of conventionality, but

they all end in a tragic way.

To put it simply, our theoretical framework mairddgars on the notions of subversion
and containment. We will seek to find elements wbversion, dissidence, and challenge
symptomatic of the social conflict of this periddore specifically, our aim is to show the
various factors—such as ideology and hegemony—whieh behind the conflict of the
individual with society; we will show the partiesvolved in this conflict and the different
causes which lie behind it. Then we will highligkd discursive dimension focusing on
Bakhtin’s ideas of the dialogic nature of novetistliscourse, and shall finally view the
outcome of this conflict as the denouement of modeagedy. To get closer to the point |
want to make, | will refer briefly to the protagets (or more accurately, the anti-heroes) of
the novels under study. All of Jude, Dorian Gray] &urtz are in conflict with their societies
and within themselves. From a Marxist perspectilie,conflicts they experience have to do
with ideology, hegemony, and class struggle. SewleruBakhtinian lenses, this conflict is a
literary dialogue. In other words, the protagoniktdd, willy-nilly, a dialogue with the
opposing part, which displaces the Victorian indigple discourse from its position of
power. Instead of listening to one authoritativécean society, we listen to a multiplicity of

voices revealing diverse and often fluctuating niregs To quote J.B. Thompson:
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[...] the meaning of what is said—what is assertedspoken or written
discourse as well as that about which one speak&rdes—is infused with
forms of power; different individuals or groups kaa differential capacity to
make a meaning stick. It is the fusion of meaninth Wwower that lends
language so freely to the operations of ideologglaions of domination are
sustained by a mobilization of meaning which leggties, dissimulates or
reifies an existing state of affairs; and meani@g ©e mobilized because it is
an essentially open, shifting indeterminate phermoné®

It is in the light of this dialogic interplay thate intend to bring out the power of the word.

After Bakhtin, we know full well that the novels me ‘the tension between the individuals’

sense of autonomy and the multiplicity of theieiobnnections within the social nexus that

permits their discourse®

This specific novelistic aspect, as Bakhtin agyymits the reader in a context which
makes clear the ways in which the protagonistsggteu to extricate themselves from
hegemony. However, their carnivalesque ‘costuméttles them and makes them passive in
face of the powers that be. This is why they mietttagic fate of the anti-heroes of modern
tragedy. Their being torn between their attachnenheir roots and their modern aspirations
make it difficult for them to find a balance betwede two loyalties; this is why their end is
death after long suffering and sickness (Judegidii(Dorian Gray), or madness and death
(Kurtz). Presently, we shall explain the three tie=oin detail and show the way we intend to
implement them for our novels and thus bring to thee the tragic disruptions and the

subversive discourse in the late Victorian fiction.

1. Raymond Williams’s Theory of Cultural Materialism

The term ‘Cultural Materialism’ is coined by RayntbWilliams inhis Marxism and
Literature (1977) According to Williams, cultural materialism is sald of literary criticism
that places texts in a material, which is sociatall or historical, context in order to show
that texts are bound up with a repressive, dominantladgo yet also provide scope for
dissidence and subversion. In other words, povierstibject to undermining by dissident

elements within a society® Williams argues: It is true that in the structure of any social

%3,B. ThompsonStudies in the Theory of Ideolog€ambridge: Polity, 1984.p.132, cited in Michael @aer.
The Dialogics of Critique: M.M.Bakhtin and the Theof Ideology London and New York: Routledge, 2002.p.
222.

% Terry Eagleton. “Ideology, Fiction, Narrative”, 8ocial TextNo. 2. (Summer, 1979), p. 829.

% Julie Rivkin and Michael Ryan, Edsiterary Theory: An AnthologyJnited Kingdom: Blackwell Publishing
Ltd, 2004. p.506
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society, and especially in its class structurerehis always a social basis for elements of the
social process that are alternative or oppositiotmthe dominant elemerit&®

In this context, we will seek to show the “emenjestrains within the Victorian
society which offered oppositional or alternatiiews, beliefs, and practices. In Williams'’s
own words: ho dominant culture ever in reality includes or awhts all human practice,
human energy and human intentidh In other words, the dominant culture is alwaysem
pressure from alternative cultures; and while ditgrtexts seem to be instruments of a
dominant socio-cultural order, they also demonsthatw the apparent coherence of that order

is threatened from the inside, by inner contradigiand by tensions that it seeks to hide.

By “emergent”, Williams means thosaéw meanings and values, new practices, new
relationships and kinds of relationship [which] aeontinually being createtf® These
emergent elements are in conflict with the domirargs: while the emergent elements seek
to have a foothold in society, the dominant soociaer excludes, represses, and punishes
them. Through the study of themes, plot, charazd&an, we shall show that the emergent
elements take the form of a rebellion against cotives, which is a fundamental
characteristic of modern tragedy. In addition, allsresort to the study of language and
narrative in the light of Bakhtin’s theory of digism in order to shed more light on the
conflict between the dissident and the dominantWAldiams puts it:

The relation between the styles of narrative andiddctly represented speech
is especially important in fictional conventions.né® significant social
distinction is between an integrity of style [...] ttee break or even formal
contrast between narrated and spoken language ifa&eorge Eliot and
Hardy)®
It is this contrast between the narrated (the atghand the spoken language (the characters’)
that we shall scrutinize because this is wherer¢hationship between the dominant and the
subordinate is acted out.

Another point which important to consider in Witha's theory is the conception of
counter-hegemony. Williams argues that the starsdasfli any way of life, thus the
relationships between individuals or between irdinals and society, is not fixed; it is always
subject to change. In this respect the social aglguestioned and threatened in such a way
as to bring about new meanings and values in godtas in this context that we shall argue
that late Victorian society is thoroughly being sti@ned and its dominance is threatened by

the new ideas which were introduced either fromtloeking class (as Jude and Sue do) or

% Raymond WilliamsMarxism and LiteratureOxford: Oxford University Press, 1977.p.124
" Ibid., p.125.
% |bid., p.123.
% Ibid., p.178.
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from the middle class (as we intend to see in @me of Dorian Gray) itself. New ideas,
beliefs, values, and positions constitute a newucall system which is an oppositional
formation'®® Williams explains that traditional values are ofregarded aselements of the
past which have now to be discardeé® In a deep sense, however, the hegemonic basis of
tradition is an active force which, though it urglses a process of stratification and
subversion, asserts its presence in socisiyce it is tied to many practical continuities—
families, places, institutions, a language—which ardeed directly experiencét? It is not

only through themes that we are going to showadbgect of subversion. Language also plays
an important role in displaying the constant catflietween tradition and modernity. For this

reason, we shall make use of Michael Bakhtin’s thed dialogism.

2. Michael Bakhtin’s Theory of Dialogism

Bakhtin argues that the dialogical nature of laggi implies struggle and that the
novel is the best literary form which representd highlights this struggle: [flhe novel is
the privileged arena where languages in confliah caeet, bringing together, in tension and
dialogue, not only opposing characters, but alsffedent historical ages, social levels,
civilizations and other dawning realities of huria.”*%® What Bakhtin says of Dostoevsky,
that he “..brought together ideas and worldviews, which inlréte were absolutely

estranged and deaf to one another, and forced themuarrel***

, Is applicable in our
analysis, because Hardy, Wilde, and Conrad bringpsipg worldviews and force them to
quarrel as we shall demonstrate through the amalykithe language of the conflicting
characters of the novels. The conflict we witnestsvieen the characters is a conflict between
world views, as Bakhtin says ‘particular language in a novel is always a panter way of
viewing the world'*®® The novel genre for Bakhtin represents a very g element in life
because the conflict it highlights is not a confb€ fictional characters; the matter transcends
this area to mean life itself. For Bakhtin,

the novel is the representation of the life of th&erance, of discourse. It
depicts the drama of discourses conflicting witbcdurses, of their struggle to
assimilate, argue with, parody, stylise, corrobeatake conditional, report,
frame, or deliberately ignore each other. The nase¢he meta-linguistic genre
par excellence. In its pages, we encounter theaot®n of "languages” and

19 Marxism and LiteratureOp.cit., p.114.

101 1hid., p.116.

192 hid., p.116.

193 _ Appignanesi and S. Maitland, Edhe Rushdie FileLondon: Fourth Estate Books, 1989, p.248]., in
Martin Coyle, Peter Garside, Malcolm Kelsall, arahid Peck.Gale Encyclopedia: Literature and Criticism
Cardiff: University of Wales.p.53.

194 M. Bakhtin. Problems of Dostoevsky's Poeti€d. and trans. Caryl Emerson. Minneapolis: Ursitgrof
Minnesota Press, 1984.p.91

195 Michael Holquist, Ed. Caryl Emerson and Michaeldtiist, TransThe Dialogic Imagination: Four Essays
by M.M. Bakhtin(1981). Austin: University of Texas Press, 2008"(p@per back print).p.333.
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"speeches" of varied social groups; it is chararded by varied-speechedness.
Like words in life, words in the novel are consesioaf the "linguistic
background" of the culture they assume, of theodia¢ that has already
considered the object they speak about, and gbdlssible future words  that
will take them as objects as well. The novel is tthe most thoroughly socio-
historical genre because it is the most self-cansiof the hermeneutics of
everyday social lifé%

The novels under study also share these charderifshomas Hardy, Oscar Wilde,
and Joseph Conrad try to render the drama of theiabfdiscourse conflicting with the
unofficial, emergent, subversive discourse. Theawdrconoclastic images of the Victorian
life; images wherein they critique from within amdthout the culture they grew up with.
Bakhtin’s theory enables a better understandinthefsubversive discourse in these works.
Among the features which allow for dialogism theme intertextuality and appropriation.
Both, indeed, contribute to stratify the officiadcathe dominant language. In other words, the
novelists’ intertextual intentions and appropriatiaf a language other than the dominant one

forms a threat to the dominant voice.

A. Intertextuality and Appropriation.

Knowledge is always formed from various discounsegch pre-exist an individual’'s
experience, as Don H. Bialostosky puts [ib]tr discourse, in any case, is always subject to
appropriation by others who do not share our precisandpoint*® In this regard, we find
out that a text is always made up of other texte fovels under study are also texts where
we hear the echo of other literary texts. Thisagalin order to undermine and subvert the
fixed signification and the "closure” of the Victamm authoritative discourse and ideology.
Because one way of showing their position againstovian constraints is subverting and
dismantling essentialist Victorian notions and tlispg fixed identities, Thomas Hardy,
Oscar Wilde, and Joseph Conrad resort to a linguisim-ideological ‘guerrilla’. We notice
that there are implicit or explicit voices—exprasse the character’s dialogues or implied in
the narrative—which disrupt the tyranny of the anjtlanguage. In this respect, we have to
remind the readers that we are dealing with thecepinof language as it is conceived by

Bakhtin; and when the latter speaks of language, dbes not refer to diversity found in

19 prabhakara Jha. “Lukacs or Bakhtin? Some PrelipiGansiderations toward a Sociology of the Novét”,
Economic and Political Weekly/ol. 18, No. 31. Jul. 30, 1983.p.41.

97 Don H. Bialostosky. “Dialogics as an Art of Disese in Literary Criticism”, iPMLA. Vol. 101, No. 5. Oct.,
1986.p.791.
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different languages but to diversity found withimeo(national) languagée®® In order to bring

to light this fact, we will resort to the conceptimtertextuality.

The term intertextuality is popularised by Juliaristeva. According to her
formulation, she maintains that “any text is intfan "intertext"—the site of an intersection of
numberless other texts, and existing only througjnellations to other texts® This term also
refers to the “multiple ways in which any one lgeyr text is made up of other texts, by means
of its open or covert citations and allusions,répetitions and transformations of the formal
and substantive. M.H.Abrams writes that the tertertextuality ‘includes literary echoes
and allusions as one of the many ways in which @ is interlinked with other
texts”*%According to this definition, the three writers’eusf intertextuality is apparent in
two devices: literary echoes—open or covert citetie-and allusions. Bakhtin calls these
literary echoes, i.e. open or covert citatiotie“appropriation of others' speech and writing
The reason that lies behind this act is not sinpl&ation or mimicry but the provision of a

specific kind of response to the issues daringedby these progressive writers.

In his theory, Bakhtin is basically concernednwinguage (or the nature of discourse)
as a social phenomenon. He believes thatety discourse, written or spoken, is an
expression of ideology—that is, it expresses a wviethe world, inevitably coloured by your
social group or standifg*’. He considers words as powerful and active sitause they
are included in the continuous class struggle icietp. Since our case concerns the late
Victorian society, we observe the same fact abdoaittash between the language of the ruling
class and the subordinate classes:

Verbal signs are the arena of continuous classgsjier the ruling class will
always try to narrow the meaning of words and makeial signs ‘uni-
accentual’, but in times of social unrest the vitaland basic ‘multi-
accentuality’ of linguistic signs becomes apparastvarious class interests
clash and intersect upon the ground of languatfe.

It is the multiplicity of these interacting langwesgas the multiplicity of social voices which
produce a plenitude of meanings that Bakhtin ca#teroglossia’.

19 Hannele Dufva “Language, Thinking and Embodim&atkhtin, Whorf and Merleau-Ponty” in Finn Bostad,

Craig Brandist, Lars Sigfred Evensen and Hege GttarFaber, ed8akhtinian Perspectives on Language and

Culture: Meaning in Language, Art and New Medigew York: Palgrave Macmillan, 2004.p.140.

i)zMH Abrams A Glossary of Literary Terms/Seventh Editibmited Kingdom: Heinle & Heinle, 1999.p.317.
Ibid., p.10.

M Tory Young.Studying English LiteratureCambridge: Cambridge University Press, 2008 5p.1.

112 Raman Selden, Peter Widdowson, and Peter Brodk&eader's Guide to Contemporary Literary Theor

United Kingdom: Pearson Education Limited, 20080p.
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B. Heteroglossia

The novel—as a literary genre, a social practme,a mode of expression and
utterance—Ilongs for a kind of freedom through ratrssia which bears on matters of real
world practical concerrHeteroglossia, by definition, is

a way of conceiving the world as made up of a mglimass of languages,
each of which has its own distinct formal markérkese features are never
purely formal, for each has associated with ited of distinctive values and
presuppositions™
The Victorian language, in fact, is full of divegsiwhich can be seen through heteroglossia.
The point exactly is that towards the late Victorigeriod, the Victorian unified language
witnessed a kind of subversion and distortion sgbnse that it became no longer the unique
language that is spoken or heard in society bedaesmovements of change that happened at
that time affected the linguistic field as well.i¥hs why there is not one ideology or one
expressed point of viewhéteroglossia reflects the ideologies presenther fgoints of view
held in the linguistic community}*“The term heteroglossiaéfers to the basic condition
governing the production of meaning in all discaur$#t asserts the way in which context
defines the meaning of utterances, which are hgtetan so far as they put in play a
multiplicity of social voices and their individuabxpressiong*'® Bakhtin's concept
‘heteroglossia’ and ‘carnivalization’ in particulare useful in our analysis because

[h]eteroglossia is in opposition to the centripetahifying, hierarchical forces
of language in exactly the same manner that catnesists social hierarchies
and demonstrates that the established order ighmbnly imaginable form of
society, as it claims to Hé°

C. Carnivalization

The device of carnivalization in the novels underdy is a means used to show the
hypocrisy of the Victorian society and to contdstauthority. For Bakhtin, the genre of the
novel is the prime example &farnivalised’ literature, because, like the medikwgarnival, it
is a site where orthodoxies are contested, satirised undermined; its varied voices — of
narrator and characters — allow for dialogt&’ The narrative form of these novels is
oriented towards an inversion of positions of dutes of ‘high’ and ‘low’ through forms of

14 Hannele Dufva. “Language, Thinking and Embodim@&atkhtin, Whorf and Merleau-Ponty” iinn Bostad,
Craig Brandist, Lars Sigfred Evensen and Hege GtiarFaber, ed8akhtinian Perspectives on Language and
Culture: Meaning in Language, Art and New Medigew York: Palgrave Macmillan, 2004.p.140.

115 peter Brooker, , Raman Selden, and Peter Widdawsdteader's Guide to Contemporary Literary Theory
United Kingdom: Pearson Education Limited, 20080p.

1% Thomas A. SchmitzModern Literary Theory and Ancient Texts: An Intriotion UK: Blackwell Publishing
Ltd, 2007. p.73.

117 Studying English LiteratureDp.cit.,p.51.
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parody so as to displace and to destabilise whebnsidered as sacred and taken seriously
within order. In this way, carnivalization permiiterary texts to hold a dialogue between
opposites (structures of ‘high’ and ‘low’) and detgithem as mirror images of each other. In
this respect, carnivalization permits the novabéopolyphonous becausis open relativistic
structure hints at the fundamental principles oéldgisni'® Terry Eagleton, in the same
context, argues that carnivalization has a primpardthartic and a re-integrating function. He
writes, “Carnival, after all, is a licensed affair in evesense, a permissible rupture of

hegemony, a contained popular blow:ft

This conception highlights our reading of the newehere emphasis is to be put on
the Victorian issues that are described upside davkere its values, morality, and principles
are parodied, mocked, and shown as debased andue@valrhomas Hardy’'sJude
carnivalises the institution of marriage by invegtiits position in society and displacing its
Victorian sacred meaning. In WildeThe Picture of Dorian Graythe Victorian didactic role
attributed to art is parodied and carnivalised tyathrough the picture of Dorian Gray, a
picture which shows the Victorian society its hiddg/pocrisy. InHeart of Darknessthe idea
of imperialism as incarnated through the charaatdturtz is turned upside down to mean all
but a civilising mission in Kipling’s meaning. Tiefore, we notice that these writers have a
strong tendency to carnivalise what is generallg &ighly accepted and sacred in the

Victorian doxa.

The section that follows is about the theory ofderm tragedy. The correlation
between the Bakhtinian theory and this theory shitnas both are concerned with matters of
the common man in an age of subversion and shiétirgpsitions. Where dialogism disturbs
the authority of the formal discourse, themes irdara tragedies also shift from the sublime
to the ordinary, to issues which concern the comman. Dialogism permits the voice of the
usually silenced (or the common man) to be healgrdfore, we shall focus on how this
common man articulates his plight. We want to eelats discourse to his tragic fate.
Although he displaces and transgresses the Victafficial discourse and thus opens for us
new vistas, he always meets with a tragic end, Wwigives a measure of the forces of

containment pitted against him.

119 Terry Eagleton Walter Benjamin: Or Towards a Revolutionary Qiim, London : Verso, 1981. p. 148,
cited in Michael GardinerThe Dialogics of Critique: M.M. Bakhtin and theefiny of IdeologyNew York:
Taylor & Francis e-Library, 2002.p.231.
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3- The Theory of Modern Tragedy

The concept of tragedy as is experienced in tleeMactorian era sounds more modern
than classic. This is justified by the shift ofgealy from stage to the novel form and its new
characteristics. Indeed, near the end of tH& déntury, the conception of tragedy changed:;
and this change is expressed and reflected mamsenaole, and position in society. We
have now a modern tragic hero called anti-hero gioldlematic hero, a modern tragic flaw, a
modern conflict, a modern theme, and a modern quiwe of death. This modernity
originates, as we have seen earlier, in the sulovers conventional attitudes. The tragedy,
incarnated by our problematic heroes, occurs atrtbenent when the friction between the
locus of Conservatism and that of Liberalism reachebreaking point; hence, the tragic
disruptions.

A. Towards a Definition of Modern Tragedy in the Lae Victorian Context

George Steiner’s claim that[w]here the causes of disaster are temporal, wiaee
conflict can be resolved through technical or sbomeans, we may have serious drama, but

not tragedy*?°

reflects a modern view of life, one which allowsr fnegotiation and
compromise, and, therefore, reconciliation. Thisvisy he believes that it is impossible for
tragedy to take place in the modern world. Convgrsee may say that tragedy occurs when
the causes of disaster are permanent. This itrtHa point of focus of our study of modern
tragedy in the late Victorian era. Modern tragedgslexist; it is experienced by individuals
in social life as characters do in fiction; as GgoPetros Katsaros puts i ‘tragedy is no

longer imagined as a fiction; the world insteadnimgined as tragit"**

If George Steiner does not view the modern woslévarthy of tragic status, Raymond
Williams does. Williams, whos&lodern Tragedyis thought to have been his response to
Steiner'sThe Death of Tragedyejects any limiting definition of tragedy othéran that it
involves loss, suffering, and alienation. For htragedy is by nature a means of interpreting
the reality around us so that we have a concefftaislework to interpret human experience
and is not limited to any particular historical ipelror metaphysical stance. When we say that
a specific situation is a ‘tragedy,” we offer arpknation, an interpretation of experience. The
classic idea of fate or destiny as an elementaigettly is supplanted by the idea of social and

economic forces controlling behaviour or in othes&s merely limiting the possibility of

120 George SteineiThe Death of TragedyNew York: Alfred A. Knopf, 1961. P.8.
12George Petros Katsaro3ragedy, Catharsis, and Reason: An Essay on tha kfethe Tragic PhD
dissertation. Yale University. May, 2002. p.118.
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individual choice. One of the aims of bourgeoigyédy*? according to Williams isthe
admission of ordinary contemporary experience &wit status'*?® The term ‘bourgeois’ is
dropped and replaced bthe important modern form of ‘social traget?* Compared with
conventional forms of tragedy, such as the Greek®mRenaissance tragedy, modern tragedy

is the outcome of arekperience of a social and secular Kitfd

According to Williams, the main concern of social (nodern) tragedy is not the
questioning of some immanent commandment, buttejwee, through words and deeds, of
social normalcy:

Instead of showing a man judged by an absolute koejal tragedy has in
large measure been concerned with the criticisrsumh laws, in the light of
particular experience (as bourgeois drama, on aroarbase, had shared with
Greek and Renaissance tragedy in showirig)has been liberal in the
important sense that it represents a new stagedifidualism*2°

B. Conflict in Modern Tragedy

The modern tragic conflict in the period we arena@ned with lies between the
absolute optimism of the Victorian Establishment dreating laws which control the
behaviour of individuals in society to ensure pesy and success, and the absolute
pessimism of individuals who deny any possibilifypoogress under such severe, indifferent,
and constraining laws. In other words, the modeagi¢ conflict in this period is between the
individual and his society. More precisely, it eepses the clash between the conservative
ideas—what Raymond calls the dominant or the residand the new emergent ones within
society:; i.e. the conflict lies between tesidual or dominant, and theemergentideas*?’

According to Raymond Williams, what differentiatesdern tragedy from its other
types is its historical context:

Important tragedy seems to occur neither in periofiseal stability, nor in
periods of open decisive conflict. Its most comrh@torical setting is the
period preceding the substantial breakdown and gfammation of an
important culture. Its condition is the real tensidetween old and new:

122 The 18" century tragedy writers popularized the bourgenithe domestic tragedy, a kind of tragedy which
was written in prose where the tragic hero belongethe middle class or the lower orders and seffea
number of social disasteiGeorge Lillo'sThe London Merchardr The History of George Barnwéll731) is an
example of this tragedy.

123 Raymond WilliamsThe Long Revolution.ondon: Pelican Books, 1961.292.

1241bid., p.292.

12 bid., p.292.

1201hid., p.292.

127 Marxism and LiteratureOp.cit., p.123.
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between received beliefs, embodied in institutiand responses; and newly

and vividly experienced contradictions and postibg?®
Indeed, the late Victorian era is a period of dehfbetween a dominant and an emergent
ideology. It is also a period of religious doubdsthetic ‘decadence’, and moral decline. The
condition of the late Victorian tragedy is the tensbetween “old and new”; more accurately,
between the dominant Victorian institutions and ftineividual's subversive response.
Tragedy occurs when the powerful Victorian cultared tradition are confronted with an
emergent culture spurred by individualism ratheanthcommunalism. The Victorian
conservatism clashes with the new emerging culdrieh tends to be more or less Liberal;
l.e. a culture that advocates mainly freedom from Yictorian orthodoxy. It is this conflict
that, according to Raymond Williams, gives birtlitie individual’s isolation in his society.

This mood of quasi-schizophrenia is expresseditarature through the social
problem novel which is concerned with the impactibénge upon individuals and society.
The social problem novelists resort to Naturalismorder to identify the ills that cause
disorder. Thus, Naturalism was one mode of writimgpugh which these novelists pen the
tragic disruptions of their society. In other wartlsey write tragedies of naturalism; i.¢hé
tragedy of passive suffering, and the sufferingassive because man can only endure and

can never really change his world®

Furthermore, if we investigate deeply the notidriragedy in the late Victorian era,
we naturally agree with Raymond Williams’s affirnoat that the most characteristic feature
of modern tragedy isthe division between society and individddl The individual rejects
all sorts of relations with his society such as ifainrelationships. The break between the
individual and his society leads him ultimatelyhig isolation, itself another characteristic of

modern tragedy.

Thomas Hardy, Oscar Wilde, and Joseph Conrad Isawrdgic in the social, cultural,
and political situations of their society, and thesl them to write tragedies, not classic
tragedies, but modern tragedies with common menverden as tragic protagonists. One
drama theorist statesthe theatre and all drama can be seen as a mimowhich society

looks at itself. This also is a fact which has abeind political implicationg[...]”*** The

122aymond WilliamsModern Tragedyp.

1291bid., p.69.

30Modern TragedyOp.cit., p.

131 Esslin. An Anatomy of Dramap.103. inTragedy, Catharsis, and Reason: An Essay on tha tdethe
Tragic.Op.cit., p.73.
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novels aim precisely at enlightening the publicopen the eyes of the readers to their true

condition.

C. The Modern Tragic Hero

In order to demonstrate the new characteristicchefmodern tragic hero, it seems
relevant to remind the reader of the charactessiicthe earlier tragic hero. Until the end of
the 17" century when almost all tragedies were writtevénse, the tragic hero was of high
rank and his fate affected the state. Since tffecéBtury, many tragedies have been written
in prose and represented middle-class or workingsclheroes and heroineS? The
protagonist of the bourgeois tragedy (or tlhamein French) is not as great a tragic hero as
Aristotle depicts him. He is only a pathetic figuvbo represents his diseased and fragmented
society. The Norwegian playwright Henrik Ibsen verobhodern tragedies in plays suchfas
Doll's House (1879), Hedda Gabler(1890) and An Enemy of the Peopléhese were
tragedies whose main concern was of a social atigablsignificance. The protagonists of
these tragedies are not heroic but antiheroicttiat they manifest a character that is at an
extreme from the dignity and courage of the promésgs in traditional dramas®*M.H.
Abrams defines the antihero as

The chief person in a modern novel or play whosaragdter is widely
discrepant from that which we associate with theditional protagonist or
hero of a serious literary work. Instead of martifeg largeness, dignity,
power, or heroism, the antihero is petty, ignomiisiopassive, ineffectual, or

dishonest**

According to Raymond Williams,The [modern] tragic hero is not a man caught in
some universal pattern, but at odds with his sgcaatd its particular moral law'** The
‘heroism’ of the modern tragic hero lies in hise#ing. As Williams argues:

The modern hero in social tragedy is characteratic a man who

rebels against some law, in any of its possiblenirthe heroism lies in
the rebellion, and is vindicated even in defeatséme work, further,
the rebellion is generalized, in terms of altermatvalues and laws: the
liberal hero as liberator:*®

The centre of interest in modern tragedy lies ie ttature of conflict: it is betweeraf

individual with a particular society®’

133\l. H. Abrams A Glossary of Literary Terms/ Seventh Editibmited Kingdom Heinle & Heinle, 1999.
p.324.
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Another dramatist who is also concerned with th@mon man as the central focus of
modern tragedy is the American Arthur Miller. Inshessay entitled “Tragedy and the
Common Man”, a month later followed by “The NatwfeTragedy” (1949), he formulates a
theory of tragedy which fits modern society. Henigsch concerned with the tragic fate of the
common man who, for him, can be a tragic figure asskings and princes used to be in the
classical tragedy:

The common man is as apt a subject for tragedyrays kvere in the face of it.
This ought to be obvious in the light of modernchgtry which bases its
analysis upon classic formulations, such as thei@edand Orestes complexes
which enacted by royal beings, but which apply tergone in similar
emotional situations:>®
The modern tragic hero dares to challenge the itaalidf the social conventions and
institutions that rule him and determine his fatller says, ‘From Orestes to Hamlet,
Medea to Macbeth, the underlying struggle is thiathe individual attempting to gain his
“rightful position” in his society” **°

Miller also attributes to fear a meaning differéram that which Aristotle gave it.
According to him, fear is the consequence of thegsie between man and his unchangeable
environment. He adds that the crux of a moderretitggds in the obstacles which challenge
the dignity of the protagonist. These very obswcdhe asserts, were never raised before. He
comes to the conclusion that there is no tragedtg éuthor fears to touch the raw spots and
the respected morality of his society or what aked tabooed issues. Indeed, there must be
questions which disturb and shock society in otdeicolour’ the spirit of modern tragedy.
He writes: ‘ho tragedy can come about when its author fearquestion absolutely every
thing, when he regards any institution, habit, astom as being ever lasting, immutable, or
inevitable” **° It is also important to consider Miller's view ohat he calls the tragic right

The tragic right is a condition of life, a conditioin which the human
personality is able to flower and realize itselhelwrong is the condition
which suppresses man, perverts the flowing out isfldve and creative
instinct....**

The living conditions in modern life do not fit niaraspiration to love and freedom; this is

why he is always at odds with them.

138 Arthur Miller. “Tragedy and the Common Man”, in wigoogle.com/tragedy-miller.html.
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D. The Meaning of “the Traqgic” in Modern Tragedy.

It is all too common today to hear of events neférto as tragic. However, what one
person may deem tragic, another may simply label®apathetic. What distinguishes the
term “tragic” from the terms “sad” or “pathetic” tkat “tragic” is associated mainly with the
inevitable. It must first be assumed that notsalifering is tragic. Walter Kaufmann, in his
analysis of tragedy, discusses the distinction betwthe tragic and the merely pathetic. He
points out that many scholars often assume thaviiable” must be attached to the term
“tragic.” The assumption that all tragedy must bevitable, then, appears to be a modern
conception that is not related to the Greeks’ ustdeding of tragedy. A genuinely tragic
situation is when a catastrophe is inevitable wieatéhe hero decides to do: if he listens to
the dominant voice of his society, his personabdre meet a tragic end; and if he listens to
his rebellious voice; the severe social laws puhightragically. As Kaufmann puts it[tfhe
tragedy that arouses these emotions most stroaghei most tragi¢*?

The source of this tragic, according to Lucien ddwhnn, hait de I'opposition
radicale entre un monde d’étres sans conscienceeatigue et sans grandeur humaine et le
personnage tragique, dont la grandeur consiste ipgguent dans le refus de ce monde et de
la vie”**® The individual’s rejection of pre-ordained lifet@ takes the shape of suicide.

E. Death in Modern Tragedy

Arthur Schopenhauer links the tragic with suicitte individual takes leave of his life
willingly after a long fight with his society. Ddat in this respect, is a sacrificial act.
Schopenhauer argues:

[...] dans la tragédie, nous voyons les natures les pobles renoncer, apres
de longs combats et de longues souffrances, asxpauirsuivis si ardemment
jusque-la, sacrifier a jamais les jouissances dei&g ou méme se débarrasser
volontairement et avec joie du fardeau de I'exis&g**
Death in this case could be avoided, but the hets for it to make an end to his suffering.
Death, then, is related to the consciousness di¢he and perceived in a positive way since it
is a ‘triumph’ for the hero. But his triumph is gibnic’ so to speak because his death can also
signify the triumph of the forces of containmerite(tEstablishment) over those of subversion

(which he incarnates). It, eventually, serves tergjthen the forces of hegemony.

142 \Walter KaufmannTragedy and PhilosophyNew York: Anchor Books, 1969.p. 363
143 Quoted in Alain CouprieLire la tragédie Paris: Dunod, 1998.p.196.
44 1hid., p.
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Eventually, we draw attention to the fact that éhtsee poetics, Cultural Materialism,
Dialogism, and Modern Tragedy, will be used in thider to reach our aim in demonstrating
the subversive discourse and the tragic disrupti@tarting with the theory of Cultural
Materialism, we shall attempt to show that the m®wender study are areas of a constant
conflict between the forces of subversion and thaisgominance. It is the subversive parties
which challenge the apparently harmonious climé&sooiety to reveal contradictory realities.
The subversive characters in the novels also niemselves as dissidents whose voice give
ground to heteroglossia in the novel. This is wieyimtend to analyse discourse in the light of
Bakhtin’s dialogism. The latter highlights a cooflbetween the same parties but he terms
them centripetal and centrifugal forces respectivdél is through the language of the
characters that we are more informed about thiflicborAt a time when the centrifugal force
of the Victorian unitary language tries to remalre tsingle voice heard in society, the
centripetal force of heteroglossia (speech diwgrsitruggles to be significant in society by
threatening and subverting it. Eventually, comes ttieory of Modern Tragedy in order to
show the containment of the forces of subversiahthe tragic disruptions the latter have at

the individual level in particular.
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Victorian Manners
Subversion and Containment
In Thomas Hardy’s

Jude the Obscure
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INTRODUCTION

Throughout his prose writing, Thomas Hardy shows aparently growing
preoccupation with social issues. This is one neasby we find that his novels combine
personal interests and contemporary ideaslulile the Obscurél895), he gets close to the
heart of the matters that torment his society. Wadl show that this novel is essentially a tale
of tragic proportions when late Victorian Englandsain the grip of an ethos which Hardy
condemned. The aim of this chapter is to show thatsubversive discourse entails tragic
disruptions in social relationships. In order tdfiftthis aim, we shall resort essentially to
three poetics: Raymond Williams’s Cultural Matasal as well as his theory of modern
tragedy, and Michael Bakhtin’s theory of dialogiamd intertextuality, and finally the theory

of modern tragedy.

The choice of Raymond Williams’s Cultural Mateisah is pertinent for the socio-
historical contextualising afude the Obscurélhis novel draws on important realities of late
Victorian England, namely the new attitudes towdrd institution of marriage, religion,
education, sex, and women’s new image. These né¢iudats engendered social and
individual conflicts. Therefore, we shall not onfgcus on class conflicts but also on
individual conflicts, (like Jude’s and Sue’s) witheir society, with other individuals, and
within themselves. Cultural Materialism also allows to read this novel as an important
illustration of the working of the Victorian ide@y sinceJude the Obscur@leals with
attempts to reflect and reinforce, dislocate arshape, and also reject and dislodge the

dominant ideology.

In order to delve into the sense of this sociatfiect, we intend to use Bakhtin’s
theory of dialogism and intertextuality. We meanestablish a relationship between the
notion of social conflict and dialogism. The pastihat constitute this conflict are also those
that hold a dialogue implicitly or explicitly. Intiextuality is important in its role of showing
Jude the Obscuras a text where we hear the echo of other litel@s, namely John Stuart
Mill’s liberal writings. This is done in order tdhew Hardy’'s undermining and subversion of

the fixed signification and the "closure" of thec¥irian authoritative discourse of marriage.

The dialogic reading of this novel allows us tamwhthe subversive discourse of
marriage through the study of language as phygicalid morally represented in the
characters of Jude, Sue, Arabella, and PhillotSdrese characters, following Bakhtin’'s
terminology, ideologues since they speak out tidgias and voice their respective points of

view which, by clashing, generate conflict. Thedéedng points of view will be identified
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through Bakhtin’s concept of heteroglossia whickitaly means language diversity. In this
perspective, we will show that the social hetersgiia is allowed to surge to the surface and
break the hegemony of the Victorian official langaaLanguage diversity in the marriage

question creates conflicting situations which leatragic results.

In the light of the theory of modern tragedy, walsshow where Jude’s tragedy lies
focusing on his modern heroism and his tragic &stea result of his subversive tendencies.
His life is marked by the conflict between the idef® he aspires for and the real life he
actually leads. In other words, his idealism clasivéh the stifling social reality. In the same
line, we shall show how Sue’s subversive attemptsreak the laws of marriage are
eventually contained after the murder-suicide traggiene. The latter is also subject to the
analysis of tragic disruptions.

1. Thomas Hardy’s Subversion of the Victorian Percation of Marriage

In order to reveal the reality of late Victorian miage which is characterised by
instability, we shall need to explore the condison which Hardy reveals it. Hardy’s debate
on marriage in this novel brings to light hiddempeds of family life and shows the power
which the late Victorian ideology and hegemony eiser on individuals especially through
limiting their freedom. Since we are readidigde the Obscuréhrough Cultural Materialist
lenses, we have to draw attention to the fact ittetlogy for Cultural Materialists takes on
material and institutional forms such marriage ur @ase (other institutions include the
university, the church, the school, the museum,).Ett Before dealing with Hardy's
subversive views of marriage Jude the Obscurave find it necessary to expose his personal
opinion about marriage and its relation to Victarsm.

Hardy believes that rigid societal institutions tdyute to individual tragedy. This
belief is in his 1912 postscript fmde the Obscurdne writes:

The marriage laws being used in greest the tragic machinery of the tale, and
its general drift on the domestic side tendingttovs that, in Diderot’'s words,
the civil law should be only the enunciation of the of nature (a statement
that requires some qualification, by the way), Vé&deen charged since 1895
with a large responsibility in this country for thgresent “shop-soiled”
condition of the marriage theme (as a learned wriearacterised it the other
day). | do not know. My opinion at that time, lremember rightly, was that it
Is now, that a marriage should be dissolvable amnsas it becomes a cruelty
to either of the parties—being then essentially aratally no marriage—and
it seemed a good foundation for the fable of tragé

%5 Hans Bertend.iterary Theory: The BasicRoutledge. (date of publication is not stated8p.
146 Quoted in William R. Goetz. “The Felicity and Ifitity of Marriage inJude the Obscutein Nineteenth-
Century Fiction Vol.38, No.2. Sep., 1983. p.190.
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The fact that he calls the laws of marriage a “nraaty”, with the sense crushing inevitability

it implies, underlines, the tragic effect it hastba two spouses.

The theme of marriage is a pertinent one in thigehd®ecause it uncovers hidden
realities about family life. Throughout it, Thomé&kardy deals with working-class social
problems which are caused by rampant IndustriatimaBy exposing the various problems of
the working-class, Hardy also criticizes the domindictorian ideology because, @audia
Nelson puts it, éven though at least 85 percent of the populatias working-class, it was
middle-class ideology that was dominant in Victargociety, because it was the middle class
that controlled the presses, writing and producimgst of the books and periodicals that
voiced and shaped public opinidtf’ Thus it is the Victorian public opinion which Hard

alerts inJude the Obscure

The disharmony between the ideal life designedih®y Victorian society (i.e. the
middle-class ideology) and the real life led by Warking-class contributes to several family
problems. Hardy shows no single depiction of idéaitorian family in his treatments of
marriage and even re-marriage. All the unions prioviee failures: the marriage of Arabella
Donn and Jude Fawley, and that of Sue BrideheadRactthrd Phillotson, though legal, end
in divorce. In addition, the illegal union of Suedalude, though resulting from joint personal
decision normally conductive to happiness, ends ragic way. In this respect, we come to
notice that marriage, whether legal or illegal, lo®t endure. Does this mean that Hardy
simply has a pessimistic view of marriage? Or domsvant to draw the reader’s attention to
the inability to stay happily married in late Vid@n society? And if this is true, what are the

reasons that lie behind this inability?

One way of answering these questions is to demte the Obscurérom a Cultural
Materialist point of view. This shows that the daamt Victorian ideology of marriage as
secure is threatened from social factors that sogeeks to conceal, to repress, or to
disregard. This reading, according to Raymond ¥fills’s theory, focuses dideology, on
the role of institutions, and on the possibilities subversion™® What Hardy does in this
novel is to give voice to subversive ideas of nage—through Jude’s and Sue’s dissident
ideas and deeds in particular. What Hardy questiaissubverts is the Victoriadeology of

marriage and the role of the institution of mareag particular.

147 Claudia NelsonFamily Ties in Victorian England.ondon, Westport: Preaget007.p.6.
198 | iterary Theory: The Basic©Op.cit.,p.175.
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Hardy’s depiction of a conflict between individsasuch as Jude and Sue, and social
laws provides us with an image of a society whbhege is no common interest; as Raymond
Williams says: Any common interest must include our own inteftast,if we start from an
abstracted social order we can be persuaded intorsgs which may actually harm a
majority of us’**® In the Victorian culture, an individual’s duty mciety is always under
control while his duty to himself is denied or repsed. Self-denial mars life and paves the
way to alternative and oppositional views and peastto occur.

The institution of marriage itself represents @pasitional formation which stratifies
the Victorian conception. These meanings are shbvwough the characters of Jude, Sue, and
Arabella, who—each in his/her own way—representdaology (a set of beliefs about the
suitable, if not the perfect, image of marriage, ofrthe relationship between man and
woman). For Hardy, marriage should be a free chat®er than an obligation or a necessity.
If a man and a woman have affinities and simil&enests, they could be united by marriage
in order to enjoy the physical pleasure of a retathip in a socially accepted way. In case
they are utterly miserable with one another, thetnpoactical course for Hardy is separation
through divorce: as he is influenced by the Libéhahker John Stuart Mill, he thinks that

human happiness is more important than sociakinsins.

Throughout the novel, marriage is implicitly or &ggly presented through two
distinct images which are representative, one efMlttorian Establishment, the other of the
iconoclast Hardy. The latter puts emphasis on hisafe voice to show the reasons that lie
behind his opposition to the Victorian view of mage. In other words, the Victorian
Establishment perceives marriage as the only aablptvay of a relationship between man
and woman. However, Hardy provides us with threeceptions of marriage which are all

destructive of the Victorian ‘normal’ family.

The plot of this novel is built in such a way aspi@sent the dialogised theme of
marriage. Hardy’s idea of marriage is severed fthenVictorian unitary language. The voices
of Sue and Jude as advocates of emergent ideastelgfihave a tone of dissidence. The
social setting is presented as Battlefield where an omnipresent conservativelmgy must
constantly be challenged® From a Cultural Materialists standpoint, we atetiested less in
the way this novel reflects the late Victorian sbgithan in the way it presents the Victorian

culture in which it was written. In other words, our irgst lies not merely in situating this

149 Raymond WilliamsThe Long Revolutior.ondon: Pelican Books, 1975.p.123.
130 iterary Theory: The Basic©Op.cit.p.189.
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novel in its context but more importantly in quesihg the authority which lies in the
background of the novel itséff* Hardy’s emergent view of marriage, as will bewshdn
detail later on, constitutes a challenge to thedrian culture owing to the power of the latter

to shape the fate of individuals in accordance wstlown mould.

The meaning of marriage as conceived by the Viatorileology is thus altered. This
brings us the consideration dh& concepts of counter-hegemony and alternatigeineny,
which are real and persistent elements of practfcé These concepts @bunter-hegemony
and alternative hegemony are incarnated in theesslwe deeds and ideas of Jude and Sue.
As Raymond Williams argues:

The reality of any hegemony, in the extended palitand cultural sense, is
that, while by definition, it is always dominant;is never either total or
exclusive. At any time, forms of alternative oedity oppositional politics and
culture exist as significant elements in the sgclet] as forms which have
had significant effect on the hegemonic processf &

In Jude the Obscurghe conservative late Victorian perception of mage no longer
stems from a4tatic hegemoriy>* we know that Sue and Jude, though for a limitedog of
time, destroy its power. This fact indicates thatl “power is fragile [and] subject to
undermining by dissident elements withisaiety’ *>®> Marriage is presented as a hindrance
to individual liberty as the legal unions of AralaéJude and of Sue/Phillotson are not the
outcome of free decisions. Sue and Jude condemrsithekles of marriage. When Jude
marries Arabella, he is not free to taking thatisiea; but rather obliged to do so in order to
save Arabella’s reputation. Likewise, Sue accepitid®son’s proposal for marriage in order
to save her own reputation. In this respect, wécadhe power of hegemony on individuals
like Sue and Jude who are obliged to obey the damirule. The feeling of being compelled
to marry projects the instabilities on which thesarriages are built. In Cultural Materialist
thought, fthose] instabilities register in literary works aissidence and as dissonari¢g®
Jude and Sue represent a dissident presence sotie world of the late Victorian society
because they advance arguments against the dontemesbf marriage. Their marital life is
punctuated by moments of order and disorder. Theqansists of a dizzying double pattern
of marriage, divorce, and re-marriage. Jude mardasrces, and then re-marries Arabella

Donn. Sue Bridehead marries, divorces, and thenawies Richard Phillotson. In the midst

151 peter Childs and Roger Fowldihe Routledge Dictionary of Literary Termiondon: Routledge, 2006.p.43.
12 paymond WilliamsMarxism and LiteratureOxford: Oxford University Press, 1977.p.113.
153 i
Ibid., p.113.
% bid., p.113.
1% Julie Rivkin and Michael Ryan, Edisiterary Theory: An Anthologynited Kingdom: Blackwell Publishing
Ltd, 2004.p.506.
%9 bid., p.646.
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of this double pattern of marriage and divorce,eJadd Sue, after divorcing their respecting
spouses, live together without being legally maraed bear children.

Hardy’'s subversive attitude is directed towards Wictorian social laws which
transform such social institution as marriage—whishexpected to solidify the Victorian
tradition through the building of a family—into afier to one’s liberty and an agent for
tragic disruptions. “Family” is one means throughieh the Victorian tradition asserts its
hegemonic power over individuals. In other wordanfily” is a living tradition in the sense
that it guarantees the continuity of social doma®arhis is what Raymond Williams affirms
when he says that tradition iarf actively shaping for¢&*’ because in practice it isie most
evident expression of the dominant and hegemomsspres and limits™® Then if Hardy
subverts the Victorian social institution of mageait is for the sake of asserting his

oppositional view and his iconoclastic attitude &oels such a constraining dominance.

One reason why he rejects the institution of mgerias conceived by the Victorians is
that he considers it a trap. This is made obviduwsugh the conditions under which the
marriage of Jude and Arabellake place. Jude is introduced to sexual life seductive
woman, Arabella. He is blindly and easily seducgdér because he has never experienced
the feeling of being physically attracted to a womand unlike the boys of his age, he has
never been worried by sex affairs. To use Arabellaénds’ words, Jude lookss if he had
never seen a woman before in his born daysHis weakness in front of Arabella may be
justified in two ways. First, since matters whiancern sex are seen as taboo and considered
as forbidden issues to discuss, Jude finds himselfront of a new sensation whose
consequences he ignores. In this context, Hardwstibe danger which is engendered by
silencing the discussion about sex and limitingréiationship between man and woman only
to the relation of husband and wife. This is whyela knowledge about sexual issues is left
blank. This leads us to the second reason: Ardbelidl to have Jude as her husband may be
understood as “the imperialism of the spirit” assiteally a new spiritual experience; or we
may also call it a new romanticism, as Holbrookdaa puts it:

It is a demand for wider ranges, newer emotionadl @piritual territories,
fresh woods and pastures new for the soul. If yally W is a form of
imperialism to the spirit, ambitious, arrogant, aggsive, waving the flag of
human power over an ever wider and wider territdfy.

57 Marxism and LiteratureOp.cit., p.115

%8 |bid., p.115.

139 Thomas HardyJude the Obscurg¢1895) London: Penguin Books, 1995.p.47. Furtharences to this novel
are from this edition and will be given parenthaiiic

10 Holbrook JacksoriThe Eighteen Ninetie$iammondsworth, 1950.p.63, in Ted R.Spivey. “Thoidasdy’s
Tragic Hero”, inNineteenth-Century Fiction/ol.9, No.3. Dec., 1954. p.187.
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Arabella finds a vacant space in Jude’s spirit amdrcises her power over him. When
describing her, Hardy stresses her vulgar beautyaammmal sexuality, she was a complete
and substantial female animal. No more no I¢s<12)

The destruction of Jude’s ambitions, then, begiitk his relationship with Arabella.
What he considers as “a bit of fun” ends in a nageithat should never have taken place.
Arabella has already planned to “win” him as a lamsb Indeed, she discuses this matter with
her friends and tells theml| twant him to more than care for me; | want himhive me—to
marry mé (p.56) Hardy, in this respect, shows us the dontindictorian ideology in
Arabella’s words as regards the place of a manvioman’s life. She wants Jude to have her
as a wife in order to take care of her, and thisow a man is traditionally meant to be. The
verb “to have” confirms Hardy’s view of marriage asrap. Arabella’s friends convince her
that “the usual country way of forcing a man to proposeriage is to conceive a child by
him”*! He finds it an obligation to marry Arabella becaacording to the Victorian social
conventions he cannot abandon her. In this comeéxtotice that Jude is a victim at once of
Arabella’s trap and lie and of his society’s rigibres which both entangle him in a lifetime
engagement because of a short-lived moment of joy.

Arabella is also a victim of society because thtetamakes her well-being in life
dependent on a man. However, Hardy does not sedntatmoe her for her lie because her
purpose is to have a husband to secure her suiaigaiciety. She represents that category of
women who are still dependent on men (as theirdndb of course) because a woman, in the
Victorian tradition, is dependent on man to suppat in life. Arabella wants to secure her
life, rather to survive, by “gaining a husband”idtthe dominant law of nature, the Darwinian
law of “the survival of the fittest”. We come to tieee that a part of Jude’s tragedy is created
through a combination of social pressure and misohaThe beginning of his destruction is

called for by an unenlightened social law and émised woman.

Hardy wonders how a moment of weakness can be mffideal by a sacred union
like marriage. In this respect, he denounces tHmd®s that it is nothing but a convenient
social contract lacking the true qualities upon cliha marriage should be based such as
mutual love and compatibility. Arabella is for Judevoman for whom he had neespect”
(p.49) because he has never meant her as a panticerhe only feels that he is obliged to
marry her. He says,of course | never dreamt six months ago, or eveeethof marrying.
Certainly we’ll marry: we must!(p.66). Jude’s utteranceve mustshows that he is not free

in his choice. We hear in Jude’s words John StMBlits voice arguing that [the] human

181 Margaret StonykYork Note on Thomas Hardy’s Jude the Obscuoadon: Longman, 1995. p.14.
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faculties of perception, judgment, discriminatiweling, mental activity, and even moral
preference, are exercised only in making a chadite.who does anything because it is the
custom makes no choit¥?

Another reason why Hardy condemns this marriagthas Jude and Arabella are
totally different and incompatible in terms of daand heritage. In the first part of the novel,
Jude is shown as serious, ambitious, religious]letdtual and respectable. On the other hand,
Arabella is bold, vulgar, and uncaring for eduaatiand religion. Hardy stresses this
incompatibility when he says about Arabella’s p#serithey did not belong to his set of
circle.” (p.54) Yet society accepts their union which Jus. Mill's words, takesthe way of
obedience, that is, in a way prescribed [...] by auily; and, therefore, by the necessary
condition of the cage®®

Marriage, in this case, is deprived of its sacrethge. Arabella’s pursuit of a
legitimate object, though through the use of &{riauses pain and loss for Jude especially
after the latter discovers thdthe alarm [Arabella] [has] raised [has] been withbu
foundationi (p.52), and the immediate reason of his marriage [has] provedbe non-
existent (p.54), meaning that Arabella’s pregnancy waspjna lie. Jude is unhappy because
the marriage remains, though a fraud, is still lmgd

Their lives were ruined, he thought; ruined tne fundamental error of their
matrimonial union: that of having based a permanegoritract on a temporary
feeling which had no necessary connection witmisits that alone render a
life-long comradeship tolerabl¢p.81)

It is the social institution of marriage which Harstands against because the opposition of
interests between Arabella and Jude lasts as lsritha marriage remairis(p.54). In this

respect, Jude and Arabella’s situation echoedMilSs views:

In many cases, an individual, in pursuing a legitien object, necessarily and
therefore legitimately causes pain or loss to ather intercepts a good which they
had a reasonable hope of obtaining. Suoppositions of interest between
individuals often arise from bad social institutgrbut are unavoidable while
those institutions last; and some would be unavad@aunder any

institutions™®*

Through this marriage, Hardy undermines the rdmantot of marriage and uncovers
one reality that society seeks to hide: he bringshow incompatible social laws are with
human needs. As we have demonstrated, the sociaisnof marriage do not take into

account whether Jude and Arabella are happy orhgh¢hey fit each other to live together.

162 John Stuart MillOn Liberty (859. Canada: Batoche Books Limited, 2001.p.55.
183 bid., p.58.
%4 bid.,p.86.
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All society cares about is conformity with its lgves J.S. Mill puts itéven in what people do
for pleasure, conformity is the first thing thougift*® In this context, Hardy demonstrates
how superficial the Victorian society is as it lmegs importance on the relation between
individuals and shows indifference to their happsewithin such relation. Though he
considers it a social necessity, Jude is fully athat this marriagels a complete smashihg

(p.66) of his plans.

The second view of marriage Jude the Obscureallsfor an apology for divorce and
free union. As opposed to Arabella’s view of mageastands the argument of Sue who
rejects ‘stifling social conventiochand is interested indlternatives to marriage, including
divorce and free lové®. We think that Sue’s liberal position as regarus dissolution of
marriage can be explained in two ways. First, tiiiénce of the liberal ideas of J.S. Mill on
Hardy is revealed through the character of Sue Inm@nher way of dressing and her daring
liberal views. Second, her intellectualism and etizated views lead some critics to depict
her as a “New Woman” belonging to the “New Womanviloent”. She is described ahé
woman who was coming into notice in her thousamvesyeyear—the woman of the feminist
movement —the slight, pale 'bachelor’ gir—thellat#ualized, emancipated bundle of nerves

that modern conditions were produciti§’

What Hardy, indeed, does through the characteruef @s is portrayed before the
suicide) is to present the image of an emergent avom the late Victorian society. As we
notice, Sue is not a typical Victorian woman; sheeither submissive nor dependent on man
as Arabella is; she expresses her views freelyamtsl upon them. She tends to be liberal
rather than conventional and conservative. Sheiderssmarriage unnecessary in a woman’s
life when she tells JudeFewer women like marriage than you suppose, ordy #nter into
it for the dignity it is assumed to confer, and soeial advantages it gains them sometimes—
a dignity and an advantage that | am quite willitmgydo without:(p.309). In spite of this
belief, she is caught under a marriage (with Ptsiia) which is not intended nor chosen
freely. This marriage is meant primarily to savee'Sueputation and Phillotson’s job and
secondly to punish Jude morally because he doesmfootn Sue about his earlier marriage
with Arabella. It seems to be more of an escape th conventional marriage. It is also an
unsuccessful one because of Sue’s nature ghantasmal, bodiless creature, one who [...]
has so little animal passion in [her], that [shedqrt act upon reason in the mattépp.308-

1% bid., p.57.

%Dale Kramer, EdThe Cambridge Companion to Thomas Hartyited Kingdom: Cambridge University
Press, 1999. p.170.

%7 bid., p.171.
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309), which makes things difficult for Phillotsofhe latter summarises his unbearable life
with Sue when he says:

with her unconquerable aversion to myself as a andbeven though she may
like me as a friend, 'tis too much to bear long8he has conscientiously
struggled against it, but to no purpose. | canneabit—I cannot! | can't
answer her arguments—she has read ten times as amidh Her intellect
sparkles like diamonds, while mine smoulders likevn paper... She's one too
many for me{p.274)
Since both Sue and Phillotson realize that thermikarmony in their legal union, they agree
to leave each other after discussing the ideas afiage and divorce. In this union in
particular, we think that Hardy draws more attemtio the question of divorce than marriage
because most of Sue’s arguments seem to spring &&n Mill's chapter entitled “Of
Individuality, as one of the Elements of Well-Beingrguments which she advances to assert
her individuality as opposed to Victorian domestiws; she is not ready to suffedrdm the
very rules that produce comfort in othérgp.266). This is why she argues thalomestic
laws should be made according to temperaments,hwéhould be classifiet{p.266). By
classification of temperament, Sue refers to twaggpal arguments by J.S. Mill; the first is
that “different persons also require different conditidos their spiritual development; and

can no more exist healthily in the sameraf*®®

, and the second concerns happropriate
region of human liberty®®>. As an important engagement which involves petisand not
social relations, marriage—in Sue’s counter-argurmeshould require nothing more than
the declared will of either party to dissolv&'ff if it is perceived as adultery as Sue does:
“For a man and woman to live on intimate terms wbee feels as | do is adultery, in any

circumstances, however ledap.266)

The part with which Sue holds conflict is with tMetorian social laws. For instance,
when her husband Phillotson tells hgot vowed to love mgp.266), Sue ridicules this
marriage-law of vowing sayingt‘is as culpable to bind yourself to love alwagsta believe

a creed always, and as silly as to vow alwayske & particular food or drinK!(p.266). If

%8 0n Liberty Op.cit., p.63.

*9bid., p.15. Mill explains what he means appropriate region of human libettas follows: “This, then, is
the appropriate region of human liberty. It comgsidirst, the inward domain of consciousness; demanding
liberty of conscience in the most comprehensivessgliberty of thought and feeling; absolute fremdof
opinion and sentiment on all subjects, practicaspeculative, scientific, moral, or theological. ] .Secondly
the principle requires liberty of tastes and pusswf framing the plan of our life to suit our owharacter; of
doing as we like, subject to such consequencesagdatiow: without impediment from our fellow creaes, so
long as what we do does not harm them, even ththeghshould think our conduct foolish, perversewoong.
Thirdly , from this liberty of each individual, follows tHiderty, within the same limits, of combination ang
individuals; freedom to unite, for any purpose motolving harm to others: the persons combiningngei
supposed to be of full age, and not forced or decki(Reference: ibid., pp.15-16).

0bid., p.95.
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she rejects this conventional law, it is becauseakes her miserable rather than happy. As
she saysWhat is the use of thinking of laws and ordinarice} if they make you miserable
when you know you are committing no?5{p.266). Here again, she definitely refers tolMiil
argument which goes as followdet not society pretend that it needs [...] the poteeissue
commands and enforce obedience in the personalecos®f individuals, in which, on all
principles of justice and policy, the decision oug rest with those who are to abide the
consequences ! Since it is Sue who abides the consequences ofitaisiage, she argues
that she has the right to dissolve it because hetcivedness is felt only at the personal, and
not at the social, level. This is why she demands/e away from Phillotson:Why can't we
agree to free each other? We made the compactsarely we can cancel it—not legally of
course; but we can morally(p.266). Sue, moreover, considers her union VAtillotson a
private and personal affair which does not concswniety; as goes Mill's view in this
context: ‘Theonly part of the conduct of any one, for which $iainenable to society, is that
which concerns others. In the part which merelyosons himself, his independence is, of
right, absolute. Over himself, over his own body anind, the individual is sovereigh’®
This can be understood when she says to Phillotsdmat will it matter to anybody that you
relieved me from constraint for a little whie(p.266), where the word “anybody” refers to
society as a whole. Her dialogue with Phillotson the subject of divorce mirrors her
intellectualism. Indeed, her plea to him to set tnee is nearly a lecture from J.S. Mill's
chapter about women’s emancipation in his b@k Liberty. She literally quotes from
Chapter Three oDn Liberty The sentence is:He who lets the world, or his own portion of
it, choose his plan of life for him, has no neecwy other faculty than the ape-like one of
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imitation. (p.267) She does so in order to defend her right to hagpine

Sue’s cancellation of her marriage is another stgdve aspect in this novel because it
challenges the Victorian morality concerning thdéowaéd union of man and woman.
However, before Phillotson accepts her requesepaation, he allows her to live separately
in a room by her own. Sue jumps out of the windotew Phillotson enters her room by
accident. It is this incident which leads the nage-disunion to its climax and brings

Phillotson to allow Sue to live freely with Judéiltson who once strongly refused to grant

1 bid., p.76.

12 bid., p.13. When we read Sue’s liberal argumaiisut the freedom of an individual in society, feel that
we are reading from J.S. Mill's bodln Liberty, maybe because of the influence of Mill's Libesalion Hardy,
or because such ideas best interpret the late Naatsociety. Other arguments which call for lilyartcludethe
following (from On Libertyalways):“ A person should be free to do as he likes in his cencerns (p.96); “It

is desirable, in short, that in things which do meimarily concern others, individuality should assitself”

(p.53).
13 ibid., p.55.
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Sue divorce now accepts to do so, because heeagdlat there is no hope to have Sue as his
wife at a time whenshe is another man’s except in name and1@§mw301) He admits that he
can neither defend his act religiously nor harmenizwith the doctrines he was brought up
with. He knows that according to social doctrinal aeligion, ‘the only course that can
possibly be regarded as right and proper and hoable in him is to refuse it, and put her
virtuously under lock and key, and murder her loperhaps. (p.275) But he does not act
upon this doctrine as he questions its value; ks: ds that essentially right, and proper, and
honourable, or is it contemptibly mean and selfiqp?275) His decision to free Sue from the
bond of marriage is build on his personal (indigtjwiews rather than on social principles;
as he says,l“simply am going to act by instinct, and let piples take care of themselVes
(p-275). Phillotson’s behaviour is also a subversive because he dares liberate Sue from the
constraints of a marriage which does not only messery for both of them, but it also
uncovers a cruelty which lies behind the Victoridoctrines of marriage. This is what
Phillotson implies when he says to Gillingharhwbuldn’t be cruel to her in the name of the
law.” (p.281).

Sue prefers to live as a lover with Jude than & wiho conforms to the Victorian
social order. She disrupts this order by entermglagal union with Jude. This union is built
on the failure of her conventional unsuccessfulrrage. Being shocked and ruined by their
first marital experiences, Sue and Jude avoid legatiage: both are convinced that marriage
is a destructive social institution that will put and to their love. Thus we come to see soul-
crushing as institutionalized. When Jude proposesiage, Sue answersl have just the
same dread lest an iron contract should extingyistr tenderness for me, and mine for you,
as it did between our unfortunate pareh{p.307)

The idea of a second marriage terrifies Sue aneé dmdl makes them afraid of the
conditions of a legal marriage. It should be natige this context that both Sue and Jude
turned to lead an unconventional life only afteeythhad noticed the hypocrisy of the
Victorian social laws that have been indifferenttheir happiness and needs. The supposed
happiness that these laws promised proved to iials. Sue wondersjude, do you think
that when you must have me with you by law, wd bbeado happy as we are? [.dpn’t you
dread the attitude that insensibly arises out degal obligation? (p.323) Sue and Jude,
therefore, come to realize, in a moment of illuniiorg, that the cause of their suffering is the
legalised institution of marriag@ll that matters to Sue is her happiness with Jstie; says,

“If we are happy as we are, what does it mattemigbady? (p.342).
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Though there is the factor of heredity which prdsethe marriage from being
successful, we think that Hardy incorporates ithie novel to, somehow, escape censorship;
in other words, he wants to mislead the readerssooh to focus attention on the Victorian
orthodoxy as the only source of a marriage-failarel decline. Hardy argues that some
atavism stands against the success of the marriagge’s aunt, Drusilla, expresses this when
she says to Jude:

The Fawleys were not made for wedlock: it nevemseketo sit well upon us.
There's sommat in our blood that won't take kindlthe notion of being bound
to do what we do readily enough if not bound. Ehathy you ought to have
hearkened to me, and not ha' marri¢ol.82)

This sense of doom can also be interpreted in teimidardy’s pessimism. David
Ceclil says, Since the world he looked at seemed so full of pathdisappointment, then, he
argued pain and disappointment were outstandingrattaristics of human existent€*
Hardy's views are indeed drawn from his determiaighilosophy of life. The individual, for
him, behaves according to external and internale®mover which he has no control. This is
why Hardy says, the universe [is] a huge impersonal mechanism [ndifferentto the

feeling of mortalg™

The theme of marriage and divorce in the late Viatocontext, eventually, uncovers
a hidden reality about the real life individualkeliSue, Jude, and Phillotson lead. If Hardy
subverts the Victorian conception of marriage tiglouhese characters it is because the
Victorian marriage-laws are indifferent to theippaess. As we have shown, no one of these
characters leads a happy marriage. It is true thase marriages conform to social
conventionality, but, in Hardy’s view, marriage tbe sake of conformity does not last. From
a Cultural Materialist point of view, Hardy's intiion to deal with subversive themes grants
importance to this novel because instead of showiras a literary product which is an
organic unity and which supports the Victorian doamt order, he shows it (this novel) as
“[a field] of force, [a place] of dissension and ifing interests, [an occasion] for the jostling

of orthodox and subversive impulsE§

The subversive themes of marriage and divorce alige allow for dialogism in this
novel because the parties which are in conflicegsrds the question of marriage and divorce
are the same parties which hold a dialogue whéfereint views are dialogised and opposed.

As people socially fluctuating between the workiigss and the lower middle class, Sue,

" David Cecil.Hardy the NovelistLondon: Constable and Company, 1965. p.20.

175 Jude the Obscur®p.cit., p.24.

17 Habib, M.A.R A Historyof Literary Criticism: From Plato to the Present fpaUnited Kingdom: Blackwell
Publishing, 2005.p.763.
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Jude, and Phillotson are subordinated to the darhimaiddle and upper classes. As
dissenters, they can be viewed as embodying cetdtigorces which strive for social

significance and recognition.

2. Dialogism and the Marriage Question

Communication between individuals, as Hardy shostsfts away from a one-way
scheme to a diverse one, thereby attaining a nnkidsional give-and-take over such social
issues as that of marriage. It is in this contbat the Bakhtinian dialogism becomes highly
relevant because it registers the shift from mogista (one voice stating one dominant
ideology, thus having a one way thought) to diadog(many voices uttering new ideas other
than the dominant one). As concerns the marriagsstopn, the presence of dialogism in
Hardy’'s Jude the Obscurdelineates a revolt against the system that haduped it, i.e. the
hegemonic social system. Hardy gives voice to stgwe ideas. The dialogic discourse of
marriage can be viewed in a Bakhtinian perspectisea manifestation of a subversive
practice because it is the forces of subversiorchvisreate stratified and emergent voices
whose function is mainly to threaten the unitaryceoof the dominant social order. The
application of a Bakhtinian perspective facilitatee hearing of other voices (voices that are
marginalised, alienated, or oppressed in society) suggests a redefinition of individual
social relations. The ideologues of the counterehemny of marriage are Jude and Sue. It is
through them that Hardy advances his anti-marriage's. The use of Bakhtin’s dialogism,
thus, gives space and offers ground for these sda@emerge and speak their dissonance. In
this novel, the Victorian society

speaks in all its voices, in all the languages atyles of the era. Literary
language is not represented in the novel as a oniteompletely finished-off
and undisputable language—it is represented précigs a living mix of
varied and opposing voices, developing and renevtiedf’’’

Approaching the theme of marriage through Bakhtinienses suggests that the
counter-discourse of marriage does not only sustairalso constitutes a permanent dialogic
feature of the prevailing and still dominating mtogue of the Victorian ideology. However,
we have to draw attention to the fact that thisntersdiscourse of marriage as voiced by
dissonant voices—Sue’s and Jude’'s—does not reglaeeVictorian traditional view of

marriage, but will continue to interpellate society

We may say that Hardy’s counter-discourse of ragei‘generates a truth strong

enough to challenge the meaning which orthodoxy amithority intend it to deliver and

Y7 Michael Holquist, Ed. Caryl Emerson and Michaelddiist, TransThe Dialogic Imagination: Four Essays
by M.M. Bakhtin Austin: University of Texas Press, 2008."J¥@perback printing).p.49.
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&1’8 This is what we

whose very embodiment carries the risk of a sulbmeis the first plac
Sue’s and Jude’s relationship as seen from theokat perspective and as these protagonists.
We notice the official language of society whiamils this relationship to mutual interest and
cousinship and forbids a legal tie which unitesrthees wife and husband. This is evident in

the narrator’s voice:

there were crushing reasons why [Jude] should nud aould not think of
{Sue] in any other [way than in a family way]. Timst reason was that he was
married, and it would be wrong. The second was tihey were cousins. It was
not well for cousins to fall in love even when girestances seemed to favour
the passion. The third: even were he free, in ailfatike his own where
marriage usually meant a tragic sadness, marriagéh va blood-relation
would duplicate the adverse conditions, and a tagadness might be
intensified to a tragic horrar(p.107)

It is the second reason, as is stated above, wintihJude and Sue challenge. Their
arguments against the socially accepted norms ofriaga generate their society’s
indifference to their happiness and its deafnesthéir interests since all that matters to
society is to conform with conventions. This fegliof indifference urges these frustrated
protagonists to redefine the notion of “self instfeaccording to their own needs. In this
context, we may ask which is important: the indiddts happiness or conformity with social
norms? One answer to this question is provide8um. The intertextual relationship between
Hardy's novel and J.S. Mill's boo®n Liberty allows the entry of heteroglossia into the novel
because Mill's liberal ideas support Sue’s argusteand we have thus a double-voiced
discourse: the Liberal discourse of Sue who adwaacguments to assert her individuality
against social hegemony, and the liberal discoafddill who calls for the questioning of
authority and subverting its power. Mill's most iorpant belief is that human happiness is
more important than social institutions. Moreowthg embedding of Mill's book in this novel

serves as a means for the stratification the Matoauthorial power on individuals.

We may argue that Sue’s use of J.S. Mill's libedalas about individual liberty aims
hopefully at ‘breaking’ the linguistic unitary ohe Victorian official discourse of divorce.
The intertextual link betweedude the Obscurand J.S. Mill’'s liberalism, furthermore, paves
the way for the opening up the closure of the \fieto authoritative discourse. In other
words, Sue’s discourse proves an opportunity tdlednge and subvert the rigid social laws.
The dialogue between the idea of marriage anddbéa of human happiness in the light of

liberalism gives Sue an opportunity to ‘talk bat¢t’the authoritative laws of marriage. In

178 Graham Pechewlikhail Bakhtin: the Word in the World.ondon and New York: Routledge, 2007.p.118.
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spite of the restraints put on the institution airmage, Sue dares break them by expressing

her individual view and acting upon it.

As a defender of her individual rights, Sue cannbhened, in Bakhtinian terms, an
“ideologué™’® who does not only speak out the ideas of libaralisit also presents the “New
Woman” image. In other words, Sue is an ideologukberal marriage-laws and the “New
Woman”. As Bakhtin puts it,the speaking person in the novel is always, to degree or

another, an ideologue, and his words are alwayslogemes'®°

She also personifies part of
the heteroglossia present in the novel becaussui®rersive attitude towards the Victorian
laws generate the centripetal force in her coudisceurse of marriage. For instance, when
she says to Phillotsont 8on't want to be respectable! To produce "Humawadopment in its
richest diversity" (to quote your Humboldt) is toy mmind far above respectabilityp.268),
she directly opposes the criteria of respectabdgymneant in the Victorian sense. Instead, she
prefers to be unrespectable but happy and freerdtfan respectable and miserable. The
Victorian culture expects women to show acceptamsewell as commitment to the
established social order. Culture, with the aidCoiurch, insists on the fact that women are
subservient to mal®* However, Sue does not belong to this category ulfservient
submissive women. Sue is utterly different; if sheot so deeply affected by her children’s
death, she would not convert. Her intellectualismks her higher tan the typical Victorian

woman. This is what we notice when she says,

my life has been entirely shaped by what peopleagaéculiarity in me. | have

no fear of men, as such, nor of their books. | haveed with them—one or two
of them particularly—almost as one of their own.demean | have not felt
about them as most women are taught to feel—tonbtheir guard against

attacks on their virtue(p.177)

Her beinga learned also strikes Jude who realizes how diftesbe is from Arabella. About

her intellectual background, Sue says

| don't know Latin and Greek, though | know thermgnaars of those tongues.
But | know most of the Greek and Latin classic®ugh translations, and
other books too. | read Lempriere, Catullus, Madirtiduvenal, Lucian,

Beaumont and Fletcher, Boccaccio, Scarron, De Bran#, Sterne, De Foe,
Smollett, Fielding, Shakespeare, the Bible, an@mslich (p.177)

19 The Dialogic Imagination: Four Essays by M.M. BakhOp.cit., p.333.

180 |bid., p.333.

181 Julie Rivkin, and Michael Ryan, Edsiterary Theory: An AnthologyJnited Kingdom: Blackwell Publishing
Ltd, 2004.p.1018.
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We note that the Bible is listed at the end; tlispur opinion, may mean that religion is the

last thing she is interested in.

Part of her material side of life is revealed im heing trained in a Training College.
But still she needs love, just as Jude does; asatrator puts it, it [is] also obvious that man
could not live by work alone; that the particulammJude at any rate, wanted something to
love” (p.116) Late Victorian society focuses much morethe material side of life than the
spiritual one, which engenders self-denial. Suedbjto such a view and liberates her strong
desire of being free from such laws which limit Bnkfe. The existing ideas which society
“posits as the only [and] the most ordinary redl

The characterization of Sue from her appearanceéhennovel till the death of her
children is coloured with the “New Woman” image.eTtiscourse she voices is peculiar to a
“New Woman”; it is a discourse which pleads fororefi in marriage laws. Sue is strong in
going against societal conventions, yet she becamak when she needs this strength; she is
a new feminist character, yet the sense of tragedyer life destroys her new emergent
feminist ideas and takes on the traditional gudiced on woman. This is evident when she
blames herself for all that views as wrong in Jad#é; as she says to Judaoh’t reproach
yourself with being what you are not. If anybodyoidlame it is’l (p.410). She seems to be
the Eve holding the apple. Throughout her subvergusition, she breaks free from the
Victorian female traditions. There are many insenin the novel which show Sue as a
modern rather than a traditional woman, as whemwsdiks ‘into the country with a book in
her hand (p.86), when she is described a®ld-natured—sexles$§p.136). The narrator says

more about her when he says:

Her being able to talk learnedly showed that she wastress of herself again;
and before they parted she had almost regainedvinacious glance, her
reciprocity of tone, her gay manner, and her seethrudight attitude of critical

largeness towards others of her age and §@453)

Jude, for his part also participates in forming tbenter-discourse of marriage when
he accepts to live freely with Sue. His subvergsition towards marriage is shown in his
deeds as well as in his words. In Bakhtin’s terfms,is an ideologue since he advances
arguments against what is socially accepted ansl awotording to the liberal meaning of
marriage which operates agaist the Victorian coteepof marriage. Being forbidden to

study in the university of Christminster, Jude dptstheological studies to become a priest.

182 George LuckacsThe Theory of the NoveAnna Bostock. London: Merlin Press, 1988.p.98.
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However, the presence of Sue in his life changesislconventional views. It is under Sue’s
influence that he changes his conventional ideaaus® he realizes that he cannot become a
priest to serve God as he considers Sue most iamgatian anything else in the world. On
one occasion, he tells Suany doctrines and | begin to part company [...] I'kver care
about my doctrines or my religion any more! Letnthgo! Let me help you (p.256) He
considers happiness more important than confortaigocial institutions; this is what he tells
Sue:”your happiness is more to me than anythim285). This is why he does not oblige
Sue to legalize their union in church though hewshbis readiness whenever Sue wants to.
Even when Sue turns conventional, Jude remain®dastic in his views. When he notices
that Christianity is behind Sue’s new ‘conversiomg hates religion more than ever; as he
says to Sue:

You make me hate Christianity, or mysticism, ore&mtalism, or whatever it

may be called, if it's that which has caused thesedoration in you. That a

woman-poet, a woman-seer, a woman whose soul sikereediamond—

whom all the wise of the world would have been grof if they could have

known you—should degrade herself like this! | aaddl had nothing to do

with Divinity—damn glad—if it's going to ruin you this way!(p.419)

Jude’s expression of his hatred of Christianity i/ay creating heteroglossia in the
novel because the idea of Christianity as providiagpiness and security is ‘decentered’ by
him. In his view, the religious idea of punishinggdsfor sending his punishment on Sue
because of her unconventionality is absurd. Heiders it “immoral” (p.423) to convert for
moral reasons and to go back to her husband, amsl ¢hawl back into the fields of
convention.

Furthermore, religion supports the Victorian magit discourse on marriage, and as
such it reinforces the dominant cultural laws. Metorian monologue of marriage is framed
in such a way as to render it “natural” in socisty that every individual will act upon it
without any objection against it. Hardy shows titn&t ruling class exercises its power through
what Antonio Gramsci calls the “ldeological Stat@paratuses” by which he refers to

institutions like cultural institutions, as is tdurch in this respect.

From the different discourses of marriage, we cdmenotice Hardy’'s use of the
language of Sue and Jude as a means through whkictolld open the closure of the
Victorian language. Their subversive presentatiointhe idea of marriage are, in Raymond
Williams’s terms, bppositional formatioriswhich in Bakhtin’s terms formthe pressure of

growing heteroglossid®® Sue’s and Jude’s oppositional language is alsen#ritugal force

83bid., p.270.
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whose main function is to disunify and to decemteathe Victorian official discourse which,
in Bakhtin’s words, gives expression to forces working toward concre¢ebal and
ideological unification and centralizatioi® The efforts of Sue and Jude to liberate their
repressed desires are soon contained. The tradiofeime children marks a turning point in

the lives of the two characters.

3. Traqgic Social Disruptions and Containment of Subersion

In his article entitled “The Essence of Tragedybréte M. Kallen states thatragedy
is the conflict between the typical and the indrald the former being good, the latter
evil."*®* This is the essence of the tragedy we understahthidy’sJude the Obscurelude’s
and Sue’s individual desires clash with the typi¢adtorian social order, which makes this
amenable subject to tragedy. In the light of Rayth@illiams’s Modern Tragedywe shall
explain the tragic fate of Jude, Sue, and LittithEaTime as well as the tragic disruptions

their subversive attitude engenders.

Williams argues thatsociety is identified as convention, and conventi®the enemy
of desire, [and that] the condition of desire, unsoiously, is that it is always forbidd&tf®
In this perspective, the conventional society whirde lives constitutes his enemy because
the condition of Jude’s desires is forbidden. Whate desires is to study at the University of
Christminster and to live with the woman he lovesiifree union. These thwarted individual
aspirations are not only the seeds of Jude’s tragiat and of Sue’s repentance but also
instances of modern heroism because Jude’s ands Sabelliousness is deliberate; as
Williams puts it: “The heroism was not in the nobility of sufferingtl@e limits were reached.
It was now, unambiguously, in the aspiration itséhat was demanded was self-fulfilment,
and any such process was a general liberatih

Jude’s and Sue’s iconoclastic stance, as showmein ¢ounter-discourse of marriage,
are construed as a revolution but ratheriadiidual liberator,”*® because they act on their
own and for their own reasons to overcome the bbeiaiers. They liberate through their
deeds what society represses and through theiclsggavhat society silences and considers
taboo. This kind of liberation towards self fulfémt is the source of various tragic

disruptions. In Williams’s words,the whole point in self-fulfilment is that it cheiges, to

8 bid., p.271.
8 Horace M. Kallen. “The Essence of Tragedy”, liternational Journal of EthicsVol.22, No.2. Jan.,
1912.p.183.
18 Raymond WilliamsModern TragedyLondon: Verso Editions, 1979.p.94.
187 i
Ibid., p.95.
188 |bid., p.95.
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the death, the existing compromise ortfé This can be perceived in Jude’s dislocated life
whose beginning and end are marked by the trapatiieiage with Arabella, a marriage, at
the end of the novel, he strongly loatheH:there is anything more degrading, immoral,
unnatural, than another in my life, it is this mgr@ous contract with Arabella which has
been called doing the right thirig{p.466). Besides, his free union with Sue engenad¢her
dire consequences mainly the tragic end of thel il

The scene where Sue and Jude struggle to find rigdgsuggests the Victorian
society’s cruel treatment of such misfits. They tammed out every time their illegal union is
known. Homelessness in one’s own society is, indeed of the themes of Modern Tragedy.
Worse than this is the fact that no one wants thegmce of children in their lodgings, which
leaves a deep impression on Little Father Time.

Though still a child, Little Father Time witnesse®gn’s inhumanity to man in a
society which is supposed to care for children bsedhe latter, whatever the circumstances,
are innocent and have nothing to do with the deédke parents. The image he gets about
society is a bleak one. This leads him to kill ildlings and then commits suicide. When we
hear him saying

"Tis because of us children, too, isn't it, thauyman’t get a lodging? [...] Then
if children make so much trouble, why do peopleehthem? [...] | wish |
hadn’t been born! [...] | think that whenever childrde born that are not
wanted they should be killed directly, before thamuls come to 'em, and not
allowed to grow big and walk about! [...]If we chitglr was [sic] gone there'd
be no trouble at all{pp.398-399).

Jude attempts to find some explanation to justiitfld Father Time’s act of murder. He
considers it a reaction (a kind of response) tchibsile society. It is also a new idea, which is

just a little before hand, in the late Victoriamtext; as Jude says:

The doctor says there are such boys springing upnaist us—boys of a sort
unknown in the last generation—the outcome of newsvof life. They seem to
see all its terrors before they are old enough &wéhstaying power to resist
them. He says it is the beginning of the comingamsal wish not to live. He's
an advanced man, the doctor: but he can give ngaation to—(402).

Referring to this child as a doctor means that dgcclay his hands on the “sickness” of
society, but could not cure it: as society doespcoo new remedy besides its own. This
child cannot live in such a society and cannot geahe way things go, thus all that remains
for him is to take leave of his life.

189 |bid., p.96.
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In his article “Father Time's Suicide: Note Jnde the Obscufe Walter K. Gordon
interprets Little Father Time’s notdDbne because we are too mehify.401) (a note he
leaves before committing suicide to justify hisiaac} in the light of Hardy’s main concern in
writing this novel*®® The meaning he attributes tm6 mennyis “like meri*®’; the meaning
of the note, thus, becomes “Done because we arkkwmen” which signifies that children
are also like men in the sense that they also Li@eie portion in the tragic disruptions that
take place in Jude’s family. As Walter K. Gordonpitt

the entire note suggests one of Hardy’s firm cdions—that tragedy and
grief are the lot of both children and adults besawf their participation in a
common humanity and that even the innocence dfttifdren is no protection

against the inexorable forces responsible for untedrmisery in the human

condition?®?

We cannot limit the meaning of this tragic sceneghe sense that tragedy touches
adults and children alike. We can extend it to ssgghat Hardy wants to sharpen the
Victorian decay and human misery in the sense ribaonly adults like Sue and Jude, but
even children, like Little Father Time, are awafdéh® Victorian society’s inhumanity. What
we propose is another interpretation in the lightWilliams’s chapter entitled “Tragic
Resignation and Sacrifice” in his bodkodern Tragedy The question we start from is: can
we read this suicide as an act of sacrifice? Ietords, is it & death under pressure®?
Williams links sacrifice to tragedy when he argthest

The rhythm of tragedy, it is said, is the rhythm safcrifice. A man is
disintegrated by suffering, and is led to his dediint the action is more than
personal, and others are made whole as he is brbKen
The loss of the children’s lives, in the light dig quotation, takes the shape of a sacrifice.
Since he realizes that the problem of homelessmegsbe solved were Sue living without
children, he sacrifices his life so that Sue andeJfind a lodging. But then again is Little
Father Time’s sacrificing of his lifea‘ chosen or a forced destif?y®> To answer this

question, we have to look for the whole pattersaidrifice; we have to understand whether he

1% Here is Hardy’s letter where he explains his iritento write a novel of contrastsOf course the
book is all contrasts—or was meant to be in itsgioal conception. Alas, what a miserable
accomplishment it is, when | compare it with whatdant to make itl—e.g. Sue and her heathen gods
set against Jude’s reading the Greek Testamentjs@hinster academical, Christminster in the
slums; Jude the saint, Jude the sinner; Sue thamague the Saint; marriage, no marriage; etc.,’etc
(ReferenceThe Life of ThomasHardy. New York, 1962.pp.272-273, quoted \Wialter K. Gordon.
“Father Time's Suicide: Note idude the Obscute in Nineteenth-Century FictionVol. 22, No. 3. Dec.,
1967.p.298.)

191 walter K. Gordon. “Father Time's Suicide: NoteJime the Obscutein Nineteenth-Century FictiorVol.
22, No. 3. Dec., 1967.p.298.

192 bid., p.299.

193 bid., p.157.

% bid., p.156.

19 bid., p.158.
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dies for a cause or for private (i.e. individuatasons. The life of this child is a series of
miserable events: he is carelessly left by hisme@ther (Arabella); he is snubbed at school by
his classmates; his father is seriously ill andlbashis job; and what makes things worse is
his struggle with Sue to find accommodatioihé failure to find another lodging, and the
lack of room in this house for his father, had madi#eep impression on the boy—a brooding
undemonstrative horror seemed to have seized n897) Thus, Little Father Time’s share
of the responsibility for homelessness leads hina tpainful ending which shows us that
Hardy is, consequently, blaming society rather t8ae and Jude who accepted Little Father

Time as their son.

Hardy shows how Arabella’s impulse to deny respuhtsi for Little Father Time,
when left ungoverned, generates tragic disruptmmghe individual and the family: by the
individual, we mean the tragic death of the chddd by family, we mean the breakdown of
Jude’s union with Sue; the children died, Sue [kftle to return to her first husband
Phillotson, and Jude is trapped again by his fivge Arabella. Denial of responsibility,

therefore, is the primary source, if any, of LitHather Time’s tragic end.

The child’s murder and suicide can also interpreied dignified exist whose meaning
is gain rather than loss; this is what we can irffem Arthur Miller's "Tragedy and the
Common Man" (1949): "we are in the presence of aratter who is ready to lay down his
life, if need be, to secure one thing - his serfsgecsonal dignity*® Perceiving a threat to
his "sense of personal dignity*, Little Father Time commits suicide to save hirhseld his
siblings from further trouble as he feels a serfseejection (beginning by his mother when
she left him for Jude, and ending with the man wdfased the presence of children in the
lodging he was in with Sue):

The boy burst out weeping. "Oh you don't care, gon't care!" he cried in
bitter reproach. "How ever could you, Mother, bevdcked and cruel as this,
when you needn't have done it till we was betteramid Father well! To bring
us all into more trouble! No room for us, and fatlaeforced to go away, and
we turned out to-morrow; and yet you be going teeéhanother of us soon!
(p.399)

Hardy seems to convey to the Victorian reader adéem aspect of Victorian reality: that the
laws of society are indifferent even to innocentidebn. This awareness is one thing one
gains from tragedy. To quote Arthur Miller agaimné learns to see the frailty of human

19 Arthur Miller. "Tragedy and the Common Man" (194@uoted in  Christopher Bigsbyh& Cambridge
Companion to Arthur Miller Cambridge: Cambridge University Press, 2005 Iisitinting, first published in
1997) p.63.
197 |bid.p.99.
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beings with pity and fear rather than to deem tteemgels or villaing'**® This means that the
Victorian reader will, from then on, hopefully ressd the omnipresence of tragedy in its very-
in just- social fabric.

Another point which is essential in shaping theitralimension of the novel is the
study of containment. In the novel, the narratgsséprinciples which could be subverted by
feeling in one direction were liable to the saméasttophe in another. The instincts which
had allowed [Jude] to give Sue her liberty now dedkhim to regard her as none the worse
for her life with [him]” (p.428) It is on the ground of this claim thae wnderstand the kind
of containment in Sue’s and Jude’s relationshige marrator, indeed, indicates that their acts
of subversion and transgression of their sociahgypies of marriage lead them to
catastrophes such as the children’s death, theldism of their family tie, Sue’s conversion
to conformity, and Jude’s tragic end. We draw dibento the fact that though both of Sue
and Jude are nonconformist protagonists, it is @ug whose actions are contained. Jude,
however, remains unconventional and dies as such.

Sue’s subversive language and behaviour is comtafter the death of the children
because she believes that the tragic scene ofisuarid murder is intended by God to punish
her for her iconoclastic stance; she believes hieatbabies died to bring home to [her] the
error of [her] views (p.433). Now truth dawns upon heMy babies have been taken from
me to show me this! Arabella's child killing minasnva judgement—the right slaying the
wrong” (p.419) What makes the force of containment sweqrful is Sue’s capacity to
transcend the loss of her children, and turnsangort of blessing in disguiséy children—
are dead—and it is right that they should be! | glad—almost. They were sin-begotten.
They were sacrificed to teach me how to live! Theath was the first stage of my
purification. That's why they have not died in Vaiip.435).

Her terrible mea culpasuggests the triumph of Christianity over the ésroof
Agnosticism or the omnipotence of religion. Judeionstration with the penitent Sue at the
end of the novel also makes it clear that the dédltey have fought together is lost, as she
says, T have thought that we have been selfish, carelmgsn impious, in our courses, you
and I. Our life has been a vain attempt at selfghel But self-abnegation is the higher road
(p.412) The tragic death of the children convers to conventionality in such a way as to
‘contain’ all her intellectual emancipation; sheliéees that self-sacrifice rather than self-
emancipation is what should govern people; herngpee and her sense of guilt is a sign of

containment: e ought to be continually sacrificing ourselvestiom altar of duty But | have

198 bid., p.114.
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always striven to do what has pleased me. | wedkded the scourging | have gatwish
something would take the evil right out of me, alidny monstrous errors, and all my sinful
ways” (p.412) When she informs Jude that she intemmdga back to Phillotson, he bitterly
vents his anger against her:

After converting me to your views on so many thitménd you suddenly turn
to the right-about like this—for no reason whatewanfounding all you have
formerly said through sentiment merely! [...]How yaxgued that marriage
was only a clumsy contract— which it is—how younstball the objections to
it—all the absurdities! [...]You threw off old hus8t prejudices, and taught
me to do it; and now you go back upon yourself. tafp this be the girl who
brought the pagan deities into this most Christa@ty?—who mimicked Miss
Fontover when she crushed them with her heel?—du®iiebon, and Shelley,
and Mill? Where are dear Apollo, and dear Venus h(pp.420-421)

Jude tries to find some explanation for taelte-facebut he only comes up withpérhaps the

world is not illuminated enough for such experinseas ours! Who were we, to think we

could act as pioneers(p.421), which gives an indication of his ownealation.

We can interpret Sue’s situation after the deé#theo children by naming it “death in

life”, an idea explained by Adrian Poole as follows

The idea of a ‘living death’ looks like a modermyaement to the old belief in
ghosts, the haunters, the revenants, the undeada Mision of death-in-life, a
life so drained of meaning, value, purpose, andtjmt it seems like death,
being dead before you are dead. It's a version a&f dn earth, more inert,
more soundproof, more blank than others. In the enocera it tends to be
focused in images of imprisonment, silence, andhess*®

Sue, thus, resembles more a ghost than a real waddsnconventional behaviour and her

language show that she is dead though she isistd. All she does is backed by an imposed
ideological meaning in which she is subordinatetvatuntarily but unwillingly; she behaves
as such because society wants that in a predetdnsiocial order. She feels that she must
divest her mind and soul of any remembrance ofumeonventional life whatever, and she
must do this willingly and gladly, for such are ttemands of God. She also forces herself to
play the role of a wife. What makes the sensearfyirin all she does is her awareness and her
consciousness that down deep in her heart shdyuttduses her conventional acts, but she
must do that to redeem herself. The word “musteurrent in her speech. There is always
this sense of obligation which she expresses.istamnce, she saysrhust practise myself in
my household duties. I've shamefully neglected 'thgmB359), 1 am going to make my
conscience right on my duty to Richard—by doingeaamce—the ultimate thing. | muist

(ibid.), “I must be more just to hinfibid.). The meaning of social duty is felt to beaposed

199 Adrian Poole Tragedy: A very Short Introductiohlew York: Oxford, 2005.p.39.
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on her sharply when she decides to perform hedywifety; she says,|‘must do it—I must! |
must drink to the dredjs(p.361) This is an affirmation of her death iifel since she is
deprived from the will of doing as one wants. Tlmes subversive liberal echoes of J.S Mill
are contained through her behaviour within a pedenhed order of things. She is bereft of
her intellectual power. For Sue, this situatiohédl on earth; this reverberates in her dialogue
with Phillotson. When she expresses her happifegsher children are dead, she appears as
motionless: “I am glad—almost glad | mean—that they dead, Richard. It blots out all that
life of mine!” (p.362)

Jude’s progress is different from Sue’s. In tlghtliof Williams’s Modern Tragedy

Jude stands as a modern tragic hero. Jude is heecmuse he strives to be free from the
stifling social order and to make his mark in sbcigeing educated), despite the odds which
are set against him. His ‘modern heroism’ liesi;dpposition to social laws. In other words,
Jude’s conflict, as we have already shown throinghstudy of the subversive discourse on
marriage, is rooted in the social institution ofrrreage (through which he is trapped twice by
Arabella) and the cultural institution of educatifthe university). Jude finds it cruel on the
part of this educational institution to refuse ha® a student just because he is from the
working class. Even his alternative career as altigéan is thwarted twice by Arabella and
Sue owing to the weakness he feels for women anlitjicor. Jude’s desire to be a student at
the university of Christminster and to live witretvoman he loveddils, or is broken, but it

is never denied in fact, unlike Sue who renounces her desiread En emancipated life as
an intellectual, Jude does not give up his figlgiagt society in order not to be destroyed, but
he eventually ends by his own self-destruction.thes conforms with Williams’s theory,
“What happens, [...], is that the hero defines an sppworld, full of lies and compromises
and dead positions, only to find, as he strugglgairsst it, that as a man he belongs to this
world, and has its destructive inheritance in hith&&* Jude also struggles against himself.
His desire for a forbidden relationshipyHen all that is known of relationship is
restricting’ 2°2
ended in cold and darknes$®

comes to a dead end when he realizes thatsearch for warmth and light has

In her thesis “Tragic Realism in the novels of as Hardy and Chinua Achebe”

(1999), Zohra Ezziat analyses the tragic dimensioHardy’'s Jude the Obscura the light

20 Modern TragedyOp.cit., p.99.
291 pid., p.98.

292 |pid., p.101.

293 |pid., p.101.
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of George Luckacs'$he Theory of the NoveShe argues that Jude ispdblematic herty***

because his aims never coincide with what societypahds, and that they are narrower or
larger than necessary. Other characteristics of piledlematic hero include his lifein
disharmony with the outside wotfd® loneliness, and isolation. We think that Willidms
theory ofModern Tragedysheds more light on Jude’s situation as a modagictfigure. His
tragedy is a liberal one. As a tragic protagorfist,is both tragic and liberal; this is why we
have a liberal tragedy. As Williams puts ithé structure is liberal in its emphasis on the
surpassing individual, and tragic in its ultimatecognition of defeat or the limits of
victory’?®® As a ‘surpassing individua) Jude behaves in such a way as to challengetgocie

in order to liberate himself from its constraints.

Jude’s tragedy, in Williams’s wordsis“the conflict between an individual and the
forces that destroy hirtf®’ At the beginning of the novel, Jude is introduesda crazy boy
for books; this is why he desires to further hisdgs at the university of Christminster. He
believes thatévery man has some little power in some one dowtt{p.364) and his power
is centred in his intellectualism. However, suchweois denied because he belongs to the

working class; as the Master of Christminster ursitg tells him,

Sir,—I have read your letter with interest; anddging from your description
of yourself as a working-man, | venture to thinkttlyou will have a much
better chance of success in life by remaining urywn sphere and sticking to
your trade than by adopting any other course. Ttisrefore, is what | advise
you to do. Yours faithfully,

T. Tetuphenay.

To Mr. J. Fawley, Stone-masq(p.140)

To remain in his own sphere and to stick to hiderare for Jude a denial of his capacities and
a repression of his desire to be educated. Thouge Jdealises that it is unfair from the
university official to answer his application negaty, he can do nothing to change his fate
because society considers thiatwas next to impossible that a man [like Judegdieg on his
own system, however widely and thoroughly, even thee prolonged period of ten years,
should be able to compete with those who had pabsadlives under trained teachers and
had worked to ordained lin€s(p.138) In other words, the working-class Judmnot
compete with the educated upper-class members.ckieowaledges the limits of his efforts

when he says,

204 7ohra Ezziat. “Tragic Realism in the novels of Tas Hardy and Chinua Achebe.” University of Algjers
1999.p.112.

2% |pid., p.110

2% Modern TragedyOp.cit., p.87.

27 bid., p.87.
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| felt | could do one thing if |1 had the opportunit could accumulate ideas,
and impart them to others. | wonder if the foundeesl such as | in their
minds—a fellow good for nothing else but that maar thing? ... | hear that
soon there is going to be a better chance for swgpless students as | was.
There are schemes afoot for making the universgy éxclusive, and extending
its influence. | don't know much about it. Andsittoo late, too late for me!
Ah—and for how many worthier ones before (pe364)

Jude struggles to educate himself over the coursenoyears, yet the cultural institution of

education (university) destroys his efforts and drisams. His yearning for a Christminster
education to become a bishop or a kind of a raligiman end in disappointment. Through the
university of Christminster, Hardy condemns the cadiwnal system of his age when

education witnessed changes due to industrial @sog society

Their institutions challenged by the social and remoic forces of
industrialism, the Victorians saw education as angas both social control
and individual betterment. The two themes exisigel Isy side; social control
was emphasized in the education of the lower céassdividual betterment in
that of the middle-classes, but in both cases #¢ltersd theme was discernible.
Thus, the lower classes were taught primarily tovkritheir place, and were
given only the rudiments of literacy, but it wassgble, through self-
improvement or, later in the century, through ferthschooling for bright
lower-class students to improve their positionduisty?°®
The effects of social hierarchy and socio-econorkeg® Jude out of Christminster. Because
he belongs to the working classhése buildings and their associations and priviegvere
not for him [...] He saw that his destiny lay not with these, butragnihe manual toilers in
the shabby purlieu which he himself occupi@r139). Jude’s individual efforts to learn are
already a victory; but such a victory is not orilpited but also not recognized by the social
laws. The authoritative voice of the Master destrdyde’s aspiration. It is in this sense that
we come to notice part of Jude’s tragedy. The gtlaet of his tragedy, as we have shown in
the analysis of themes, lies in his repressed elésilive freely with Sue. The stifling laws of
marriage prohibit Sue’s and Jude’s relationshipshenground that it is not good for cousins
to marry; yet such laws oblige Jude to marry Arihednd also oblige Sue to accept
Phillotson’s proposal of marriage to save her ragon. Jude notices that there is a lack of
order in the way things operate in society. He beepaware that what is good for him is not
good for society and vice-versa, therefore, theneat a common desire between the needs of

the individual and those of society, as Williamssaitt

%8 Joan J BurstyrVictorian Education and the Ideal of Womanhobiéw Brunswick: Rutgers University Press,
1984.p.11.
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Even after the death of his children, he does wot tonventional as Sue does. He
loses all sense of belief in life. He ends his lifea terrible sense of pessimism. After Sue
leaves him, he tells Arabella that he has only wishes: to see Sue and then to die. In fact,
after he meets Sue for the last time and makefasisattempt to convince her to run away
with him, Sue refuses. Then he opts for a slowhdddé remains in bed till he takes leave of
his life. His final words are overwhelmed with Spkeohauer’s meaning of pessimism. He
expresses that it is better for one to be dead thdead an unjust life where social order

represses one’s individuality:

"Let the day perish wherein | was born, and thehhim which it was said,

There is a man-child conceived.” "Let that day bhekdess; let not God regard
it from above, neither let the light shine uponLib, let that night be solitary,

let no joyful voice come therein.” "Why died | fi@m the womb? Why did |
not give up the ghost when | came out of the bellyPor now should | have
lain still and been quiet. | should have slept:rthead | been at rest!" "There
the prisoners rest together; they hear not the eaxt the oppressor... The
small and the great are there; and the servantree ffrom his master.

Wherefore is light given to him that is in miseapd life unto the bitter in

soul?" (p.484)

We hope that the analysis of this novel in thatligf the three poetics makes Hardy's
subversive attitude clearer. The theory of Cultuvkdterialism has demonstrated that the
Victorian ideology of marriage was questioned hyividuals who were eventually repressed
and silenced. Subversion as expressed in the lmhaand the language of Sue and Jude
mainly shows that Establishment is always subjecthteats from dissident and dissonant
elements. The analysis of language has shown &s@ df arguments and counter-arguments
in the Victorian discourse of marriage and divortee analysis of discourse in the light of
Bakhtin’s dialogism has uncovered the role of hmgkyssia the task of decentering the
Victorian unitary language. These subversive effoliowever, are short-lived, as social
authority (as represented by church, school, am) é&ventually makes use of its power of

containment to triumphantly re-establish gtatus quo

In this chapter, Hardy’s concern is with the watkiclass and the lower middle class
in their fight against the upper class ideology.Khow more about this upper-class ideology,
we should now move to the next chapter which prewidn analysis of Oscar Wildelfie
Picture of Dorian Gray.Here again, there is much ideological confrontatidowever, the
difference with this novel is that its protagorbsiongs to the Aristocracy, i.e. the very source
of the Victorian social order. A number of questiocome to mind in this respect; for
instance, how can an aristocratic man, who is ssggbdo defend his class interests and

values, turn against his class? What are the rea$at lie behind such a subversion? And
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does he succeed or fail in his attempts? This iatwhe following chapter will endeavour to

find out.
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IV

Victorian Ethics and Aesthetics:
Subversion and Containment In

Oscar Wilde’s

The Picture of Dorian Gray.
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INTRODUCTION

This chapter provides an analysis of Oscar Wilddis Picture of Dorian Grayn the
light of Raymond Williams’s theory of Cultural Matalism and his theory of Modern
Tragedy, and also of Michael Bakhtin’s theory ofaDgism. Unlike the previous chapter
which is concerned with the characters’ social, [Here we are mainly concerned with the
characters’ artistic life. By artistic life, we nrethe relationship between the characters’ lives
and art. The latter is highlighted by the paintasiBHallward and his painting of Dorian’s
portrait, the actress Sibyl Vane and her repretientaf theatre, the musician and aesthete
Dorian Gray, and the dandy Lord Henry and his Aetstitheories about life and beauty.

The theory of Cultural Materialism aims at brimgi out the dissident and the
subversive constituents in this novel and at shgwmow they challenge the dominant
ideology. From a Cultural Materialist point of viewestheticism was an emergent cultural
form which expressed dissonance in Victorian sgci@nalysing the novel in these terms
allows us to expose the fractures and disruptioitkirwthe conservative ideology. Oscar
Wilde chooses to express his new and revolutiondsas through the doctrine of
Aestheticism which constitutes a counter-hegemanthé Victorian social order. Thus we
have a conflict between the emergent Aesthetf®$and the dominant Victorianism. This
discursive conflict will be examined through thealsis of language in the light of Bakhtin’s
Dialogism. Indeed, what Raymond Williams refersa® the clash between tradition and
“oppositional formatiotf*° is referred to as the conflict between the ceatdpand the
centrifugal forces according to Bakhtin.

We shall argue in this respect that the langudgghe Picture of Dorian Grapas, in
Bakhtin’s terms, two poles: on the one hand, therde language of the Victorian official
discourse which is the expression of the centrigetaes whose ultimate function is to keep
the Victorian dominant language a unitary languiagerder to serve the Victorian project of
ideological unification and centralization; on tl¢her hand, there is the language of
Aestheticism which stands as a counter-discoursea Aentrifugal force, this language—
articulated in the words of Dorian Gray and LorchHeWotton—functions to disunify and to
decentralise the Victorian ideological unity. Digiem in this novel works toward dis-

crowning the Victorian discourse, and thus its undt Via Wilde’s use of the principles and

29 Why do we consider Aestheticism emergent? In Wfils’s classification of cultural ideas as eithesicheal,
dominant, or emergent, Aestheticism is neitherdedi nor dominant; it is emergent because it fitdligvhs's
definition when he says:by ‘emergent’ | mean, [...], that new meanings andues, new practices, new
relationships and kinds of relationships are coatity being create{ Marxism and Literaturg.123).
Aestheticism is a socio-cultural attitude formedaipposition to traditional Victorian valuekdeed, Dorian
Gray’s preoccupation with the freedom of the sdalp the role of subverting Victorianism in thatépresents
new spaces which threaten the Victorian Establistime

“%Raymond WilliamsMarxism and LiteratureOxford: Oxford University Press, 1977.p.114.
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values of Aestheticism, the Victorian culture urgers a process oflfalogizatiori *** in that
Wilde makes us aware of thecdmpeting definitiori$'? of the Victorian values and
assumptions. More concretely, the conflict is thiathe individual with the social laws; we
mean the conflict between individual passions/éssand ideological reason.

The result of the struggle between the two compgetorces (the centripetal and the
centrifugal) will be shown basically through Rayrddwilliams’s theory of Modern Tragedy
and other modern views of tragedy. The usefulnéssi®theory lies in its conception of the
problematic hero. We shall show what makes of Do@Gaay a modern tragic hero (or an anti-
hero and how forces of the subversion are checkddcantained by the Victorian authority.
Still more important, this theory sheds light oe ttontainment of Dorian’s sins. Dorian Gray
lives according to the principles of Aestheticiss @ manifestation of his longing for a
different reality, yet he dies without coming ankpser to his desired goal. Does this
containment refer to the triumph of the Victoriautheority over individuals who transgress
social taboos or does it mean that the doctrinédedtheticism is not powerful enough to
survive in the prevailing social order? In otherrds) is this containment a sign of the
Victorian Establishment’s ability to ideologicallame and dis-empower all those who

attempt to create principles and values other tharVictorian ones?

1. Oscar Wilde’'s Subversion of the Victorian Concefpon of Ethics and
Aesthetics

Oscar Wilde’s subversive task is done purposefitly challenge the dominant
Victorian ideology. Unlike Thomas Hardy who has adleed oppositional formations on the
marriage question, Wilde’s manner of subversioremmarkable in rejecting, redefining, and
stratifying the established Victorian conceptiorfsethics and aesthetics. He rethinks the
relationship between the individual and the soeat] he establishes a new personality for the
individual and fills him with the philosophy of Aeticism. What Wilde basically subverts is
the Victorian preoccupation with materialism notlyoy ignoring the spiritual life of
individuals in society but also restricting it tugh morality, religion, and stifling social laws.
Wilde’s theory of Aestheticism seeks to liberate thdividual from all sorts of Victorian
repression in order to reach self-development;rses®f self-development which is totally
different from the Victorian conceptioifhe Victorian emphasis upon moral content as the
supreme criterion of great art is challenged byd&/ihrough the introduction of Aestheticism

as a new way of life.

Z\ichael Holquist, Ed. Caryl Emerson and Michael ¢ost, TransThe Dialogic Imagination: Four Essays
by M.M.Bakhtin Austin: University of Texas Press, 2008."{Ipaperback printing,*ledition 1981). p.427.
212 (i

Ibid., p.427.
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Wilde “wrote for a middle-class audience with pretensitmthe upper-middle class
or aristocracy. [...]His audience was as middle-class as he”#fd#\s an iconoclast, Wilde
protests against the Victorian intensive preocdopatith materialism and its repression of
spiritualism. In other words, what Wilde conceivas undesirable is the substitution of
spiritualism by the world of work and politics. Tiwake things clear, by materialism, we mean
the greed for money and wealth which render arviddal a machine-like seeking only the
material side of life. What about his spirituakl’f What about the life of his soul? What about
his own ideas, emotions, feelings and desires?ergasstions lead us to another important
question: does Victorian society give importanceuoh a reality as the life of the soul? Does
perfection lie only in the material side of life®dW is perfection really achieved? It is not that
such questions have not been raised before, hheitate 19 century, they assumed a new
significance because of the general call for freedwoall scenes of life. The individual then is
more aware of what is going on around him. All thgsestions emerge in the themes of this
novel. Wilde’s primary aim of subverting the Vidam ideology is done, thus, for the sake of
change; a change which, in his own point of vieswpassible through leading an “aesthetic”
life, one which disregards Victorian morality ar@tgl concerns. Wilde’s preoccupation with
issues of art, the artist, and criticism are ima@ottlements in the course of change. Wilde is
concerned with a society that is in need of a cedogyet rid of the injustices and inequalities
that are the effect of Capitalism and Industrialisthe only way to enjoy life in such a
society is through art. Wilde debases the bourgaaistic taste and advances the philosophy
of Aestheticism which celebrates beauty, pleasamd,joy and rejects all moral concerns.

In the chapter entitled “The Creative Mind”, dhe Long RevolutignRaymond
Williams argues that any way of living is alwaydmct to change:

We ‘see’ in certain ways—that is, we interpret sepsnformation according
to certain rules—as a way of living. But these watlsese rules and
interpretations—are, as a whole, neither fixed nonstant. We can learn new

rules and new interpretations, as a result of whighshall literally see in new

Way5214

It is on this theoretical basis that it is possifde us to interpret Dorian Gray’s shift from a
moral respectable Victorian man to an immorakd, corrupt, and shamefd® man.
Realising that the Victorian social rules are nged, Dorian Gray alters them by learning
new ways and new interpretations which constitudéfarent reality. According to Raymond

213 Frederick S. RoderRalgrave Advances in Oscar Wilde Studiasndon: Palgrave Macmillan, 2004.p.104.
24 Raymond WilliamsThe Long RevolutiorLondon: Penguin Books, 1975.p.34.

215 Oscar Wilde.The Picture of Dorian Gray1891), in Richard Aldington and Weinthaub StanlEgs. The
Portable Oscar WildeNew York: Viking Penguin, 1981.p.313. All subseqtireferences are from this source
and will be put between brackets.
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Williams, “there is not only variation between cultures, the tndividuals who bear these
particular cultural rules are capable of alteringnd extending them, bringing in new or
modified rules by which an extended or differerdlitg can be experienced'® Such a
different reality which is experienced results frame individual's need to freedom from the
social constrains. As Lord Henry explains, if themast be a change it is because sélf
denial' (p.159). The excessivéocus on the material side of life denies the gymitilife; this is
why aesthetes like Wilde extricate aftdm the material practices, social relations and
ideological meanings in which it is always caugptd’

Wilde’'s arguments against the Victorian Establishingustify the ‘Cultural
Materialist argument that texts are not simple stgis of social power. Rather, they must
necessarily harbor dissident, fractious energied tmdermine the sense of cohesive certainty
that ruling elites seek to impose on a cultif® At a time when aristocratic class seeks to
impose a moral task of art, Wilde’s novel seeksstbvert such a task by redefining its
ideological beliefs because, as Terry Eagleton pytSan ideology is never a simple
reflection of a ruling class’s ideas; on the comyrait is always a complex phenomenon,
which may incorporate conflicting, even contradigtoviews of the world®*® The clash
between the Victorian world view and the Wildeare arepresent a conflict between the
Victorian tradition and the Victorian modernity as incarnated in the philosophy of
Aestheticism.

Among the dissidents which subvert the Victoriammesticity, sinshave a significant
role in the philosophy of Aestheticism because thay be transformed intelements of a
new civilisation, more marvellous and more splertti@h any that has gone befdr&° Lord
Henry encourages sinful acts in various instanees.example, he says to Basil Hallward,
“the costume of our day is detestable. It is so sendp depressing. Sin is the only color-
element left in modern lifeln this respect, Lord Henry attributes to simew meaning. He
links it with life and progress. Wilde tells us mreoabout the new meaning of sin when he
says:

What is termed Sin is an essential element of gsgrWithout it the world
would stagnate, or grow old, or become colourleBy. its curiosity, Sin
increases the experience of the race. Through ntensified assertion of

2% The Long RevolutiarOp.cit.,p.34.

21" Terry EagletonLiterary Theory: An Introductiorf1983). United Kingdom: Blackwell publishing, 1998
edition).p.19.

218 julie Rivkin and Michael Ryan, Edsiterary Theory: An Anthologynited Kingdom: Blackwell Publishing
Ltd, 2004.p.743.
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individualism, it saves us from monotony of typeitd rejection of the current
notions about morality, it is one with the highénies®**
Before the introduction of the ideas of AesthetiisVilde points out the problem

with the Victorian tradition through the speech lafrd Henry. His alternative views and
beliefs constitute a threat to the dominant soaider. As an irreverent character, he is the
first in the novel to express unconventional, icdastic, and challenging views. His position
as a dissenter is rendered clear when he attaekspiirer class ideology of his age. When he
says that it is only the sacred things that are worth toudiip.197), he directs his critical
speech to the upper class ideology which limitsftekedom of the individual. Further, when
he speaks about the question of influence, he derssiit bad. He relates the individual’s
status of stagnation to the bad Victorian influemoeaning that the dominant ideas which
govern him do not fit such an age; it is time to gk of them. He argues that the individual in
society is not free to behave according to his d&hefs or to think his natural thoughts.
When he says thatPtople are afraid of themselves, nowadays. Theg largotten the
highest of all duties, the duty that one owes te’'mself’ (p.158) he points out that the
dominant social order shapes one’s life in suchag &as to serve only the social needs and to
ignore the duty that one owes to one’s self. Helissghat man should be courageous to face
such a dilemma because the aim of lifetesrealize one’s nature perfectly—that is what each
of us is here faf (p.158) He also implies that the social laws se#ish in that they ignore or
repress one’s desires. One is always obliged bavieand think according to what society
considers as good and allowed. Lord Henry says:

There is no such thing as good influence. [...]Alluence is immoral, immoral
from the scientific point of view.[...] Because tfluence a person is to give
him one’s own soul. He does not think his natunalughts, or burn with his
natural passions. His virtues are not real to hifis sins, if there are such
things as sins, are borrowed. He becomes an ecBorné one else’s music, an
actor of a part that has not been written for hijm.158)

Lord Henry also attacks religion and considershaeier for man’s progress when he
says that ih the Church, [successful men] don’t think. A lbistkeeps on saying at the age of
eighty what he was told to say when he was a bejygbteei (p.142). The role of religion is
also discarded and subverted by Dorian Gray. Thishown when he writesa“passionate
letter to the girl he loved imploring her forgivesseand accusing himself of madnégs.246)
As an artistic form, this letter has been covensdt’ wild words of sorrow, and wilder words
of pair’ (p.247), and as such it substitutes the religiowe in church to whom Dorian is

supposed to confess his cruelty and sin towardgd S#me. This is why Dorian thinks that
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“there is a luxury in self-reproach. When we blaraeselves we feel that no one else has a
right to blame us. It is the confession, not thégir that gives us absolutidn(p.247).

Indeed, after having finished writing the letteprian feels that he has been forgiven. This
feeling is enough for him to believe that he iggfeen; there is no need for a priest to do so.
Dorian’s letter is critical and creative: criticadl religion as it suggests that a priest is not the
only person we resort to in order to confess sins equally creative and emergent in the
sense that it is a new artistic way to implore feegess. It is in this sense that Wilde argues
in his essay “The Critic as Artist” thatife employment of a new material is a critical as well

t?> As a new material, this letter subverts the rdle @riest. In so

as a creative elemef
doing, Dorian is self-helped; he decentres the ableeligion in consoling individuals and
centres it in art. When he speaks abodat ¢onsolation des arts(p.263), he states his
oppositional attitude towards those who find coasoh in religion. Writing this letter
consoles him because it gives reality to his fgmlitowards Sibyl Vane; as he says,i$
simply expression, [...], that gives reality to thsrig(p.260) Wilde, in this respect, gives
voice to self-development in that Dorian’s indivad@xpression of self-reproach is a triumph
over the role of religious men in reproaching smsn®esides, through Lord Henry’'s voice,
Wilde argues thatrfothing makes one so vain as being told that one ssnnet (p.254)
meaning that one’s reputation as a sinner in tles ey society is negative because it will only
let him commit more sins.

Just like religion, morality is also to be disaaadrom life for it plays its part in self-
denial: ‘the terror of society, which is the basis of morake terror of God, which is the
secret of religion,—these are the two things thategn us’(p.158) Instead of answering the
demands or religion and morality, Lord Henry pragmso return to the Hellenic ideal to
liberate the soul from the material world; he says,

| believe that if one man were to live his life ¢uity and completely, were to
give form to every feeling, expression to everyughd, reality to every
dream,—I believe that the world would gain sucheali impulse of joy that we
would forget all the maladies of mediaevalism, egtdrn to the Hellenic ideal,
— to something finer, richer, than the Hellenicatjet may be (p.159)
The doctrine of Hellenism is what Wilde, througle thoice of Lord Henry, proposes as
an “oppositional formatiot??®* which not only subverts the Victorian Establishmnbant is
also an “emergent” idea which puts forwametv meanings and valué§’. It is concerned

with the revision of moral standards in such a waayto, in Williams’s words again, have

222 Oscar Wilde. “The Critic as Artist” (1890), in Altyton Richard and Stanley Weinthaub, Efise Portable
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“significance because [it] represents areas of humgmerience, aspiration, and achievement
which the dominant culture neglects, undervalugsposes, represses, or even cannot
recognize’??

By Hellenism, Wilde refers to the idea thatesthetics are higher than ethitg® “A
new hedonism,—that is what our century wants,” daysl Henry to Dorian Gray. Wilde’s
aesthetic existence/experimentation is intendeshtaw that an individual needs freedom to
liberate his desires because, as Lord Henry shgsrigidness of the Victorian social laws
result in self-denial: The mutilation of the savage has its tragic survimathe self-denial
that mars our lives. We are punished for our refsisBvery impulse that we strive to strangle
broods in the mind, and poisons "ugp.159) Lord Henry, in this respect, inserts, wha
Williams calls, not only as a way to redefine thieturian ideology but also to threaten and to
question its dominance; this is why he says to &ofray:“The only way to get rid of a
temptation is to yield to it [because if you] rests your soul grows sick with longing for the
things it has forbidden to itself, with desire f@hat its monstrous laws have made unlaw/ful.
(p-159)

Lord Henry depicts the Hellenic ideal of self-flifent as what society is really in need
of. The Hedonic ideal as expressed by Walter Rat&varius the Epicurean” does not mean
to seek pleasure for the sake of pleasure butrrédh¢he sake ofd general completeness of

life”#*’, one which requires Ifisight, Liberty of soul, freedom from all partiand
misrepresentative doctrine which does but reliave element of our experience at the cost of

another, freedom of all embarrassment alike of eédor the past and of calculation on the

future’??® To shed more light on the concept of Hedor%FsgnDur task is not to accept Pater’'s
definition as a gratuitous argument which justifieerd Henry’'s and Dorian Gray’'s
Hedonistic criterion, but to question the very piosi of Hedonism in the novel. The question
we ask in this context is whether Hedonism is yealtheory about morals which substitutes
the Victorian morality as a law of pleasure orsitust a way through which one can escape

the harsh Victorian reality. In his article “Hedsm”, Joseplic. Canavan argues that
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Hedonism must mean one of two things. It mustrelibea pure theory, not
professing to touch the real issues of life, thg-deeam of a leisurely class
who have time and opportunity to dabble in phildgoal speculations, or, it
can be a moral system, that is, it can be helditody by men who are looking
for a solution of the many practical problems withich they are continually
confronted?*°

In The Picture of Dorian Gragyboth meanings of Hedonism are expressed. Thenfieaning

is incarnated in Lord Henry’'s character. His attéuowards Hedonism is simply a pose, a
pure theory andahn intellectual charadé>* which he does not take seriously; in other words,
his Hedonistic beliefs remain at the level of thiougnd speculation since it is not him who
acts upon them but he urges Dorian Gray to do sandfice this when Basil Hallward says
to him, “you never say a moral thing, and you never do angrthing. Your cynicism is
simply a posé (p.144) But he urges Dorian Gray to live freallien he tells him:

Live! Live the wonderful life that is in you! Lebthing be lost upon you. Be
always searching for new sensations. Be afraidnothing. [...] A new
Hedonism—that is what our century wants. You migghits visible symbol.
With your personality there is nothing you coutit do. The world belongs to
you for a seasor(p.164).
Viewed from Cultural Materialist lenses, New Hedomi‘takes on manifestly alternative or
oppositional forms>? “which [has] significant effect on the hegemonic qass itself?*
Wilde intensifies the need to live one’s life fubiyd to pursue a great variety of experiences
disregarding the constraining morality and thdistfVictorian values.

As for Dorian Gray, the second meaning of Hedonfgsmnhim because he seriously
takes it into consideration as a moral system wipobvides solutions of the practical
problems Lord Henry staté¥' It has a real significance throughout Dorian Gsdife; it is “a
pleasure which transports [him] out of [himselflntil [he] almost forgets that life has any

miseries’®*® The first impact of Hedonism on Dorian Gray’s lifeevident after Sibyl Vane’s
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death. He managetb detach himself from bearing the responsibility of her theaHe
aestheticises her death when he considers herdsugitragedy that possesses artistic
elements of beautyp.252) so as not to blame himself. He also masap detach himself
from the sense of guilt when Lord Henry encourdges to view Sibyl Vane as a literary
tragic figure. As an aesthete, Lord Henry urgesi@oto view life through the lenses of art in
order to escape the feelings of sadness and gtiis. is what we notice when he says to
Dorian,

No, she will never come to life. She has playeddstmpart. But you must think
of that lonely death in the tawdry dressing-roorm@y as a strange lurid
fragment from some Jacobean tragedy, as a wondscknie from Webster, or
Ford, or Cyril Tourneur. The girl never really lide and so she has never
really died. To you at least she was always a dreamphantom that flitted
through Shakespeare’s plays and left them lovdberits presence, a reed
through which Shakespeare’s music sounded richel @ore full of joy.
(p.255)

Dorian accepts such an interpretation when he say®rd Henry, it [Sibyl Vane’s death]

has been a marvellous experience. That is all.ndeo if life has still in store for me anything
as marvellous(p.256) This means that he has really made hisisd® in pursuing a
Hedonistic life. By this incident, he feels thatgttime to decide for his choice; he opts for
“Eternal youth, infinite passion, pleasures subthel &ecret, wild joys and wilder sins,—he
[is] to have all these things. The portrait [is] teear the burden of his shame: that was’all
(p-258)

“Every moral theory, if adopted uncompromisinglyyveleps a peculiar type, a
character. If it is genuine, it must be practi¢4f® Canavan argues. This is what we notice in
Dorian Gray’s characterization. The constructionttus male identity subverts the typical
Victorian one. Unlike Lord Henry for whom Hedonissna pose, Dorian Gray's Hedonism is
practical. It leads him to develop a Hedonisticetyan Aesthete, a danggrsona lt is a new
masculine identity which is in itself a subversiagpect in that it is, morally speaking, an
oppositional formation and a new kind of relatiapstas compared with the Victorian
conception of male identity. One of its subvergwanifestations as a newly emergent male
identity in the upper class is its displacementh&f male-female relationship to male-male
relationship, disrupting by such the moral standasdt on gender relationships. In other
words, one of dandyism’s aspects of novelness geé&k friendship with men. In the novel,
we come across this matter via two ways: all malationships are built on unusual love

relationship, and the discourse on woman is delpged. The first man who shows love

236 «Hedonism” Op.cit., p.76.
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feelings for another man is Basil Hallward. Whenelxpresses his affection to Dorian Gray,
the reader feels that it is as if he is in lovehwvdtwoman, not a man. For instance, he says:

| saw Dorian Gray for the first time. When our eyest, | felt that | was
growing pale. A curious instinct of terror came pwee. | knew that | had
come face to face with some one whose mere peityonals so fascinating
that, if | allowed it to do so, it would absorb nwrole nature, my whole soul,
my very art itself. [...] | found myself face to faggh the young man whose
personality had so strangely stirred me. We welgeqtlose, almost touching.
Our eyes met again. [...] we would have spoken td edber without any
introduction. Dorian told me so afterwards. He, téelt that we were destined
to know each othef...].[| see Dorian Gray] every day. | couldn’t beppy if
| didn’t see himOf course sometimes it is only for a few minuteg. 88few
minutes with somebody one worships mean a great[defl do worship him
He is absolutely necessary to me. [...] if you omigvk what Dorian Gray is to
me! (pp.146, 147,149)
It is in the portrait of Dorian Gray that Basil Haard puts all these love-feelings. This is why
he refuses to exhibit it. He knows that it is addlat dares not speak its name because it is
sexually deviant; he also knows thdahé world might guesg” (p.151) These passionate
feelings are affirmed on two occasions. First, rafb®rian announces his intention to be
engaged to marry Sibyl Vane, Basil Hallward feddsl;sindeed, 4 strange sense of loss
[comes] over him. He [feels] that Dorian Gray [Wilhever again be to him all that he had
been in the past (p.229) Second, there comes a time when he Hinelés Dorian Gray

about his secret feelings:

It is quite true that | have worshipped you witlh faore romance of feeling
than a man usually gives to a friend. Somehow,d haver loved a woman.
[...] From the moment | met you, your personality iael most extraordinary
influence over me. | quite admit that | adored ymadly, extravagantly,
absurdly. | was jealous of every one to whom yakeapl wanted to have you
all to myself. |1 was only happy when | was with.yd(hen | was away from
you, you were still present in my avtou are made to be worshippddp.267-
268).

Basil Hallward is not the only man who admires, falips”, or falls victim of
Dorian’s fascination. This is what we notice whendsks Dorian,Why is your friendship so
fatal to young me®' (p.309) He mentions the names of young men amichem whose lives
Dorian ruins with his fatal beauty; the men arek®wf Berwick, Lord Cawdor, Sir Henry
Ashton, Adrian Singleton, Lord Kent's only son, ymung Duke of Perth, Lady Gwendolen
(Lord Henry’s sister), and Lord Gloucester’s wife.

Dorian’s relationships are more established wigmrthan with women. He shows an
interest in the male sphere; even his relationsijite women are not durable and end
tragically (as is the case of Sibyl Vane and Hettyilde’s decision to place the dandy in such

an important role represents, in our view, an iendésire to break down the Victorian
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masculine stereotype which he personally finddirsgif and it also questions the position of
woman. In this perspective, does the Wildean homedepolitics—as incarnated in the
dandypersona—imply misogyny, or is it simply an affirmation sexual deviance with no
intention to subvert woman’s position in societyhsivering this question involves an
analysis of woman’s image as represented througinacterization and language. In our
opinion, when he replaces the male-female by a-male relationship, Wilde’s intention is
not to advance misogynist arguments. To the contifilde’s positioning of the dandy
requires a deep look into the motivations of tharabters, Lord Henry in particular. As an
Aesthete, Lord Henry celebrates the unnaturalintimeoral, and encourages the forbidden. As
such, the male-male love is just one case which fhe doctrine of Aestheticism in practice.
It is not possible to speak about a successful Hleahale relationship at a time when sexual
deviance is preferred.

The discourse which accompanies woman’s image i ribvel is decentered and
disrupted in the language of Lord Henry. Indeedhet@me his speech includes woman, he
belittles her role. When he speaks about his ndhtifie, he says,[:..] | am married, and the
one charm of marriage is that it makes a life oteafgion absolutely necessary to both
parties. | never know where my wife is, and my wieer knows what | am doirigp.143)
Moreover, he believes thahd woman is a genius: women are a decorative Seay fiever
have anything to say, but they say it charminglyeylrepresent the triumph of matter over
mind, just as we men represent the triumph of roiret morals. (p.192) He also argues that
woman has no significant role in man’s life in thtte only way a woman can ever reform a
man is by boring him so completely that he losépassible interest in life. If you had
married this girl you would have been wretcligp.251). He sharpens his aesthetic ideas and
extends them to console Dorian Gray after the de&tBibyl Vane. So as not to blame
himself for being cruel with her, Dorian is toldath‘women appreciate cruelty more than
anything else. They have wonderfully primitiveimgs. We have emancipated them, but they
remain slaves looking for their masters, all thenga They love being dominatée(p.254)

Furthermore, inThe Picture of Dorian Gray dandyism is defined asafi attempt to
assert the absolute modernity of bedu{p.285) As dandies, Lord Henry and Dorian Gray
subvert the Victorian standards of beauty whicfoisd in submission for religion, morality,
and ideology, and they advance a new definitiomleéu, beauty is to be found in the
unnatural and the forbidden, in crimes, sins, agpobrisy. For instance, though Dorian
commits many sinful acts, he is always delightedawy on his deeds. He does not feel guilty
at all. This feeling of pleasure is sharpened wihewbserves his portraithe very sharpness
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of the contrast used to quicken his sense of pteasie grew more and more enamoured of
his own beauty, more and more interested in theuption of his own soul (p.283) The
dandy is often placedat the center of debates about the history of thedsexual in the
West, the history of modern culture, and the rdidhe queer in constructions of modern
identity.”?*” This modern identity is often related to an aesttsed world, one which retreats
from socio-political and economic concerns.

The “notion of dandyism as a protest against modernsrihl capitalisni®*®is shown
in the character of Dorian Gray in such a way awitledraws himself from all kinds of social
activity. When he is introduced at the beginning toé novel, we know that he is a
philanthropist; but under the influence of Lord lHenhe devotes his life to the study of
music, perfume, literature, and going to theatretlh#e narrator says,

in his search for sensations that would be at onew and delightful, and
possess that element of strangeness that is sateése romance, he would
often adopt certain modes of thought that he knewe really alien to his
nature, abandon himself to their subtle influen@ex] then, having, as it were,
caught their color and satisfied his intellectualriosity, leave them with that
curious indifference that is not incompatible watmeal ardor of temperament,

[...](p.280)
Raymond Williams views that the relationship betwéke dominant social order and the
excluded social (human) area is by no means aaxtintory one, and what matters about
emergent culture is to findnéw forms or adaptations of fort®® Wilde's dissident
Aestheticism is a new adapted form and a subversiutural practice which employs
dandyism as an instance of what Williams cafle*“liberal conscience against sociefy: in
other words, it is a revolt against the establisbeder and against the moral theory of
Utilitarianism. As a decadent novdlhe picture of Dorian Graypresents a particular kind of
everyday life, one which is at odds with middlessl@omestic ideology.

As a dandy-aesthete, moreover, Dorian rejectstties ef work and respectability that
define middle-class masculinity. He never enterg]d, or even contemplates a profession,
never marries, never has children, and never esit@sl a proper middle-class home; his
relationships with women often end tragically; eathhe lives a life of extravagance and
luxury, eschewing everything that the middle-cleslsies.

The emergence of the asexual dandy as an altezntatithe strict Victorian sex role
stereotypes questions and stratifies identity te Mictorian decadent society. In fact, the
personality of Dorian Gray is split into two: thedy and the soul, or the outside/appearance
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and the inside reality. The conflict lies in thetféhat the apparent respectability of Dorian’s
life is threatened from his inside, by the innentcadictions and tensions that Dorian seeks to
conceal behind the mask of beauty. What is saiDafan is also applicable to his society.
Dorian is a decadent protagonist who representscadint social class. This class tries to
hide the contradictions which its members embody emdure behind the mask of art and
respectability. What Wilde warns against, in thientext, is the danger of deceitful
appearance by denouncing the shallowness and hgpadrthe Victorian. However, such a
behaviour is doomed to fail tragically becauseStephen Greenblatt puts ifarf attempt to
stabilize the order of things may turn out to subve?** and ‘subversiveness is the very
product of that pow&f*?. This means that while Dorian attempts to stabilize order of
things in his society—through his outward moraétyd respectability—this attempt turns out
to be a subversive force which unveils his hypgcris this context, Wilde suggests that the
ultimate goal of liberating the soul from the Vigem constraints should not be done
excessively but harmoniously. In other words, thiewe self-perfection, there should be
harmony between the needs of Ethics and those sthagcs.

In her article entitledThe Dialectics of Dandyism,” Elisa Glick arguesttithe dandy
emerges out of the historical contradictions of it@Emm—in particular, the opposition
between outward appearance and inner esseffteDorian’s outward appearance is
fascinating. Even when he commits sinful acts, peao not believe such rumours about
him; as Basil explains to him:

Of course you have your position, and your wealtig all that kind of thing.
But position and wealth are not everything. Minduiyb don't believe these
rumors at all. At least, | can't believe them wHesee you. Sin is a thing that
writes itself across a man’s face. It cannot beasated. People talk of secret
vices. There are no such things as secret viceswifetched man has a vice, it
shows itself in the lines of his mouth, the drobpis eyelids, the moulding of
his hands ever{(p.308)
Basil Hallward speaks from a Victorian perspectiveahow that society does not allow such a
person with a bad reputation to escape punishneatis sure that if Dorian were as
destructive as his reputation goes, he would haaaged physically; but since Dorian is still
beautiful, Basil cannot believe what he has heatowever, Basil doubts the reality of
Dorian’s soul, a reality which he discovers the meatrhe sees the portrait. He discovers the

reality of Dorian’s soul, that it is corrupt, bahd sinful.
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If we think of masculinity as being constrained tvgditional domestic ideology,
Dorian’s characterization shows no sign of thisdkiHe frees himself from social obligations
in that he is no longer the philanthropist he usebte. He also frees himself from morality
and religion. He is also a dandy in his manneriantsfastidious dress. The narrator describes
him on one occasion saying,

[he] dressed himself with even more than his usisntion, giving a good
deal of care to the selection of his necktie anarfsgin, and changing his
rings more than once. He spent a long time ovealkfest, tasting the various
dishes, talking to his valet about some new liwetieat he was thinking of
getting made for the servants at Selfpy323)

Wilde presents Dorian as‘privileged figure in the development of moderhucal
forms”?** We notice this in the narrator's speecfdrian] sought to elaborate some new
scheme of life that would have its reasoned phgbgand its ordered principles and find in
the spiritualizing of the senses its highest redion.” (p.285)

In this respect, Wilde’s theory of Hedonism claitosbe positive and healthier than
traditional Victorian Ethical views which preachfssacrifice and self-denial. Wilde believes
that one should not deny himself; rather one sheufgerience as much as he can in order to
develop. He believes that self-development is theetbpment of one’s intellectual, emotional
and sensory powers. His promotion of Hedonism we®lthe celebration of beauty and joy
and the frenzied pursuit of pleasure. This meamdact, turning one’s life into art, thus
escaping the hypocritical and brutal or painfulitga

The theme of ‘life through art’ is a dominant ofredeed, the first character whose life
Is turned into a work of art is Dorian Gray. LifeDorian is ‘the first, the greatest, of the arts,
and for it all the other arts seemed to be but aparatiorf (p.100). Dorian does not reach
this conclusion alone; it is Lord Henry who inflees him with his Aesthetic doctrine. The
latter is happy that he has successfully inspireddd’s sense of beauty and curiosity. Still
more important, he turns him into the aesthetypé of what the age is searching "for
(p.165). He is also quite satisfied that Dorian hasger carved a statue or painted a picture,
and has simply turned his own life into art becacsering a stature and painting a picture
reveals interest in life not in art, which againang a materialization of life.

One reason behind Dorian’s leading of a life tiglowart is, in our view, to prove
Wilde’s claim—in his preface to the novel—thadll“art is quite useless(p.139), which
means that if there is a reason for one’s existéniefor self-development not for social
services. Dorian’s attempt to turn his life intevark of art involves his rejection of ethics; as

Wilde puts it, ‘No artist has ethical sympathies. An ethical sytmpah an artist is an

244 bid., p.130.
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unpardonable mannerism of styl€p.139). when Sybil Vane died, Dorian had noieh
sympathy for her. In Wilde’s view, Dorian is anistrtin the sense that he paints his life
according to the principles of Aestheticism andooos it with the ideals of New Hedonism.
Thus, as an artist, Dorian has no ethics. Then® iglace for morality in his life; all he wants
is the pursuit of new experiments which will filinm with joy and pleasure. Through the
‘aestheticized’ life of Dorian, Wilde implies thegal art takes no part in moulding the social
or moral aspects of society, nor should it. Howelmrian exaggerates in so doing because
he loses all meaning of Ethics, sympathy in palicU-urthermore, the Aesthetic view of art
(that it should be divorced from social, moral, adéological imperatives) is not only
reducible to art; it also concerns life itself. thms respect, Wilde’d'he Picture of Dorian
Gray is an unconventional novel which foregrounds tlindogophy of Aestheticism; yet
Wilde also extends his Aesthetics to life itse#f imshown through the life of Dorian Gray.

Unlike Thomas Hardy who views life pessimisticalgs not worth living, for the
reasons we have provided in the previous chaptecalOVilde believes that life is bearable
with all its painful and tragic situations only whét is viewed as art. He means that an
individual has to detach himself from life andétencerns. In his essay entitled “The Critic as

Artist”, he confirms this idea saying:

We might make ourselves spiritual by detaching elues from action, and
become perfect by the rejection of energy. It hisnoseemed to me that
Browning felt something of this. Shakespeare hddmlet into active life, and
makes him realize his mission by effort. Browninghtnhave given us a
Hamlet who would have realized his mission by thoutncident and event
were to him unreal or unmeaning. He made the doalprotagonist of life’s
tragedy, and looked on action as the one undraneément of a play. [...] He
at least is safe. He has discovered how to4fve.
Living in a hostile and hypocritical society, Wildas the quotation above implies, has
“discovered” a way of leading life without enduriitg tragedies. Treating life as a work of
art, where individuals are conceived as charagierforming their roles, is a new way of
escaping reality. Dorian, indeed, does not makistandtion between moral and immoral acts;

all he looks for is acts which generate pleasurasol doing, he embodies Wilde’s doctrine.

The wilful replacement of life by art in this noveeaches a point of absurd
artificiality, a characteristic of Decadent art, evhWilde shows Dorian in love with Sibyl

Vane, a woman who is more like an incorporeal pefation of art than a real woman. This

245 Oscar Wilde. “The Critic as Artist”, in Richard dihgton and Stanley Weintranb Ethe Portable Oscar
Wilde.London: Penguin Books, 1974. pp.107-108.
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is what we notice in Mrs. Vane'’s relationship whier daughter. When Sibyl Vane says to her
mother, 1 am so happy! And you must be happy,"t¢p.206) Mrs.Vane replies,Happy! |

am only happy, Sibyl, when | see you act. You matghink of anything but your acting. Mr.
Isaacs has been very good to us, and we owe hineyhdiiid) This reply is important to
consider because it reveals a disruption in famehationships. This mother is not able to
share her daughter’'s happiness, and she restrictghe role of actress. She does not view
Sibyl as a “daughter” but as an actress whose irolée is only to act in order to secure
money for their lodging. This family suffers fromoaal problems to which society is
indifferent. As a mode of production, Capitalismeated poverty and homelessness, and
rendered life difficult for the working class. Thane family is one example which illustrates
how painful life is under such conditions. Sibylnéais stereotyped in such a way as to be
only an actress; thus it is her self-denial whicirsnher life. She lives only to be an actress,
and the life of her family in the house of Mr. Isagto whom they owsefifty pounds ...a very
large sum (p.207)) depends on her life as an actress. Ag las she is an actress, she can
survive; but if she thinks she can get married twi&h, she may leave acting. It is in this

context that we realize the effect of materialismfamily relationships and on life in general.

It is not only Mrs. Vane who perceives the impocerof Sibyl’'s life as an actress.
Dorian also relates Sibyl to Art not to life. Whiea speaks about her, he always refers to her
acting. He does not see her as a woman. This i$ wdabserve in his dialogue with Lord

Henry:

“Tonight she is Imogen[Dorian] answered, and tomorrow night she will be Juliét.

“When is she Sibyl Vané?[Asked Lord Henry]

“Never’

“1 congratulate you.

“She is all the great heroines of the world in or&he is more than an

individual.”(p.200)
Dorian tells Basil that he has seen her “in evegg and in every costume” (p.196), and he
finds her superior to ordinary women who are ndascinating becausehey are limited to
their century. No glamour ever transfigures thefibid). Sibyl is also an embodiment of
Dorian’s aesthetic imagination, as he describes ‘idrave been right, Basil, haven't I, to
take my love out of poetry, and to find my wifSlvakespeare’s plays? Lips that Shakespeare
taught to speak have whispered their secret in any @p.224-225). What affirms Dorian’s
‘aestheticized’ view of Sibyl Vane is when he akksd Henry about the secret to make Sibyl
love him not for the sake of mutual love bt ‘make Romeo jealcuf.200) and to letthe

dead lovers of the world hear [their] laughter, amgtow sad (ibid). Such a way of
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conceiving things is also noticed in Lord Henryjseeech about Sibyl Vane. After her death,
he views her less than a real woman; he says tmamdmourn for Ophelia, if you like. Put
ashes on your head because Cordelia was stran@leg.out against Heaven because the
daughter of Brabantio died. But don’t waste youargeover Sibyl Vane. She was less real
than they ar€ (p.255)

This new mode of existence which is an attemptito life into art and to pursue new
experiences and new sensations also includescewie, and sin. Sin, in particular, seems to
have a significant role in the philosophy of Hedwomias it may be transformed into an
“[element] of a new civilisation, more marvellousdamore splendid than any that has gone
before”?*® Lord Henry encourages sinful acts in various insts. For example, he says to
Basil Hallward, the costume of our day is detestable. It is so sepdm depressing. Sin is
the only colour-element left in modern lifén this respect, Lord Henry attributes to sinew
meaning. He links it with life and progress. As tdilwrites:

What is termed Sin is an essential element of gssgrWithout it the world
would stagnate, or grow old, or become colourleBy. its curiosity Sin
increases the experience of the race. Through ntensified assertion of
individualism, it saves us from monotony of typeitd rejection of the current
notions about morality, it is one with the highénies (p.75)

The same idea is explicated in his essay “The cCa#i Artist”: ‘Ethics, like natural
selection, make existence possible. Aesthetios, sekual selection, make life lovely and
wonderful, fill it with new forms, and give it pnags, and variety and chang&’ Wilde
professes that the defence of the forbidden isngpoitant characteristic of individualism.
Explicating the purpose of his novel, Wilde sayat ih

deals with the exception and the individual. Goedgle, belonging as they do
to the normal, and so, commonplace, type are &é&bly uninteresting. Bad
people are, from the point of view of art, fascingtstudies. They represent
colour, variety, and strangeness. Good people exta$p one’s reason; bad
people stir one’s imaginatioff®
Dorian Gray is among the bad people who stir ome&gination. Lord Henry transforms him
to a sinful man. Aestheticism is shown as a massutjh which he uncovers the sordid truth
to demonstrateHow the apparent coherence of that order is thneagiefrom the inside, by

inner contradictions and by tensions that [societgkks to hide®*® The hypocrisy of Dorian

246 Oscar Wilde quoted by Jim Manis, Bdtentionsby Oscar Wilde. Pennsylvania State University, &tetc
Classics Serie2006.p.75.

2’0scar Wilde. “The Critic as Artist”, in Jim Mani€d. Intentionsby Oscar Wilde. Pennsylvania State
University, Electronic Classics Serj@906.p.122.

248 The Portable Oscar Wild@©p.cit.,p.05.

249 iterary Theory: The Basic©p.cit., p.185.
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is shown after he embraces the ideas of Aestheticifie wish he makes to keep his physical
beauty renders the portrait a living reminder af$ins and corruptions.

Dorian Gray’s physical beauty also introduces heoemergent and subversive theme
in late Victorian society: “the love that dare rgpeak its name.” The discourse which
accompanies and highlights this theme is evidebgdglasil Hallward. 1t is subversive
because it stratifies and displaces the traditioviatorian assumption of a romantic
relationship between man and woman. What we obgartias novel is the characterization
of Basil Hallward’s feelings towards Dorian Gray.

Wilde’'s emergent ideas, thus, confirm Raymond \Afiis’'s argument thatthe
dominant culture is never more than one playerhia tultural field, even if it is by far the
most powerful. There are always residual and emdrgérains within a culture that offer
alternatives to what Gramsci called the hegemitn¥In other words:

the dominant culture is always under pressure fedtarnative views and beliefs.
So while cultural materialist analyses of literargxts bring to light how these
texts are (inevitably conservative) instruments alominant socio-cultural order,
they also demonstrate how the apparent coherentebbrder is threatened from
the inside, by inner contradictions and by tensitha it seeks to hid&?

In the light of these quotations, we understand W#de's Aestheticism is the dissident
element which subverts the dominant Victorian aeltuby revising its ibeology and
introducing a new mode of life. This is evident wtibe narrator says, “

It appeared to Dorian Gray that the true naturetioé senses had never been
understood, and that they had remained savage amda merely because the
world had sought to starve them into submissiontaokill them by pain,
instead of aiming at making them elements of asmkituality, of which a fine
instinct for beauty was to be the dominant chanastie. (p.286)

This dominant characteristic of beauty dominatesidds life. He finds beauty in Sibyl
Vane’s death, in ruining his friends’ lives, in bgitreated as a respectable man when he is a
sinful, in killing Basil Hallward and destroying shicorpse. Beauty here is to be found in
immoral acts. It is one of the principles of Newddaism which is

to re-create life, and to save it from harsh, unegnPuritanism that is having
[...] its curious revival. It [is] to have its senacof the intellect, certainly; it
[is] never to accept any theory or system that wanVolve the sacrifice of any
mode of passionate experienite aim, indeed, was to be experience itself, and
not the fruits of experience, sweet or bitter asytimight be. Of the asceticism
that deadens the senses, as of the vulgar profliglaat dulls them, it was to
know nothing(p.286)

20 pid., p.182
%1 pid.,p.182.
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Aestheticism, in this respect, shapes a new cylamealternative culture whose ideas show
that the Victorian culture is not the only one iaciety. Dorian’s life is full of such
aestheticised existence. He does not live to sserety; he lives for his own pleasure.
Wilde’s subversion of the dominant Victorian idegpjothrough the principles of
Aestheticism is signalled through the aesthetie Dorian leads and the beliefs Lord Henry
expresses. From a Cultural Materialist point ofwidestheticism is an emergent aspect in
the late Victorian society because its doctrinegdten the dominant Victorian ideology.
Through Bakhtin’s theory of Dialogism, we shall bsa the language of the characters in

order to investigate the conflict between Aesthsticand Victorianism.

2. Dialogism of Art and Beauty

By ranking Aesthetics higher than Victorian Ethi¢g¢ijde attempts to decentre and to
decentralize the Victorian unitary language whitdites that Ethics is more important than
Aesthetics. The Victorian official discourse whiphvileges the ethical and the didactic role
of art is stratified in this novel. In his essayisBourse in the Novel”, Bakhtin argues that

The novel is the expression of a Galilean perceptd language, one that
denies the absolutism of a single and unitary |lagg+—that is, that refuses to
acknowledge its own language as the sole verbal samdantic center of the
ideological world®>?
This is the same perception of language we fintlVilde’s novel especially as regards the
notions of art, beauty, and love. Indeed, theseetlwoncepts, as are displayed in this novel,
create conflicting opinions. They are also “diagsgl” in that they form multiple levels of
meaning which make the novel polyphonic. The tridag relationship between Basil
Hallward, Dorian Gray, and Lord Henry Wotton isasf utmost importance as concerns the
truth of Ethics and Aesthetics. The subject matfethe dialogues of these three characters
deals mostly with the aim of one’s existence; theamng and the significance of art, beauty,
pleasure, love, influence, and sin; morality, imaiity, self-denial, and self-development.
These issues, indeed, are the most debatableutirayel the Victorian discourse in such a
way as to show that the latter is subject to chaamye that individuals are in need to go
beyond the prevailing Victorian standards of Etracsl Aesthetics. In this respect, Wilde’s
incorporation of the emergent Aestheticism contgua centripetal force whose aim is to
subvert, question, and unravel the Victorian etlidss is a way to say that an individual
should be allowed to “experiment” another posstblgh as long as the dominant one does

not serve progress.

%2 Michael Holquist, Ed. Caryl Emerson and Michaelddist, Trans.The Dialogic Imagination: Four Essays
by M.M. Bakhtin(1981). Austin: University of Texas Press, 200" (paper back print) p.366.
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With reference to the novel, we notice that tha fikelf is organised in such a way as
to expose Social languages and ideologies, the exhibiting aperiencing of such
languages: the experience of a discourse, a woed/\and an ideologically based &é3
Lord Henry exposes his social language in the lagftihe philosophy of Aestheticism, but he
does not experience it himself, as Basil tells Kiyou never say a moral thing, and you never
do a wrong thing. Your cynicism is simply a pigel44) Lord Henry's discourse calls for
self-development—that is the realization of one&tune perfectly—through the pursuit of
new sensations. The exhibition and the experiericeood Henry’'s philosophy of New
Hedonism are demonstrated by Dorian Gray. Lord fHemr fact, makes of Dorian an
“experimental methddp.205) to answer the question Wilde asked in nbgel: “Was the
soul a shadow seated in the house of sin? Or wabaly really in the so@t (p.204)

Wilde’s theme of duplicity also is intended to digilze the idea of art and beauty.
Dorian is outwardly beautiful, young, and charmingt inwardly he is sinful, old, and
corrupt. He is careless in his social interacti@msl intellectual interests, while he is
extremely consistent in appearance. This is whatekieals when he sayd, love beautiful
things that one can touch and handléh.vii) In this way, Wilde refers to the Victan
society which he esteems to be superficially anmhegntly ideal while decadent and corrupt
essentially. Wilde's social commentaries in theeh@pring from this theme of duplicity.
Because Dorian looks beautiful, people in his dgdelieve that he is good. Goodness in this
sense is related to beauty, not any beauty buperficial one. In this context, Wilde believes
that it is socially wrong to judge individuals oacaunt of their superficial beauty because it
Is such a judgment which leads Dorian to furtherdinful acts. People in society tend more
to believe what they see rather than what they. fesaa member of the late Victorian society,
Basil Hallward proves this traditional social beiwav when he says to DoriaftMind you, |
don’t believe these rumors at all. At least, | d¢dmelieve them when | see you [...] with your
pure, bright, innocent face, and your marvellousroubled youth,—I can’t believe anything
against you' (194-195). Thus we deduce that the social respda Dorian’s behaviour is one
of Wilde’s ways to highlight the superficiality afie late Victorian society. He also sheds
light on the split between soul and body, betwesserce and appearance; a split which
engenders an ugly reality and a false idealityBasil puts it:“[the] harmony of soul and
body,—how much that is! We in our madness haveragghthe two, and have invented a

realism that is bestial, an ideality that is vdid

23 |bid., p.365.
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The conflict between Basil Hallward and Lord Hemtythe beginning of the novel
over Dorian Gray is about how to best preserve ogeod status in the public eye. While
Basil contends that bad influence makes one lobéprespect, Lord Henry argues thail®
influence is immordl Basil Hallward’s warning of Lord Henry to leaorian Gray alone is
done as a way through which he can preserve hisnagmnof painting as suggested to him by
the beautiful character of Dorian. The new art Bdisicovers represents a refuge to escape
reality. This is what we notice when he says tadlidenry:

He has a simple and a beautiful nature.... Don’t spon for me. Don't try to
influence him. Your influence would be bad. ... Déakie away from me the
one person that makes life absolutely lovely to amel that gives to my art
whatever wonder or charm it possesgpsl55)

Lord Henry’s opinion about how to preserve a gotadus in society stands opposite
Basil's because Lord Henry believes thpteasure is the only thing worth having a theory
about (ibid). The presence of the theory of “New Hedonf, as presented through Lord
Henry, in late Victorian era indicates th#té dominant culture is never more than one player
in the cultural field, even if it is by far the migsowerful. There are always residual and
emergent strains within a culture that offer altetiwes to what Gramsci called the

hegemony®>*

The doctrines of “New Hedonism” whose main statetmefers to the pursuit
of pleasure as life's greatest aim , as uttereldoog Henry and practiced by Dorian, are a new
way through which one can escape the harsh andup&lictorian realities. Dorian escapes
punishment and avoids the feelings of sufferinghef death of Sibyl Vane by putting into
practice the philosophy of Aestheticism. He evenkih that he reaches self-development and
self-improvement in his pursuit of new sensatidiss is what he says to Basil Hallward:

To become the spectator of one’s own life, as Haays, is to escape the
suffering of life. 1 know you are surprised at majking to you like this. You
have not realized how | have developed. | was addoy when you knew me.
| am a man now. | have new passions, new thougbws,deas. | am different,
but you must not like me less.

Throughout this experimental method, Dorian Grayesdmot only liberate his
repressed desires but also witnesses a conflibiniimself. This is why we argue that the
dialogical nature of Wilde’s novel implies strugdletween the principles of Aestheticism
and those of Victorianism. As emergent, thus nieleas, Wilde's Aestheticism forms a
counter-hegemony. The reason why Wilde incorporsiietr challenging ideas stem from his
belief that the Victorian ideals are false onessT& what he expresses through the voices of

Lord Henry and Dorian Gray; voices which permitdneglossia to enter the novel. Wilde’s

254 Hans Bertend.iterary Theory: The BasicRoutledge. (place and date of publication arenomin).p.185.
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oppositional views as regards the notions of adtlzeauty create a conflict between aesthetic
views and the Victorian cultural system.

The conflict we witness between Dorian Gray, Bdddllward, and Lord Henry
Wotton is a conflict between world views, as Baklgays a particular language in a novel
is always a particular way of viewing the watft®®> The novel genre for Bakhtin represents a
very important element in life because the conilidtighlights is not a conflict of fictional
characters; the matter transcends this area to tifeatself. For Bakhtin, the novel is the
representation of the life of the utterance, ofcdigse. It depicts the drama of discourses
conflicting with discourses, of their struggle tssamilate, argue with, parody, stylise,
corroborate, make conditional, report, frame, ofiberately ignore each othér>®

Dorian Gray’'s mode of life, in particular, is suifj¢o conflicting views. He himself
witnesses this conflict and he expresses it on nomcgsions. He is aware of the impact of
Lord Henry’s philosophy of Aestheticism, but he manwithdraw from it. His discourse, in
particular, represents the drama of the Aestheiic\Actorian cultural system. The Aesthetic
discourse either parodies or deliberately ignones\ictorian official discourse. For instance,
among the significant discursive conflicts in theval is that between Dorian Gray and Basil

Hallward.

Bakhtin sees the hero of a dialogic novel agéceptor of many points of view, who
takes a restless, argumentative position towardwioeld, and is not a self-enclosed social
type”®’ This is applicable for Dorian Gray because he ivese many points of view
concerning beauty as an aesthetic value from Logdryq points of view which alter his
aristocratic beliefs and values but also which ter@aconflict within himself. For instance, as
an Aesthete, Dorian detaches himself from rea) Wfkich is only ugly, and finds a kind of
artistic beauty in the art of Sibyl Vane (as a rean Shakespearean plays). When she acts
badly, he deserts her and treats her cruelly sapitgr, ‘Without your art, you are nothirig
(p.237)

Though Dorian manages to detach himself from thesequences of Sibyl Vane’s
death, his cruelty and indifference towards Sib@n¥ is shown through the portrait for
“every sin that he [commits], a stain would flecklamreck its fairness (p.242) It is at this
moment that he decides to reform his cruel behaviowards Sibyl Vane; as the narrator

says,

#The Dialogic Imagination: Four Essays by M.M.Bakh®p.cit., p.333.

% prabhakara Jha. “Lukacs or Bakhtin? Some PrelipiGansiderations toward a Sociology of the Nova”,
Economic and Political Weekly/ol. 18, No. 31 (Jul. 30, 1983).p.41.

%57 Ann Rosalind Jones. “Inside the Outsider: Naste®rtunate Traveller and Bakhtin's Polyphonic Nbyie
ELH. Vol. 50, No. 1. Spring, 1983. p.69.
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He would resist temptation. He would not see Loshiy any more,—would
not, at any rate, listen to those subtle poisondsories that in Basil
Hallward’s garden had first stirred within him theassion for impossible
things. He would go back to Sibyl Vane, make hezrat®, marry her, try to
love her again. Yes, it was his duty to do so. [it.Was better to let Lord
Henry in, and to explain to him the new life he wag to lead, to quarrel
with him if it became necessary to quarrel, to papparting was inevitable
(pp.242,247)
Dorian Gray is not satisfied with what he has dam&ibyl Vane, this is why we notice his
conflicting ideas of Victorianism and Aestheticishe refers to Aestheticism as a poisonous
theory and refuses to listen to Lord Henrlykfiow what conscience is, to begin with. It is not
what you have told me it was. It is the divinesighn us. [...] | want to be good. | can't bear
the idea of my soul being hidedu§.248) Lord Henry considers this idea Very charming
artistic basis for ethics (p.248) Dorian's conflicting ideas, however, mut last long because
the centrifugal force of Lord Henry's Aestheticisnterfere to save Dorian from blaming
himself. As Wilde believes,No artist has ethical sympathy. An ethical sympathgn artist
is an unpardonable mannerism of sti(je.139)
In this context, Lord Henry convinces Dorian th#dtygVane's death is an accident in which
he “must not get [himself] mixed Lip(p.249) He transforms this tragic accident @ “
wonderful ending to a wonderful playp.252). The language used here is a means to
overcome the sense of suffering and pain. Thisuagg shows Dorian's detachment from life

by assuming the pose of a spectator, as Lord Hexplains to him:

Sometimes, a tragedy that has artistic elementseatity crosses our lives. If
these elements of beauty are real, the whole thimgly appeals to our sense
of dramatic effect. Suddenly we find that we ardamger the actors, but the
spectators of the play. Or rather we are both. Wactv ourselves, and the
mere wonder of the spectacle enthralls us. In tlesgnt case, what is it that
has really happened? Some one has killed hergdlbe of you(p.252)

With his witticism, thus, Lord Henry manages toptis&e Dorian from an active agent

of Sibyl Vane's tragedy to a passive spectator whpleased by such an experience. His
social voice contributes to silence Dorian's ethéganpathy. In this perspective, one feature
which characterises the language of Lord HenryhiatvBakhtin calls refractior? **® He calls

for an Aesthetic perception not only of art butifef itself by means of refracting (rejecting or
parodying) the Victorian ideology. His subversivisadurse on ethical and aesthetic issues
forms a centrifugal force which Dorian Gray holdgimst the prevailing ideology. As an

incorporated language, Aestheticism forms a “sidémlogical belief systen?>® which is

28 The Dialogic Imagination: Four Essays by M.M. BakhOp.cit., p.432.
259, .
Ibid.,p.311.
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utilised to refract Dorian's ethical sympathiesasao detach himself from moral concerns. A
reading of Aestheticism from the Bakhtinian lenstasses it in the rank of a centrifugal
linguistic force whose task is to unmask the Vieorbelief system and to destroy as'
something false, hypocritical, greedy, limited, noavly rationalistic, and inadequate to
reality.”*®® This is, in fact, what Lord Henry means by theaidef New Hedonism which
celebrates an aesthetic life (as we have shownqugy).

In Bakhtin’s argument, furthermorethe novel is the maximally complete register of
all social voices of the er£®* In our opinion, the position of Wilde himself isnhiguous.
Lord Henry cannot be taken simply as Wilde's moigitgs in the same line, Dorian and Basil
Hallward reveal aspects of Wilde's psyche. His @ascnot heard in one specific character but
in three characters, as Richard Aldington writésardd Henry Wotton is Wilde as he hoped to
remain, Dorian Gray as he feared he might bectfiérhe same idea is written by Richard
Ellmann who quotes Wilde saying3asil Hallward is what | think | am, Lord Henry wihthe
world thinks me, Dorian is what | would like to reother ages perhap& Wilde has a
critical tendency towards the Victorian ethos. Efisiques are illustrated mainly through Lord
Henry and Dorian Gray. Since he considers theccaii artist, so we can also consider these
two characters as artists. Their dialogues expvéstde’s opposing critical views. This is
what we notice in the dialogues between the thhegacters: Lord Henry, Dorian Gray, and
Basil Hallward. the characters in the dialogue are masks, objectifons of different
intellectual possibilities present in Wilde hinf$éf* Thus Wilde is not to be identified with
Lord Henry, Dorian Gray, or Basil Hallward. Rathénese three characters are masks for
modes of thought attractive to Wilde.

Lord Henry, the true voice of cynicism, playsianportant role in registering Wilde’s
subversive discursive position towards the latedfian social standards. When he says that
one’s aim in society is self-fulfilment, he marksemrientation of the Victorian conception of
one’s aim in life (i.e. to serve society). Lord Hgnm voice is significant because, as Basil
Hallward tells him, he never says a moral things Hiamorality thus transgresses the moral
social laws and constitutes what Bakhtin’s termevelness a “novelness [which] invades

privileged discourse” and shows that “boundariestvieeen [one’s language and another’s

“bid., p.311.
281 hid. p.430.
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language] are violatetf®® Lord Henry's dissent is initiated in his speectthvidorian Gray at
the beginning of the novel. His presentation ofgh#@osophy of Aestheticism or the ideals of
New Hedonism represents instances of his counseedrse which strive for social
significance. The latter is given a social spaceuph what Lord Henry considers as
“scientific experiment (p...), he makes life a scene where he experisnbis Hedonistic
ideas, and of course Dorian Gray is the objectiohs task; as the narrator says|i§] clear

to him that the experimental method [is] the onlgtimod by which one could arrive at any
scientific analysis of the passions; and certaiDbyrian Gray [is] a subject made to his hand,
and seem([s] to promise rich and fruitful result§.205)

The publication ofThe Picture of Dorian Grayn Lippincott's Monthly Magazine
allows Wilde to parody the various domestic modiel made up the ideal Victorian home,
and it permits him to enter into the middle-clagsdurse of the family literary magazine to
subvert it. According to Bakhtin’'s theory of Dialem, Wilde’s subversion of the Victorian
domestic ideology has dialogical undertones. Irfhiscourse in the Novel”, Bakhtin writes

when an aesthete undertakes to write a novel, ésshaticism is not revealed
in the novel’s formal construction, but exclusivelythe fact that in the novel
there is represented a speaking person who hapgehe an ideologue for
aestheticism, who exposes convictions that thersabgected in the novel to
contest. Of such a sort is Oscar Wilde’s The PiwfrDorian Gray*®

Lord Henry criticises the ailment of modern cwdtion in forbidding adequate
fulfilment of instinctual impulses and bodily setieas:

But the bravest man amongst us is afraid of himdéie mutilation of the

savage has its tragic survival in the self-derttzt mars our lives. We are
punished for our refusals. Every impulse that Wweves to strangle broods in

the mind, and poisons us. The body sins oncehasddone with its sin, for
action is a mode of purification. Nothing remaitien but the recollection

of a pleasure, or the luxury of a regret. The omgy to get rid of a

temptation is to yield to it. Resist it, and y@aul grows sick with longing for
the things it has forbidden to itself, for desioe What its monstrous laws have
made monstrous and unlawf(.20).

From this quotation, Lord Henry explains that ithe ‘monstrous lawsof the self-criticising
soul or the internalised cultural prohibitions timaake us afraid of our desires. Thus Wilde
stresses his critical view that civilization in tkféctorian society is involved with repression
of the individual's desires. Dorian's rethinks taation and believes thatSociety, civilized
society at least, [...] feels instinctively that mm&rs are of more importance than morals, and

the highest respectability is of less value inopgnion than the possession of a good chef

2651he Dialogic Imagination: Four Essays by M.M. BakhOp.cit.,p.431.
%% |pid.,p.333.
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(p.182) This idea of considering manners as morpoitant than morals stratifies the
Victorian belief system which favours morals ovesthetics because it denies the beauty of
the soul and focuses on the superficial beautyBasil Hallward expresses itwith an
evening coat and a white tie, as you told me orargybody, even a stock-broker, can gain a
reputation for being civilized (p.145) In this respect, if the language of Aeticism de-
centres the Victorian unitary language, as farthg® and aesthetics are concerned, it is to
show its limits and to liberate it. In the laterripaf the novel, especially when Dorian
becomes dominated by the “passion of sin” or threoier for deviance against societal and
cultural restrictions, he seems to follow the iig@ble call of his unconscious. At such
moments, as indicated in the above quotation, DoGaay loses his freedom of will. If
Dorian keeps his conscience it it “give rebellion its fascination, and disobedientse
charni (p.146).

Another form of discourse which is found in thisvel is the discourse of the dandy,
which is a counter-discourse to the official disseuof domestic codes. The decadence of
Dorian Gray is a decadence of influence where theltiplicity of personalities lead to an
evacuation, and eventual destruction, of a modeindtary and stable subjectivity. Holbrook
Jackson offers a list of the chief characteristods Decadence which arepérversity,
artificiality, egoism, and curiositt?®” Dorian misidentifies himself with the Victorian
society, which is a sign of iconoclastic individsail. Dorian’s aesthetic individualism
opposes the domestic dominant ideology of his $paiethat he represents a subversive male
identity. He refracts the Victorian privileged matkentity which favours materialism. He
centres his life in the search for new sensationfact, “no theory of life seem|[s] to him to be
of any importance compared with life itself. Heel& keenly conscious of how barren all
intellectual speculation is when separated fromaactind experiment. He [knows] that the
senses, no less than the soul, have their mysteriesveal’ (p.160) For instance, in his
study of perfumes, hesalises that there is no mood of the mind thatriwdsts counterpart in
the sensuous life. The pursuit of these moods celBwrian’s life and violatesthie socio-
ideological cultural horizor¥®® in the sense that Dorian’s aesthetic existenctates the
Victorian mode of life.

As a dandy and as an aesthete, Dorian Gray is eslogue of Aestheticism. His
words are ideologemeswhich advance arguments against the Victorianehemny. His
speech and acts reveal his subversive aesthetis Mmibich introduce diversity of opinions

about the nature of art and the artist. To Wildeah was a being with myriad lives and

%7 Holbrook JacksoriThe Eighteen Ninetigd913). Harmondsworth: Penguin, 1950 .p.62.
%®The Dialogic Imagination: Four Essays by M.M. BakhOp.cit.,p.299.
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myriad sensations, a complex multiform creature thare within itself strange legacies of
thought and passid(p.183) Dorian’s wild desire to know everythingaah life paves the
way to heteroglot view points and creates a canfletween his subversive views and those
of the dominant social systerhis conflict is noticed in the dialogues betweenriBn Gray
and Lord Henry or Dorian Gray and Basil Hallward.

For instance, when Basil Hallward attempts to Heguian clean his reputation, his
voice sounds Victorian. This phase introduces ahclaetween Victorian morality, law, and
religion, and the new aesthetic views about beawbyith, and pleasure. The bourgeois
ideology denies many repressed impulses and punsgsheerely those who transgress its laws.
Social punishment and restraining laws, howevernabindicate that the repressed desires
have gone away; rather, they remain in the unconsciln the case of Dorian Gray, it
produces a split individual who leads a double. lifdis is why the Victorian domestic
ideology is threatened by these very impulsesithsdeks to repress. For this reason, Dorian
Gray is afraid that someone will discover the sHahsecret of his life. Though Basil calls
him to repent, he feels that it is too late to folat t

Basil’'s dialogue near the end of the novel represséme social voice, the religious
voice in particular, in the sense that it attemiptsedeem Dorian’s sins. When Basil discovers
the hidden reality of Dorian Gray, he tries to sauen from a tragic end and social
punishment. This is evidenced when he says to him:

Pray, Dorian, pray. [... ]| What is it that one wasught to say in one’s
boyhood? ‘Lead us not into temptation. Forgive us sins. Wash away our
iniquities.” Let us say that together. The praydr ymur pride has been
answered. The prayer of your repentance will benansd also(p.317)
However, Dorian replies that these words mean ngtta him; and whenthe mad passion of
a hunted animal stir[s] within hiin(p.317), he stabs Basil to death and ordersriead Allen
Campbell to destroy Basil's corps so that no oneld/discover his crime. Killing Basil is an
attempt to silence and get rid of the Victoriargielus discourse. Basil's attempt to redeem
Dorian’s life, as a way of getting things under ttoh is an attempt to re-centre and re-unify
the Victorian discourse. However, Dorian remaingrited by another voice. It is that of the
picture. It is true that it does not speak, buti@wmican read its expressiorgeé the painting
of a sorrow, a face without a he&fp.381). The picture is more vivid than himseddause,
as he thinks, “art has a soul, but man has no88{). Indeed, it is this picture which reveals
him the reality of his corrupt and rotten soul. 8iscovers that the meaning of beauty does
not only lie on the superficial level. Once agdir,refuses repentance and decides to destroy

the painting as he has destroyed the painter BBsil.this time, destruction falls on him

110



instead of the picture; thus he could not silefnee“tvoice” of the picture as it is the voice of
truth.

The iconoclastic discourse is achieved througguistic and ideological subversions
as we have already shown in the instances of ssioveof morality, of moral laws, of the
ideological views, and of other matters in societyhe discourse of aestheticism (which
represents the ideas of aestheticism) in this nowaktitutes a challenge to the dominant
Victorian discourse because it subverts it and ldegs its hegemony since its basis is
questioned. Dorian’s, as well as Lord Henry's, ®rbive counter-discourse constitutes an
alternative system through which the dominant disee is destabilized. This confirms the
cultural materialist assumption thaall* power is fragile [and] subject to undermining/ b
dissident elements within a societyrhus the subversive counter-discourse define we
Wilde's efforts to construct his mode of aesthstitiwhich misidentifies itself from the
Victorian mode, and to formulate a crucial diffecenagainst the established Victorian
identity. Thus Wilde breaks the closeness of thetdfian discourse of morality and of the
morality attributed to art. Indeed, by writing aveb about the decadent Victorian society,
Wilde breaks one Victorian literary convention. Thesult of the conflict between
Aestheticism and Victorianism is to be shown in light of Raymond Williams’s modern

tragedy as follows.

3. Containing Subversion and Tragic Ethical /Aesthiéc Disruptions

Now that we have shown the conflict between thenidant Victorianism and the
emergent Aestheticism, we shall show the differeagic disruptions, question Dorian’s
status as a modern tragic hero and whether he eadebtified as anHommefatale’, and
point out the containment of subversive aspects.

Oscar Wilde proposes a disruption of normativeuaeidentities which is a challenge
that displaces bourgeois notions of the sexualtigeWhen the artist treats art as a separate
element of life, a kind of fragmentation and aligma occurs between the class of the artists
and the rest of society. In this respect, it isttvao remember that Raymond Williams says
that the most characteristic feature of modernetlgtgs ‘the division between society and the
individuar’*®® The individual in this case is the artist who iarginalised due to his artistic
transgressions and his refusal &x€ept any theory or system that would involvestwifice

of any mode of passionate experieffic@

269 Raymond WilliamsModernTragedyp.
?°The Routledge Dictionary of Literary Tern@p.cit., p.2.
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The modern tragedy we refer to here is that ofidoGray. He is a tragic protagonist
whose definition fits that of Raymond Williams whkays that [tjhe tragic hero is not a man
caught in some universal pattern, but at odds wvihih society and its particular moral
laws”?"* Dorian Gray is at odds with the material world @thshapes his fate and makes him
behave according to its laws. He gives up his ph philanthropist as he does not want to be
among the people whamagine that money is everythih@p.175) Dorian refuses self-denial;
he wants to be the master of his own life, as lys,s# is only shallow people who require
years to get rid of an emotion. A man who is mastdérimself can end a sorrow as easily as
he can invent a pleasure. | don’t want to be atrtiercy of my emotions. | want to use them,
to enjoy them, and to dominate thérp.263) As an artist-rebel, Wilde is known foish
celebration of the socially forbidden as shown tigito the character of Dorian who makes
“sin so marvellous and evil so full of wondgip.186) Lord Henry fills him With a wild
desire to know everything about Tif¢p.55) However, Dorian’s excessive belief in the
doctrine of Aestheticism leads him to his tragia.eHlis life is full of moments when he
witnesses a terrible clash between his desiree®timself from Victorian social laws and his
excessive acceptance of the ideal of New Hedorlitarbelieves strongly in the idea of self-
development; a sense of progress which he argwesdshe different from the prevailing one,
as Lord Henry explainswhatever was good enough for our fathers is notdgewough for
us. In art, as in politics, les grands péres ontjdairs tort ” (p.195)

One of the main concerns of Wilde in this novelith morality, though he claimed
that art should not treat moral issues. His refezeio morality does not aim at supporting it
but to show its limits and to subvert it. Doriamlandyism and aesthetic existence make of
him a tragic hero who transgresses the moral lawsisosociety and leads a life which is
fascinated with sin, crime, and evil. The tragddgarnated by Dorian, occurs at the moment
when the friction between the focus of society’sismrvatism and his Liberalism reaches a
breaking point; hence, the tragic disruptions.hia following analysis, we shall present many
instances which qualify Dorian Gray as a modergitraero:

The modern hero in social tragedy, is charactecaty a man who rebels
against some law, in any of its possible formse teroism lies in the
rebellion, and is vindicated even in defeat. Ifmsowork, further, the
rebellion is generalized, in terms of alternativalues and laws: the liberal
hero as liberator?”

The modern heroism of Dorian Gray is shown throdgh rebellion against the

criterion of art as assumed by Victorian societynder the influence of Aestheticism, he

21 Raymond WilliamsThe Long Revolution.ondon: Pelican Books, 1961.p.292.
272 bid., p.293.
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believes that art should be separated from lifes tihe artist is also to be separated from life
and becomes a critic. In his essaye Critic as Artist”, Wilde argues thatve might make
ourselves spiritual by detaching ourselves fromoegtand become perfect by the rejection of
energy’?"® In this respect, Wilde claims that thought shdudseparated from action because
it is “degraded by its constant association with practé The reality of tragic disruptions
is presented through Dorian Gray'’s different relaships. For instance, he is fatal to all those
he knows except to Lord Henry because the lat&€stheticism is simply a pose. As we
have stated before, Dorian contributes to ruinlithes of his friends, to lead Sibyl Vane and
Alan Campbell to commit suicide, and to kill higefrd Basil Hallward. The first remarkable
tragic disruption is shown in the relationship afrian with Sibyl Vane.

As a Shakespearean figure, Sibyl Vane represeinte art for Dorian because it is an
art which is delightful to consider; this is wha $ays about her actingSHe is simply a born
artist. 1 sat in the dingy box absolutely enthrdllé forgot that | was in London and in the
nineteenth century. | was away with my love inradbthat no man had ever see(p.224)
We should remind the reader of Wilde’s claim in preface of this novel thatlfe artist is
the creator of beautiful thingsand that to reveal art and to conceal the artist is art’svi
(p.138) These two principles of Aestheticism aqgresented by Sibyl Vane before she loves
Dorian Gray. In Dorian’s opinion, Sibyl Vane is artist who creates beautiful scenes to
appreciate, She has not merely art, consummate art instinchen but she has personality
also; and it is personalities, not principles, thmbve the agé (p.201) She also fulfils art’s
aim in that she reveals her artistic capacitiegarforming different Shakespearean heroines;
when she expresses love, she does not reveal fhérgelthe Shakespearean character.
Consequently, Dorian loves Sibyl Vane the actrass the real woman. However, the night
when she fails to act as marvellously as she usdddrian leaves her and displaces her from
a “genius (p.201) to ‘a third-rate actress with a pretty fat@.237) and from a great
artist’ to “merely a commonplace, mediocre acttdps233) It is Dorian’s aestheticised view
of life which makes him behave inhumanly with Sitdne. Both of these characters’ view
of love in life and art interact and clash with leaxther. As a successful actress, Sibyl Vane
represents beauty and pleasure for Dorian; ithbut [her] art, [she is] nothing (p.237)
She also stirs his imagination and curiosity int th@ goes to see her act every night. He is
interested in her because she is a Hedonistic natmbelt which Lord Henry spoke once.

2"0Oscar Wilde. “The Critic as Artist,” iithe Portable Oscar Wild®©p.cit., p.107.
2" Ibid., p.108.
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As a Hedonistic figure, she givekofm to every feeling, expression to every thought,
and reality to every dream?’3(p.159) Feeling, thought, and dream are to Doriaw n
materials through which he manifests his criticplris In “The Critic as Artist,” the
interlocutor Gilbert expresses this idea sayirigpr‘who is the true critic but he who bears
within himself the dreams, and ideas, and feeliogsmyriad generations, and to whom no
form of thought is alien, no emotional impulse atrs@™?’® When Sibyl Vane shifts from the
sphere of art to the sphere of life, she commitsidel Lord Henry explains her tragic end
saying, The moment she touched actual life, she marreand, it marred her, and so she
passed away (p.255), while Dorian saysshe acted badly because she has known the reality
of love. When she knew its unreality, she .diGui262) Both these explanations refer to the
clash between art and life; Sibyl Vane’s life coblave been saved, probably, if she really
lived as an actress. This is why Wilde assertsdhathould be separated from the concerns of
life. Sibyl Vane’s feeling of love, in this contexts a tragic sentiment because when she
liberates it from the prison of theatre it bringagedy down on her; as Horace M. Kallen
states it, the tragic sentiment has been liberated, and wtkheh itself to any excellence of
life whatever, involved in disharmony and going dote destructiori?’’ As a Victorian
ethical value, love—that should unite Sibyl Vane &worian—is shown as a destructive value
because Dorian Gray stratifies its meaning anchasisises it. For him, love is found only in
art, not in life; this is what we notice when hgs#o Lord Henry, I'don’t think | am likely to
marry, Harry. | am too much in love [...] with an ee$s” (pp191-192) He is in love with “an
actress”, why didn’'t he say “with a woman callethyiVane”? This, again, proves that when
she ceases to be an actress, from Dorian’s powieof, he ceases to love her; as he tells her:

You have killed my love. You used to stir my in&gin. Now you don’t even
stir my curiosity. You simply produce no effedoved you because you were
wonderful, because you had genius and intellectabge you realized the
dreams of great poets and gave shape and substarice shadows of art. You
have thrown it all away. You are shallow and stujmb.236-237)

Dorian’s search for beauty is an escape from gedhis is why when he sees an ugly side in

Sibyl Vane, hedismisses her as quickly as he falls in lo®ee of Lord Henry’'s secrets of

life is “to cure the soul by means of the seh§ed.62) This is what Dorian Gray seeks to do
when he goes to every night to see Dorian Graygche wants to cure his soul by means of
two senses in this context: sight and hearing;easdys: She was the loveliest thing | have

25 Sibyl Vane gives a beautiful form to the feelifgave which is expressed by the different heroisks acts
like; she also gives expression to the differenutiht which accompany the plot of the play; equalhe gives
reality to Lord Henry’s typical Hedonistic figur@é fulfils Dorian’s aim in providing a new mood leéauty and
joy.

2’° Oscar Wilde. “The Critic as Artist,” ifthe Portable Oscar Wild®©p.cit., p.107.

“"'Horace M. Kallen. “The Essence of Tragedy,” in tnaional Journal of Ethics. Vol.22, No.2. jan.,
1912.p.194.
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ever seen in my life, [...] that beauty could fillyjreyes with tears.[...] | have seen her in
every age and in every costume. [...] And her voiceever heard such a voice. [...] you
know how a voice can stir ch§.195-196) However, when Dorian sees her asahweman
and hears her voice that is an echo of the lifestvgght to run from, he rejects her. His
experience to cure his soul ends at this momerdausechis spirit ceases to be in harmony
with Sibyl Vane’s art. This is what Wilde claimshis essay:

Life! Life! Don’t let us go to life for our fulfilent or our experience. It is a
thing narrowed by circumstances, incoherent iruiterance, and without that
fine correspondence of form and spirit which is ¢dméy thing that can satisfy
the artistic and critical temperamefit’

Dorian also considers Sibyl Vane’s death a kindoeuty: ‘1t has all the terrible
beauty of a great tragedy, a tragedy in which Ikiqmart, but by which | have not been
wounded’ (p.252) But is there really beauty in tragedy¥hat is it that Dorian sees as
beautiful in Sibyl Vane’s tragic death? Does theadvoeauty have a new meaning other than
the one which is commonly known? It is Lord Henryoanprovides an answer to this question
when he says,

Sometimes, however, a tragedy that has artistimetes of beauty crosses our
lives. If these elements of beauty are real, thelevkhing simply appeals to
our sense of dramatic effect. [...] In the presergecavhat is it that has really
happened? Some one has killed herself for loveowf ywish | had ever had
such an experience. It would have made me in latvelawe for the rest of my
life. [...] You are more fortunate than | am. | asswyou, Dorian, that not one
of the women | have known would have done for ne ®inyl Vane did for
you (pp.252-253)
What is beautiful in Sibyl Vane’s tragedy is thheslied for such a noble feeling as love; this
is why Dorian Gray thinks of hea% a wonderful tragic figure sent on to the worlgtage to
show the supreme reality of loV€p.257) Sibyl Vane, thus, represented beautyanlife and
even in her death. Wilde refers to ugly meaningghviare found in beautiful things and to
beautiful meanings which are found in beautifuhgs. (p.138) But he says nothing about
beautiful meanings which are found in beautifuhtfs. In our view, the beauty which is
associated with her death is a beautiful meaniniglwis found in an ugly thing as tragedy.
Dorian and Sibyl Vane cannot exist in the same @vorhey are not made one for the
other; they are destructive to each other. Throeglgmond Williams’s theory of modern
tragedy, the death of Sibyl Vane lies in her aspinato free herself from the artistic life she

used to lead; as Williams puts igspiration is absolute, but occurs, paradoxicallgthin a

2’8 Oscar Wilde. “The Critic as Artist,” ifthe Portable Oscar Wild®©p.cit., p.101.
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situation of man on the run from him&éff Dorian runs from reality to art, while Sibyl Vane
runs from herself (as an actress) in art to heiligefeality; both are disappointed however.
The difference in their situations is that Sibyliéaends her life in suicide while Dorian Gray
transcends this tragedy by detaching himself geeatator, not an actor. As Wilde saysné

is always wounded when one approaches [lif8].As an artist, Sibyl Vane approaches life
when she puts too much of herself in her art; whgcimot to be done by an artist from
Aestheticism’s point of view:&n artist should create beautiful things, but sliboplt nothing
of his own life into thei(pp.151-152)

There is also a sense of tragedy in the conflicirguments of Sibyl Vane (the real
woman, not the actress) and the Aesthete Dori@ne“or the other must be the victim of the
tragic conflict, [...] a battle which both cannot sive”?®! For Sibyl Vane, art is a reflection
of reality, but for Dorian it is a beautiful refugem life’s pains. What we find as tragic in
this context is the intensified sense of alienatdthe individual. The critic as artist does not
only alienate his art from the social concerns,lmitilso alienates himself when he takes life
as an artistic scene. In this context, the indiglddeadens voluntarily his feelings in an
attempt to escape life’s tragedie3:0"become the spectator of one's own life, as Hsags,
is to escape the suffering of lif¢p.263) In our opinion, Dorian Gray’s Aesthesiti does not
constitute a refuge from the constraining morakityich limits his freedom. In other words, as
a spectator, Dorian Gray managed to escape frorautering of life (as he has done when
Sibyl Vane died), but what about his conscience \IWgossible for him to escape the
haunting feelings andlie terrible pleasure of a double fife(p.337)

Dorian’s tragic impact on his friends is not aulesf his embracing the philosophy of
Aestheticism but of his excessive use of it as diceh theory of life, which results in
degeneration and decadence instead of progress. i$hshown, for instance, in his
engagement in sexually deviant acts. Such actesmond to a Decadent aesthetic doctrine
and reflect a Decadent fascination for moral anxugkedecay. Jean Pierrot explains the
Decadent fascination with sexual deviance as arrasiny of the “abnormal” within the so
called “natural” world of sexuality:

Although it was impossible to reject sex absolytebndemned though it was
by its alliance with nature, at least one could touwe to express contempt for
nature by indulging in perversions of it. [. . .jp8e the artificial alone has any
value on the esthetic plane, and since moralitydeoms it, then once ‘vice’
has been chosen why not pursue it to its extreR1és?

29 Modern TragedyOp.cit., p.95.

280 Oscar Wilde. “The Critic as Artist,” ifthe Portable Oscar Wild@p.cit., p.95.

81 |bid., p.195.

%82 Jean Pierrot.The Decadent Imagination, 1880-1990rans. Derek Coltman. Chicago: The University of
Chicago, 1981. pp.133-134.
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Dorian seeks new and strange experiences to \sdtisfintense curiosity which is
pursued to its extreme. What Dorian aspires to mew life, a life of the soul. He loves
beautiful artefacts such as brocades, green brpmaeguer-work, and carved ivories. He
leads a life of anton luxury and gorgeous splendd(p.110). His taste for wild joy and
even wilder sins becomes more extravagant whenohanits murder (he kills his friend
Basil) in a moment of furious rage. This momenaiturning point in his life because after
this event he becomes entirely absorbed by theridietBon of his soul. The monstrous
expression of his portrait highlights his sinfulesi It reflects a dark side of the apparently rich
and wealthy Dorian.

Indeed, the death of Basil Hallward is importantonsider not only because it signals
tragedy but because it refers to the tragic resfukilling a friend. When confronted with the
horror of the portrait, Basil could not believettiorian is really sinful and corrupt; he could
not believe that the portrait reflects Dorian’s ngdoings. His attempt to convince Dorian
that it is not late to redeem his soul ends intfagic death. When he saydVhat a lesson!
What an awful lessdh(p.317), Basil points to the tragic result ofhadonistic life which
rejects morality, and he urges Dorian to pray &aclhis soul from sins. He explains to him
that the prayer of his repentance will be answénetthe same way as his prayer to remain
young is done, yet Dorian believes that it is @i lto do that because the religious words of
prayers—‘Lead us not into temptation. Forgive us our singskVaway our iniquities. [...]
Though your sins be as scarlet, yet | will makenth&s white as sndw(p.317)—mean
nothing to him. Basil notices then that Dorianfe las a moral man is tragically disrupted as
he refuses to kneel down to pray. Dorian beliehes it is Basil who is first to blame for his
corrupt life because Basil met him, flattered hamd taught him to be vain of his good looks
by painting a portrait that revealed to him the denof beauty. The horrible face in the
canvas is the reality of Dorian’s soul. Dorian &iBasil not only because he has discovered
the secret of his terrible soul but also becausis kiee first to blame as he is the one who led
him to worship beauty. In a way, if Basil had nainted the portrait, Dorian would not have
been introduced to the Aesthetic world. Thus henkekthe painter for what has become of
him. Therefore, by killing him, Dorian makes jugtitor his soul. Seen from the lenses of
modern tragedy, Basil’s death signifies the triunopestheticism over that of Victorianism
because the voice of Basil signifies the call ¢iyren to confess. Since Dorian hates all that
is convention, because convention is an enemy ihas’s terms, he kills Basil to silence
and to get rid of the authoritative voice (as Basppresents mainly the reality principle)

However, the portrait remains as more evidencenagdiim. But we have to admit that it is
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not only Basil who is to blame for Dorian’s degeatem. Lord Henry's theories of life and
pleasure also played a significant role in shangan’s tragic fate.

For instance, one external influence Dorian receivm Lord Henry is the
contaminating yellow book whose poisonous influepashes him further and further into
Hedonism and moral decline. Dorian’s yearning foorsg and further passions is further
intensified by this strange yellow book which Lddénry puts into his hands. While reading
it, it seems to Dorian thatlfe sins of the world are passing in a dumb shoferbehint
(p.97). The Parisian hero of this yellow book, ave told, spent his life trying to experience
in the 19" century all the passions and modes of thoughhé fast, and to experience
personally the various moods through which the world-spiridhaver passed, loving for
their mere artificiality those renunciations thaemhave unwisely called virtue, as much as
those natural rebellions that wise men still cailh”s(pp.97-98). Here Wilde challenges
traditional definitions of good and evil. He fintlsat what has been commonly regarded as
virtuous is called simply unnatural “renunciatiooy’ cultural repression, and what has been
conceived as sinful are “natural rebellion” of theart. This is why Dorian Gray can be
regarded as a surpassing individual who goes beywwmuihl conventions to excessively
embrace the ideals of New Hedonism. Through higjae and rejection of traditional moral
values, Wilde implies that morality of a certaircsbdy or community is constructed through
continuous interplay of assertion and subversitahisty and destabilization; thus it is time
for the Victorian society to get rid of its wortkke values as they no longer fit the needs of
individuals. But again if there is an alternativede of life, the individual should be careful
in matters of ethics and aesthetics. When lateovienh society privileges material life over
the spiritual one, the result is self-denial araygation. On the other hand, when individuals,
like Dorian, favour spiritual life over the matdriane, the result is self-destruction. There
should be a balance between them because if otieewf is privileged over the other, there
would be tragic results, as shown through Doridifés

Dorian suffers from the dilemma of a double peatityy when he claimsEach of us
has Heaven and Hell in hiinthe feature which makes of him a problematicohdde is
problematic because his aspirations and desiresr raincide with what his conventional
society proposes. His desires are larger than sapgswhich makes of his a surpassing
individual as Williams argues. He is unable to leadhoral life, as morality means stagnation
and self-denial; and he is bored with the life bads because the portrait is the evidence
which keeps reminding him that his soul is corraptl sinful. Though he reaches his goal in
his pursuit of new sensations, he is haunted bydtngait which “washe mask of his shame
[which] showed him the real degradation of his"li{@.297) Indeed, just like a Faustian
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figure, he sells his soul to the devil in order dnjoy eternal youth and beauty. He is
continuously encouraged by Lord Henry to pursueiouar sensuous experiences and
instinctual satisfactions; on the other hand, heasned by Basil that his end would be tragic
if he carried on his sinful life. Dorian’s persomgl in Williams’s modern tragic view, is
shaped within and beyond the similarly definingstardratic status. Within him, we find the
characteristics of an upper-class man (his manmeay, of dressing, public respectability,
etc.); and beyond this social status, we find teésptoring energies of life?®® Williams
argues thatthe tension of the general action, between theoeixyg energies of life and all
that is known of order is repeated in the hero llipdetween the individual man and the
social role. In these tensions, this particulargealy is formed?®®*

Dorian’s tragedy, furthermorenégotiates the real contradictions of its own time,
between human desire and the now social limit®set.”"?*®> Dorian is made aware that his
social task as a philanthropist would result ind@l-denial at a time one’s aim in life is self-
development. This is why his choice of a Hedonibtee is a manifestation against all that
society controls. By his adoption for the philospmi Hedonism, he frees himself from the
constraints of life. Though he leads a double iifethat he is publicly respectable and
privately loathsome for himself, he could not bde fact of having a corrupt soul, as the
narrator says, e would sit in front of the picture, sometimesthazy it and himself, but
filled, at other times, with that pride of rebeltiadhat is half the fascination of sin, and
smiling, with secret pleasure, at the misshaperdehathat had to bear the burden that
should have been his oWr{p.298) In the novel, the narrator also statex tit is his beauty
that has ruined him, his beauty and the youth beahas prayed for. But for those two things,
his life might have been free from stain His Bedust¢t been to him but a mask, his youth but
a mockery'(p.387) Indeed, Dorian’s beauty is a mask ofdins, a mask with which he hides
his corrupt soul. The narrator refers to some lineShakespeareldamletto describe: Like
the painting of a sorrow /A face without a hég.381) Dorian represents a face without a
heart because he discards himself from all humalinfgs; as an aesthete, he has no ethical
sympathy; as Lord Henry states, “if man treats difestically, his brain is his heart.” (p.381)
This is why, in our opinion, when Dorian died, tkiife was found in his heart. It is in his
heart that his hedonistic ideas reside. He madadast a centre of rebellious aesthetic ideas,
not of ethical values.

Dorian is not a typically Victorian man. He is agdeerate. He is forced into

betraying his nature as a Victorian since his dpcsticks to its ideology and morality as

283 Modern TragedyOp.cit., p.90.
284 bid., p.90.
25 |bid., p.94.
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signs of Puritanism which put limits to progressorian disrupts the ideological system
through his social distinction. Wilde’s novel digpé the idea of fatality which plays an
important role in disrupting the Victorian ideologyight from the beginning of the novel,
Basil Hallward signals the danger of fatality whHensays to Lord Henry,There is a fatality
about all physical and intellectual distinctibrip.06). By physical distinction, he means
beauty and refers, in this context, to Dorian Gseyeauty; and by intellectual distinction, he
implies the doctrine of Aestheticism. Thus, beirygcally and intellectually distinct from
others in society paves the way to tragic disruystio

First, Dorian Gray's physical appearance is fatahiat it has very undesirable effects
on all those who accompany him. His relies on lmgspral beauty and uses it as an agent of
destruction. A question that can arise in this ernts why didn't Wilde choose a feminine
character to represent the idea of beauty as fétallere any pertinent reason behind his
option for a male character to transmit the messédmauty? In the previous novel, Jude is
shown as weak in front of Arabella and Sue. Arabsllknown for her physical attractiveness
while Sue is physically and intellectually attraeti They both contribute to Jude’s ruin.
Theses feminine characters are fatal to Jude irthleg shape their tragic destiny as we have
shown in the previous chapter. The idea of fatatityVilde’s novel is expressed through the
character of Dorian. His physical beauty attractmrand women alike, but the relationship he
establishes with them ends tragic&ify This is why Basil Hallward wondersWhy is your
friendship so fatal to young men(p.309)

Second, intellectual distinction is also fatal. Wan, in this respect, establish a
relationship between the idea of intellectual dition in Thomas Hardy’sude the Obscure
and Wilde’s novel. We have shown that Sue’s edanaind intellectualism contributed to her

tragic fate. Her belief in her emergent ideas aloartriage and family life led her to reject the

286 Basil Hallward asks Dorian about the fatality @f telationship with men and women alike, as thHofing
quotation shows: “Why is it, Dorian, that a marelithe Duke of Berwick leaves the room of a club mvieu
enter it? Why is it that so many gentlemen in Lanéldll neither go to your house nor invite you k@irs? You
used to be a friend of Lord Cawdor. | met him atngdir last week. Your name happened to come up in
conversation, in connection with the miniatures fawe lent to the exhibition at the Dudley. Cawdared his
lip, and said that you might have the most artisdites, but that you were a man whom no pure-rdirmyid
should be allowed to know, and whom no chaste woshamld sit in the same room with.[...] There wag tha
wretched boy in the Guards who committed suicideu Were his great friend. There was Sir Henry Ashto
who had to leave England, with a tarnished nameu &ftd he were inseparable. What about Adrian Simigle
and his dreadful end? What about Lord Kent's oy, sand his career? | met his father yesterday.idé8nes
Street. He seemed broken with shame and sorrowt st the young Duke of Perth? What sort oftides he
got now? What gentleman would associate with him®dh, Dorian, your reputation is infamous. | kngou
and Harry are great friends. | say nothing aboat tlow, but surely you need not have made hisrsistame a
byword. When you met Lady Gwendolen, not a bredtscandal had ever touched her. Is there a siregent
woman in London now who would drive with her in tRark? Why, even her children are not allowed e li
with her. Then there are other stories,—stories {ba have been seen creeping at dawn out of diehdfises
and slinking in disguise into the foulest dens mmton.” (p.309-310). All these ruined relationships fact,
imply homosexuality, or “the love that dare notapéds name”.
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Victorian ideology on marriage. In the same way/riB@s aesthetic and hedonistic ideas
make him reject the middle class ideology, he says:

I know how people chatter in England. The middiessés air their moral
prejudices over their gross dinner-tables, and warsabout what they call the
profligacies of their betters in order to try andepend that they are in smart
society, and on intimate terms with the people giagder. In this country, it is
enough for a man to have distinction and brainsdeery common tongue to
wag against him. And what sort of lives do thesepf® who pose as being
moral, lead themselves? My dear fellow, you fothat we are in the native
land of the hypocritg(pp.309-310)

Ironically, when Dorian questions the real lifetbé middle class, he also refers to himself

because he belongs to the same class.

In the end, Dorian realises that being physycatlintellectually distinct is not really a
successful way to escape reality because therdwiys the memory of his sins. If he
managed to escape social punishment of his sikdllmg Basil Hallward and ordering Alan
Campbell to destroy his corpse, Dorian could nataps the memory of these horrifying
deeds, as the narrator goes:

It had given him pleasure once to watch it changang growing old. Of late
he had felt no such pleasure. It had kept him avetkeght. When he had been
away, he had been filled with terror lest othersgbould look upon it. It had
brought melancholy across his passions. Its mersmong had marred many
moments of joy. It had been like conscience to ¥@s, it had been conscience.
He would destroy it(p.390)

Besides, hewas never to confess, [...] to give himself up anguigo deatl (p.389) What
really is trouble in Dorian’s life isthe living death of his scu(p.388). Adrian Poole tells us

more about the idea of life-in-death:

The idea of a ‘living death’ looks like a modermygadement to the old belief in
ghosts, the haunters, the revenants, the undeada Mision of death-in-life, a
life so drained of meaning, value, purpose, andtfmt it seems like death,
being dead before you are dead. It's a version alf bn earth, more inert,
more soundproof, more blank than others. In the enockra it tends to be
focused in images of imprisonment, silence, andnessl®’

The portrait is, thus, a ghost which terrifies Roriit signifies the death of his soul while still

alive; he is dead before he is really dead. It mdkien live in hell on earth since it is an
imprisonment of his soul. In his attempt to desttlog portrait with the knife he has used to
kill Basil, Dorian seeks to free his soul from timgorisonment in order to redeem himself. He
thinks that his repentance, punishment, and forgise will be done once he destroys the
portrait. Eventually, he is found dead on the gcbuhwas not till the servants examined the
rings in his hands that they noticed who he wasabge he returned to his natural state as an

287 adrian Poole Tragedy: A very Short IntroductiohNlew York: Oxford, 2005.p.39.
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ugly loathsome man. His death, in fact, is delatalh we consider the portrait as the
representative of the reality of Dorian’s sins, register here the Victorian authority which
finds Dorian guilty, thus punishment is brought ogom. As such we have the triumph of the
power of Victorianism over that of Aestheticism.tBwere again we have to mention that
Dorian’s Aesthetic power could have saved him fratmagic end—as is the case with Lord

Henry—if he did not manifest it excessively.

Committing suicide, moreover, is a characteristi@@ire in Decadent arts. He does so,
in our view, because he can not go on living wityo tseparate identities or with two
conflicting personalities. He can not confess ms,sand he does not want to repent. The only
way to get rid of this conflict is the disappearamt one of the two conflicting sides. Now
that he has killed Basil, he silenced the voiceeality which kept reminding him of his sins,
there remains his portrait. However, it is Doriahom we notice dead in an attempt to
destroy the picture. The return of the picturetsoariginal image, and the transformation of
Dorian from a charming beautiful man to an ugly améicate the return of things to their
order. May be we notice here the containment ofidds subversive acts as a sign of the

triumph of the dominant ideology.

Eventually, Oscar Wilde’s incorporation of the plsibphy of Aestheticism—which is,
in the novel, theorised by Lord Henry and practisgdDorian—can be read as a new way
which emancipates what the Victorian society regges|in this respect, Wilde believes that
“what one shouldn’t do nevertheless hiadbe done, in order to explore new possibilifies
self-consciousnes$® The subversive acts and speeches of Dorian Grsyshown, are
grounded on this claim. However, the ensuing nevesruand interpretations are not
gratuitous; they are obvious signs of subversiagstheticism, in Raymond Williams’s terms,
constitutes €ounter-hegemony and alternative hegemony, whieh raeal and persistent
elements of practic&® In other words, what Wilde aims at is freeing indials, like Dorian
Gray, from ethical obligations by having him assuime pose of a dandy whose way of life
exemplifies the discursive principles of Aesthetimci Wilde expounds imThe Picture of
Dorian Gray many of his serious aesthetic views such as tlebicion of beauty and joy,
acceptance of pleasure, laughter, and desire, esigpbra self-development, and the attempt to
treat life in the spirit of art. Dorian Gray’s alestic experiences and his desire to taste various

sensations create conflicting points of views betwihe centripetal force of Victorian

88 Stanley Weinthaub, E@he Portable Oscar WildéNew York: Viking Penguin, 1981.p.04.
289 Marxism and LiteratureOp.cit.,p.113.
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morality and the centrifugal force of Aestheticiswhich leads him to transgress the laws of

the Victorian morality and to meet his downfall.

In this chapter, Wilde provides us with the lifea Victorian man in the Victorian
society. We have seen the impact of the dominamttovianism and the emergent
Aestheticism. The next chapter, which is an analg$§iJoseph Conradideart of Darkness
provides us with the life of a Victorian charactertside the Victorian society. What we want
to find out exactly is the kind of life Kurtz leaf from the control of the Victorian society.
The central theme will be the impact of imperialismthe rhetoric of civilization. The kind
of imperialism we find inThe Picture of Dorian Grays what Holbrook Jackson calls “the
imperialism of the spirit”. Since there is self-tidrin the Victorian society, the spiritual side
of individuals is “empty”. When Lord Henry exercssdis philosophy of Aestheticism, he
“imperialises” and occupies a free territory in ors soul;, however the result is not
civilization but degeneration. Kurtz, as a differénperial man, also meets a tragic end, but
does it resemble the fates of Jude and Dorian®dié &nd Dorian meet a tragic end because of
their rebellion against the dominant social lawsesiKurtz also rebel against such laws in the
colony? This, and other subject-matters, is whatane going to investigate in the following
chapter.
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V:
Victorian Imperialism;

Subversion and Containment
in Joseph Conrad’s

Heart of Darkness
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INTRODUCTION

In this chapter, we shall analyze Joseph Conrddart of Darknes#n the light of the
three theories we have selected in order to rehehfdllowing aims. First, to show the
subversive discourse of imperialism; second, t@imt the tragic disruptions resulting from

the policy of imperialism both on the colonizer @hd colonized.

In the light of Raymond Williams’s Cultural Matelissm, we shall argue that Conrad’s
Heart of Darknesss not only a literary avatar of imperial ideolgdput also the site where the
apparent coherence of the Victorian order is tlerged by inner contradictions and tensions.
By contradictions we mean the reality that liesibeH'the white Man’s Burden”; i.e.td
civilize the world, and enlighten non-European gdespto the superiority of British
culture”?®® However, these ideals stand in stark contrashéobrrutal reality. Even if the

allusion is to the Belgian Congo, the indictmenta$id for the British Empire as well.

In fact, Conrad’sHeart of Darknesshows one picture of many instances of this
brutal reality. It is worth to compare this pictucethat of Dorian Gray in the sense that both
pictures are two sides of the same coin. The tntich Dorian Gray discovers in his picture
leads to his destruction; in the same way, théntwhich Kurtz discovers before his death—
and which is summed up irihe horror, the horrai—drives him mad and leads him to his
undignified death. The process we want to highlighthat discursive confrontation (fraught
with tragic undertones) involving both the empirelats opponents. Our analysiskbéart of
Darknesswill reveal the subversive perspective through IMais perversion of the West's
image of itself. The civilizational, positive, méraand philanthropic connotations of
imperialism as well as its patriotic claims are sjiened through what Marlow shows us (or

hides from our sight), and what he tells us (oraehtely ignores).

The subversive project and the contradictions lieaat the heart of imperialism will
also be enhanced through the study of languagdeeitight of Bakhtin’s theory of Dialogism
or double voiced discourse which, Bakhtin obsertssrves two speakers at the same time
and expresses simultaneously two different intestithe direct intention of the character
who is speaking, and the refracted intentions ef alithor"®** The dialogic reading of this
novel will provide us with different voices speditg on the idea of imperialism with a view
to showing its social reality Social reality, Bakhtin insists;'is not only heterogeneous but

2% carl Cavanagh Hodge, Efncyclopedia of the Age of Imperialism, 1800-19dlumes 1& 2.London:
Green Wood Press, 2008.p.215.

Pl1pe Dialogic Imagination: Four Essays by M.M. BakhMichael Holquist, Ed. Caryl Emerson and Michael
Holquist. Trans. (1981). Austin: University of TexBress, 2008. (1'paper back print). p.324.
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contradictory, it is ever present within the nollecause its languages are the only languages
available to the novel*?

Beside its being a ‘dialogic novelHeart of Darknesds also, as will be shown, a
modern tragedy. Raymond Williams’s belief that thest characteristic feature of modern
tragedy is the division between society and individualembodied in the character of Kurtz.
In this context, we shall focus on three main eletsteKurtz as a modern tragic hero, his

tragic flaw, and his death.

1.Dissidence and Dissonance imdeart of Darkness: Subverting Moral
Values

In her Encyclopedia of the Literature of Empi{2010),Mary Ellen Snodgrass argues
that the late 19 century is a remarkable date which registetise “slow collapse of
imperialism in Europe, South and central Affi¢¥. ReadingHeart of Darknessn the light
of Raymond Williams’s theory of Cultural Materiatisprovides us with a subversive image
of Victorian (European) imperialism; an image whigveals the slow collapse or even the
death of an ideal. It is the attitude of Europeapesiority which is contested; for in order to
justify, maintain, and expand British imperialisan attitude of superiority is adopted. As
Edward Said notes, imperialism and colonialism“atgported and perhaps even impelled by
impressive ideological formations that include paos that certain territories and people
require and beseech dominatitf’* To speak about dissidence and dissonance is td spea
about possibilities of alternatives to the dominémtms of imperialism whose ideology
Conrad shows as a system of illusions and falsalsdas Raymond Williams believesid’
mode of production and therefore no dominant sooi@er and therefore no dominant
culture ever in reality includes or exhausts allnfan practice, human energy, and human
intention”’?®> The image of the policy of imperialism as a civalibnal mission is outflanked
and subverted. Unlike the context of the two prasimovels Jude the Obscurand The
Picture of Dorian Gray, in this novella there is no battle of ideolog{#se ideology of the

colonizer and that of the colonized).

While criticizing the behaviour of the European i@dwders, Marlow observes that the

values which the Europeans have lost are recognisede behaviour of the natives. For

292 Maria Shevtsova. “Dialogism in the Novel and Bafist Theory of Culture”, ifNew Literary History Vol.
23, No.3. Summer, 1992. p.754.

293 Mary Ellen Snodgras&ncyclopedia of the Literature of Empifdew York: Facts On File, Inc., 2010.p.9.
2% Edward W. SaidCulture and ImperialismNew York: Vintage Books, 1994.p.9.

295 Raymond WilliamsMarxismand Literature. Oxford: Oxford University Press, 1977.p.125.

126



instance, in the scene where the manager asks Wavleether the black men will attack,
Marlow answers:
| did not think they would attack, for several ais reasons. The thick
fog was one.... But what made the idea of attackncmwable to me
was the nature of the noise—of the cries we haddhddney had not
the fierce character boding immediate hostile ititam (p.87).
Marlow observes that danger is not expected from riatives but from the Europeans
themselves when they do not uphold their valuébe“danger, if any, | expounded, was from
our proximity to a great human passion let lo6sg.87-88). This impression or rather
judgment is justified when Marlow says thdtwas Kurtz who had ordered the attack to be
made on the steamérp.131). We come to notice then that while thedpeans repeatedly
displace their savage impulses onto the Africanvest the latter prove to be superior to
them. In this perspective, Conrad transfers thepgean moral values to the non-Europeans,
and he points out that the African natives not d@gp such values but also teach them. The
restrained behaviour of the natives subverts thetovian belief according to which the
Europeans go to Africa in order to bring law, ordend civilization. InHeart of Darkness
instead of seeing the white civilizing the blacle some to see a white man beating pitilessly
a black man saying;'Serve him right. Transgression— punishment—banijefs, pitiless.

That'’s the only way. This will prevent all conflagons for the futuré (p.50)

For Conrad, forality is an empty signifier, a semiotic vacultgt dominant political
powers can strategically manipulate in order totjiyscrimes against humanity?*® This is
what we notice in the novel when Marlow refers the"great demoralization of the lahd
(p.33). The behaviour of Kurtz, who is supposedbt an agent of enlightenment and
civilization in Africa, shows no sign of moralitif, he were behaving on grounds of morality,
it would be to justify his crimes. The scene whbtarlow describes feads drying on the
stakes under Mr. Kurtz'windows (p.121) is interpreted as advage sigtit(ibid) because it
has no relation to morality. Kurtz’'s disciple jds the presence of such headstas heads
of rebel$ (ibid), but Marlow “shocked him excessively by laughimgmd saying Rebels!
What would be the next definition | was to hear®réhhad been enemies, criminals,
workers—and these were rebgl§bid) Marlow is not convinced that these heads really
heads of rebels because as he conteftdest] rebellious heads looked very subdued to me
on their sticks'(ibid). Kurtz’'s lack of morality and restraint dearly shown by the Russian

who says to Marlow:

2% Michael Lackey. “The Moral Conditions for GenociteJoseph Conrad’sleart of Darkness in College
Literature 32.1. Winter, 2005, p.21.
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I want you clearly to understand that there washimg exactly profitable in
these heads being there. They only showed thaKimtz lacked restraint in
the gratification of his various lusts, that thewsas something wanting in
him— some small matter which, when the pressing aeese, could not be
found under his magnificent eloquence. Whether evkof this deficiency
himself | can’t say(p.120)

By subverting morality, which is a system or et ef moral beliefs, Conrad also
subverts religion, i.e. the Christian traditionclese of the strong relationship between them.
Matters of religion have been largely used as #figetion for European colonial expansion.
As Michael Lackey puts it,since the British control the God-concept, they ocatologize
themselves as Chosen People and Africans as subA®IM’ It is also this idea which
Conrad subverts through his criticism of the pitggi This is well illustrated by the critical
voice of Marlow. After the death of Kurtz, ofieed-haired pilgrini says, “Say! We must
have made a glorious slaughter of them in the bE$I?. What do you think? S&¥y%p.106)
Instead of teaching the Christian tradition, thigrmpm indulges in slaughtering the natives.
After this comment, Marlow names this pilgrim &ldodthirsty little gingerly beggalr.
(p.106) Another characteristic which is strangethe behaviour of the pilgrims is their
possession of arms, though their religious tasklpdes that; as Marlow saysSéme of the
pilgrims behind the stretcher carried his arms— tslwt-guns, a heavy rifle, and a light
revolver (p.124). In another instance, Marlow sharpens driicism against the pilgrims
when he says,The pilgrims looked upon me with disfavour. | wss,to speak, numbered
with the dead. It is strange how | accepted thigoteseen partnership, this choice of
nightmares forced upon me in the tenebrous lanc&ded by these mean and greedy

phantoms. (p.142).

When Conrad deals with the critical statementsctvinegard the place of morality in
the African land, he does that according to hisception of goodness. He is morally
convinced that killing is bad, just as Marlow beés that colonial expansion under the name
of imperialism and civilization is bad when he sdyee conquest of the earth, which mostly
means the taking it away from those who have ardift complexion or slightly flatter noses
than ourselves, is not a pretty thing when you loa& it too mucli’ (p.10) At the end of
section one irHeart of DarknessMarlow makes us, just like himgdtrious to see whether
this man [Kurtz], who had come out equipped withrahaeas of some sort, would climb to
the top after all and how he would set about hiskwehen theré (p.61) The narrative which
follows this expression of curiosity is followed by disappointing answer because it

27 bid., p.28.
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demonstrates that Kurtz is equipped with no madabs at all. Insteadany powers of
darkness claimed him for their oivfp.100) and hetad taken a high seat amongst the devils
of the land (p.100) By ‘the devils of the larid Marlow explains that they ardhHe devil of
violence, and the devil of greed, and the devihaif desiré (pp.29-30) which he has seen.
Not only Marlow but also the manager testifies tattz is a devil; this is what we notice
when the latter says]c]lear this poor devil out of the country, and dbbother sending
more of that sort. | had rather be alone than h#we kind of men you can dispose of with
me”(p.63)

Furthermore, Kurtz displays his loss of religionemh*he judged it necessary to
inform [the manager that] he feared neither God dewil, let alone any mere marf{p.56).
His attitude towards the natives is built on hisidfighat he is a Supernatural beingwho
approaches the nativewith the might of a deity(p.103). Eventually, through what Kurtz
does and says, and what others say about him, nvargae that he is an anti-hero as we shall
explain further in this chapter. Maybe the onlyatton where Marlow attributes to the term
“moral” a positive connotation is when he referghe last words of Kurtz— “the horror! The
horror’”—"as a moral victory paid for by innumerable defeditg,abominable terrors, by
abominable satisfactiongp.148). The utterance of these words is a meiebry for Kurtz
because in spite of the mangi€ad acts of civilizatidn(p.104) he commits, he is able to
recognise that the Euro-imperialist methods he wadlewing led him to his downfall,
madness, and death. The acknowledgment is itselfotily victory which Kurtz reaches.
When he says,Live rightly, die, die ...he realises that when one lives rightly, he dies

“rightly”, as he would have finished his sentence.

The degree of openness to alternate systems oésathich Kurtz displays is also
shown in the attitudes of the other European charscsuch as the pilgrims, who are also
involved in the question of morality as well. Onarm to draw attention to is that morality is
not considered even between the European themselVik “the great demoralization of the
land’ (p.33), Marlow asserts that morality has no raeplay in this land; in fact,[t]o tear
treasure out of the bowels of the land was thdie [Europeans] desire, with no more moral
purpose at the back of’i{p.60). Back in Brussels, Marlow still feels amdes the bleakness
of the European moral standards in the faces oplpda the streets: “[tjey were intruders

whose knowledge of life was to me an irritatingtepneé (p.148).
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Keeping in mind Conrad’s distrust of certainties dis sceptical turn of miA&, one
should stress that questioning and quest are aspéénowledge and truth seeking. In his
“special regard for...the unprivileged of this edrt@onrad is guided by a moral orientation
which is derived both from his European “framewdrked the interaction (the dialogue)
between these frameworks. Consequently, ratherlibarg like his contemporaries, such as
Rudyard Kipling and Rider Haggard, who encouragd anpport the European imperial
policy in Africa, he questions the basis on whicbratity and European ethos are built,
especially in a colonial context. The very preseot¢éhemes like racism, exploitation, and
colonialism instead of civilization are intended B&pnrad to be marks of dissidence and
dissonance which displace and parody the Europgadliziog pretence. In his journey to
Africa, Marlow describes different scenes whereonby notice signs of European decadence
and degeneration. The natives are silenced, tlayscdinnot express the reality of the imperial
venture in their land, a venture marked by racisrploitation and injustice. The analysis of
language, in the light of Bakhtin’s discourse, wilhravel light on the hidden task of
imperialism. It is undeniable that the languagéhef natives does not mark its presence in the
novel in order to subvert the refined languagehefdivilizing mission, but we notice that the
voice of Marlow implies instances of dis-unifyingcadecentralizing the Victorian unitary

language presenting imperialism as a civilizingsias.

2. Imperialism Dialogised.

Bakhtin argues that the dialogical nature of lagg implies struggle and that the
novel is the best literary form which represents highlights this conflict: [tjhe novel is the
privileged arena where languages in conflict canetndringing together, in tension and
dialogue, not only opposing characters, but alsffedent historical ages, social levels,
civilizations and other dawning realities of humtfie.”**® Conrad’sHeart of Darknesss
precisely a site where the discourse of civilizatie opposed to that of barbarism. Social
levels are also in conflict as is obvious in theglaages of superiority and inferiority; as for
the reality of human life, this novel shows thattain barbarism and savage brutality are
performed by the European.

European imperialists justified the exploitatidnAdrica and Africans by constructing
an ideological model based on the civilization/ggrgt model or light/dark model which

2% n a letter to Galsworthy, Conrad emphasisedsbapticism for him was “the agent of truth [andj thay of
art and salvation”

299, Appignanesi and S. Maitland, Edghe Rushdie File.ondon: Fourth Estate Books, 1989, p.2¢6otedin
Martin Coyle, Peter Garside, Malcolm Kelsall, arahd PeckGale Encyclopedia: Literature and Criticism
Cardiff: University of Wales.p.53.
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privileged everything associated with Europe oveergthing associated with Africa.
However, the rhetoric of this model is not priviéegin Conrad'sleart of DarknessWe have

to draw attention to the fact that the theme ofengdism and its civilizing rhetoric was not
only presented by imperialists. In other words, émglists were not the only ones to promote
relationships as extended by the light/dark moBgkn those who did not support such a
model raised their voice to attack its hypocrisyl aa unveil its terrible realit§® Conrad
visited many colonial ports, the Congo station was which provided him with the colonial
conditions in the colonies. His fictional workjeart of Darkness,questionsEuropean

assumptions of white superiority.

Though he is accused by Chinua Achebe of beinthbroughgoing racigt®* whose
work “constitutes a document of high European racism dordjected and purged of all
cultural currency®®? Conrad can be read as an anti-imperialist. Tasar why, probably,
Conrad is believed to be a racist is his ambivalemtative structure. The reader cannot
clearly read Conrad’s ideas against the Europesmngstion of imperialism. Achebe agrees
thatHeart of Darknesseverberates with anti-imperialist arguments, dsb& shown through
the discourse of Marlow, but he does not find ibwgh from Conrad to be named an anti-
imperialist, as does Mary Ellen Snodgrass in Bacyclopedia of the Literature of Empire
(2010) when she classifiégeart of Darknesamong the masterworks that the proponents of

anti-imperialism produce®f* Here is Achebe’s argument:

Some people imagine that what | mean is, Don’t r€adrad. Good heavens,
no! | teach Conrad. | teach Heart of Darkne$have a course on Heart of
Darknessin which what I'm saying is, Look at the way thmn handles

Africans. Do you recognize humanity there? Peopik tell you he was

opposed to imperialism. But it's not enough to s#yy opposed to

imperialism. Or, I'm opposed to these people—thpser people—being
treated like this. Especially since he goes onightaaway to call them “dogs
standing on their hind legs.” That kind of thingnifkal imagery throughout.
He didn’t see anything wrong with*t!

3% mong those who registered their voices as attagkinst the atrocities of the imperial missionariggmund
Morel criticised King Leopold's political system @ongo. In fact, he was a Congo reform leader. iitised
Leoplod and his agents for the way they condudtednbhodel of light over darkness. Even though E. éllor
himself used phrases which highlighted the positole of the missionaries, phrases like “angel$igit” and
“torchlight of truth” when talking about the whitean's duty in Africa, he accuses Leopold and hentgof
racism and inhumanity.

%IChinua Achebe. "An Image of Africa: Racism in CaiisaHeart of Darkness." Hopes and Impediments:
Selected Essays, 1965-1987. London: Heinemann, 4838

392 Tony C. Brown. “Cultural Psychosis on the FrontiEhe Work of the Darkness in Joseph Conra#art of
Darkness’ in Studies in the NovgY/ol. 32, 2000.p.2.

393 Encyclopedia of the Literature of Empif@p.cit., p.viii.

304 Anonymous writer. An Interview with Chinua AchebBhe Art of Fiction N° 139.The Paris Review
2007.p.12.
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What Achebe is concerned with is man’s inhumaratynrtan, meaning that if Conrad was
really an anti-imperialist, he would have defendéé right of the black man without
“animalizing” him. We think that this is the pertedew of anti-imperialism. However, this
does not mean that anti-imperialist views are kp@bsent in the novel. It remains a relative
question in the sense thakgcauseheis an African, Achebe is affected deeply by Conrad’s
racist portrayals of the Africans. It is true thia¢re indications of anti-imperialism, but they
are stated ambivalently; as such, they also maigraof an oppositional view as regards the
ideology which supports imperialism. On one levielwe consider Marlow as Conrad’s
mouthpiece, which is not generally agreed on, wasiter Conrad’s position towards
imperialism as liberal because he attacks only é¢keesses of imperialism. A Liberal
Imperialist is defined as

A faction within Britain’s Liberal Partyin the late nineteenth and early
twentieth centuries, the Liberal Imperialists waretable for their lack of
enthusiasm for Irish Home Ruller their defense [sic] of free tradeithin the
British Empire and for their support for moderate social refotfn

Evidently, ‘free trade within the British Empitend the ‘support for moderate social
reform’ are what characterises the liberal imperialisgwiin Heart of DarknessAs Carl
Cavanagh Hodge notesA ‘free trade policy [is] the logical product of retvdominance 3
and that it was duringthie Berlin Conference of 1884-1885 [...] [that] thelebates of 13
European countries [...] declared the Congo and Niarers open to free trati®’ This is
why we observe that ivory-trade in the Congo Statgthe centre of the economic policy.

Kurtz is even able to kill for ivory, as one Eurapecharacter explains to Marlow:

He [Kurtz] wanted to shoot me, too, one day [...]JHr@small lot of ivory the
chief of that village near my house gave me. Yeu ssed to shoot game for
them. Well, he wanted it, and wouldn’'t hear reasde. declared he would
shoot me unless | gave him the ivory and then etbawut of the country,
because he could do so, and had a fancy for it,thace was nothing on earth
to prevent him killing whom he jolly well pleasépp.80-81)

This free trade also suffers fronurifair competitiofi (p.46) between the Europeans

themselves because of the greed for wealth. Athiafsupport for moderate social refofm

it sounds as hegemony in the white man’s voi&&ach station should be like a beacon on the

road towards better things, a centre for trade ofise, but also for humanizing, improving,

instructing” (p.47) The position of a liberal imperialist abtishes a relationship between

395 carl Cavanagh Hodge, E@ncyclopedia of the Age of Imperialism, 1800-19¢dlumes 1& 2.London:
Green Wood Press, 2008.p.418.

306 | hid., p.Xi.

37 hid..p. XIvii.
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liberalism and imperialism, a relationship whichamsbiguous becauseri the one hand,
liberalism present[s] powerful arguments for colahself-government. On the other, some
liberals contest the suitability for self-governmehwhat they [see] as irrational or inferior
peoples or cultures®® The description of the natives as “savages” “ign¢r and “brutes”
makes the question of their self-government imgissthis is why Marlow’s attitude toward
imperialism evokes ambivalent sentiments regartieglogic of civilization which excludes
any non-Western value system in the colonies. Ragn\Williams remarks on the colonial
project in general: It is a world of darkness of many kinds that thiyage explores, but
among these kinds—the reminder is still criticaligcessary—is the reality of colonial
exploitation, the ambiguity of the ‘civilizing miss’ into Africa.”%

On the other level, we should not ignore the adlehe anonymous narrator. If Conrad
creates him, there certainly lies a reason belfiad The fact of having two narratorsHieart
of Darknessllows heteroglossia to enter the narrative stinecin order to dialogize the idea
of imperialism: to show whether it is a work of itization or an alternative image of

colonialism.

The fact that Marlow reports European atrocitieserglier he goes in the Congo
Stations indicates his awareness of the white mlanigality, as when he speaks about the
Roman empire, which makes him aware of the colasyatem both in the present and the
past; but when he says that what redeems the ialprission is an idea at the back of”it
(p.10)—referring to civilization—he means that xewses the white man’s barbarism for the
sake of civilization. He, thus, does not attackitlea of imperialism radically but liberally. In
other words, Marlow is against the means of imfiena but not against its end. Conrad
explained in a letter to his publisher William Bfamod that he was against thiaéfficiency
and ‘selfishnessof certain imperialists rather than theivilizing work' itself.>'° Taken in
this sense, Conrad’s position towards imperialisriibieral in that he is only annoyed by the

West's perverted image in Africa.

This liberal critique of imperialism can be disptalyin Bakhtinian lenses. The term

heteroglossia refers to the basic condition governing the productof meaning in all

%8 |bid.,p.421. Cavanaugh argues also that “Mosblimtgical liberals were anti-imperialists, and anti-
imperialism was strongest on the radical, whichoisay radically liberal, wing of the Liberal Pdrtfbid.,
p.421)

39 Raymond Williams.The English Novel: from Dickens to Lawrence. LondBhatto and Windus, 1970;
Paladin, 1974)p.117.

310 Frederick R. Karl and Laurence Davies, EHse Collected Letters of Joseph Conrad. VolumE&#&imbridge
University Press: Cambridge. (Date of publicatienuinknown).p.139-140, in_http://www.virtuose.scdvun

paris3.fr
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discourse. It asserts the way in which contextnésfithe meaning of utterances, which are
heteroglot in so far as they put in play a multfy of social voices and their individual
expression&d3'! In this respect, we understand that the conditioder which Marlow lives
asserts the way in which context defines the meaninhis utterance. We notice that the
narrative structure imeart of Darknesss an exposition of Conrad's anti-imperialist vigw
but these views are in themselves different. Thaihgly are not overtly exposed in the text,
the multi-layered narration is an indication of theesence of different points of views as
regards the reality of imperialism as a civilizingssion. One reality of human life which
Conrad shows is that the real and only darkne#isaiswhich lies at the heart of the white
man. The kind of conflict which is found here idween the individual and himself, and also
between the individual and his society. This is hew interpret Marlow’'s and Kurtz’'s

characters respectively.

The legitimacy of “the Scramble for Africa” is nouestioned by those who had
interest in the exploitation of Africa. But, to Qau, attacking imperialism means subverting
the light/dark model. Through Marlow's as well ke atnonymous narrator's voices, Conrad
employs two critical perspectives towards impesiali First, we have the voice of Marlow
that adopts a liberal critique against imperialisagond, we have the anonymous narrator's

voice which holds a radical critic of imperialism.

To begin with the character of Marlow, though adpgan man, we notice that he is a
character with two different utterances and twocesj in other words, he occupies a dual
position. This is what Bakhtin refers to as antérnal stratification [which is] present in
every language at any given moment of its histbroastencg®*? In other words, Marlow
represents the liberal critique of imperialism e tsense that he attacks the ideology of
imperialism from “the inside”, meaning that he m@ghuces it in order to undercut and subvert
it. In the following instances from Conrad’s texttdeart of Darkness Marlow’s seemingly

anti-imperialist views of imperialism are consid#ies a liberal critique of imperialism.

Despite the silencing of the natives, there flcwes a stratifying voice, i.e. the voice
of Marlow. What happens, in our view, is thanstead of following each other and being
pronounced by different mouths, the discourse anmhter-discourse are superimposed one

on the other and merge into a single utterance ansingle mouthi®® As a European,

311 peter Brooker, , Raman Selden, and Peter Widdawsdéteader's Guide to Contemporary Literary Theory
United Kingdom: Pearson Education Limited, 20080p.

312 The Dialogic Imagination: Four Essays by M.M. BakhOp.cit.,p.263.

#13Craig BrandistThe Bakhtin CircleLondon: Pluto Press, 2002.p. 102.
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Marlow is supposed to report positively the rhetast imperialism in the Congo Station;
however, signs of anti-imperialist views reverberat his language. His arguments for or
against imperialism are formulated according toithage of Kurtz. For instance, he shows
his fascination when he reads an extract of Kurtegort which is written for the
“International Society for the Suppression of Sa/@gistoms”; it goes as follows in Marlow's
voice:

we whites, from the point of view of developmemt,had arrived at, 'must
necessarily appear to them [savages] in the reatnfr supernatural beings—
we approach them with the might of a deity," @odon and so on. 'By the
simple exercise of our will, we can exert a pofeergood practically
unbounded (p.72).
The question we ask in this context is: why is Marfascinated by these lines exa@tl/hy
is it that of all that is written in the report (efhich we know nothing about of course) he
chooses only these lines to express his admirébioKurtz, the writer of these lines? In our
view, the choice of these lines shows that Marlaypports the idea of imperialism as
presented by Kurtz. To refer to the white man asernatural being ranks the European man
in a superior class than the natives'. HoweverwWarlow gets closer to the reality of things

in Africa, he changes his view of Kurtz saying tKairtz is no idle of him.

In this perspective, the central dialogue Marloalds with the other characters is
conducted by histwo voices speaking in counterpoint: one voice which echoes th
Victorian/European Establishment’s praising its ledlask in Africa; and the other voice, the
dissidentone which denounces imperialism’s means and goals agpt®yms of the West's
moral decline. In the novella, there are instarwbih indicate that Marlow is not a typical
Victorian/European man who supports the imperiabldgy. For instance, the first narrator
says about Marlow thatte worst that could be said of him was that hersitirepresent his
class” (p.6). The meaning of class here probably retershe Victorian middle class. If
Marlow does not represent his class, he probablarates arguments which, in Williams’s
terms, are either alternativesppositionalformation[s]’, or ideological subversions. We feel
the need to know more about Marlow so as to unaedsthis two voices speaking in
counterpoint. The anonymous narrator informs us Merlow longs to discover the secret of
a whole continent, andgénerally he finds the secret not worth knowifg6) The question

we are curious to answer is what makes this saotetorth knowing?

We can answer this question through the analysiafow’s narrative in the novel.
One distinguishing feature of the stylistics of avel (and which, in our case, allows for

Marlow’s presence of two voices) is, in Bakhtingsrhs, the movement of the theme through
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different languagesnd speech typ&$* The central theme with which we are concerned is
the theme of European civilization in Africa asrisarnated in the project of Imperialism. At
the beginning of the novel, we hear the typicaltdi@n voice of civilization in Marlow’s
aunt’s when she talks abowvéaning those ignorant millions from their horrichys” (p.21)
This is the voice of hegemony; the voice of thengtclass which justifies the presence of
European missions in Africa. However, this uttemame opposed by Marlow’s subversive
voice when he says théaftlie] conquest of the earth, which mostly meanstaékéeng it away
from those who have a different complexion or sygfiatter noses than ourselves, is not a
pretty thing when you look into it too muip.10) We notice from this assertion that Marlow
strives to find social significance for his implipdsition against the rhetoric of the civilizing
mission. This kind of discourse may also ke factor stratifying language, introducing
heteroglossia into it**° In other words, we can consider Marlow’s statenzna subversive
one, which introduces the element of heteroglassihis novella. Thus his image of conquest
(imperialism) is a new image of imperialism, oneietthcontradicts that assigned by the
Victorian official discourse.

If we analyse this assertion, we come to notice itheontains oppositional attitudes
towards the real image of imperialism in AfricarsEj “the conquest of the earth” tends more
to have a negative connotation than a positive mwuse when we say conquest we refer
mainly to violently taking complete control overcartain country, and this often leads to
imposing the conqueror’s ideology. Second, whenldtarsays “mostly means”, the word
“mostly” implies that there are other definitioredated to the “conquest of the earth”, but the
one he will exemplify and illustrate during his jaey. It is this meaning which probably
most represents the European image of imperiall$nind, Marlow’s belief that the conquest
of the earth i§ not a pretty thing when you look into it too mugnplies an oppositional
view held against such explorers as Cecil RhodesLingston, or Savorgnan de Brazza,
who were viewed as heroes of Europe and recordsd jturneys to Africa in the form of
romance. In fact, what Marlow does in his journeyte Congo Inner Station is ‘looking too
much’ into this conquest, and thus be entitledXpress views which oppose the Victorian
‘Ideal’.

Before he actually sets out for Africa, Marlow hegjto notice changes in himself. For
instance, he has aueer feelinf that he is ‘an impostot. He also likens himself to the

African natives when he saysBéing hungry, you know, and kept on my feet tomas

34 The Dialogic Imagination: Four Essays by M.M. BakhOp.cit., p.263.
315 bid., p.333.
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getting savagé (p.43). We have to draw attention to the fadttfthe mere presence of
linguistic diversity does not make for a polyphonayel; ‘what matters is the dialogic angle
at which these styles and dialects are juxtaposezbanter posed in the wotk®'® Thus the
sharpened presence of juxtaposition, counter posiind contradiction irleart of Darkness
allows for dialogism. The official policy of impafism as viewed by the Victorian (the
European) society has only one task to fulfil, #mat is to civilize the savage Africans. The
theme of imperialism is dialogised in the senset tt® unitary Victorian meaning is
decentred. The central meaning of Victorian imgisna shifts from that of civilizing to that
of ‘rationalizing’, exploiting, and dispossessirithe language used to present Kurtz as “a
first-class agent, [...] a very remarkable person3%p at the beginning of the novel changes
to reveal him as a “bad, very bad” (p.118) marhasincarnation of greed. It is on the basis of
what Kurtz does and says, and what others say douthat Marlow builds and rebuilds his
changing impressions of Kurtz. Marlow is told thé&irtz is a remarkable man and grows
curious to meet him; however, Kurtz’'s report whadivises the extermination of ‘the brutes’
and his murdering of the natives lead Marlow toatode that Kurtz is fio idle of [him]

(p.121). This is what we notice when he says:

| had turned to the wilderness really, not to Mwurkz, who, | was ready to
admit, was as good as buried. And for a momengetreed to me as if | also
were buried in a vast grave full of unspeakableressc | felt an intolerable
weight oppressing my breast, the smell of the deanfh, the unseen presence
of victorious corruption,..(p.130)
What makes Marlow admit that Kurtz ias good as buriéds his knowledge that the life of
Kurtz in Africa did bring nothing but the ruin ami@struction of many innocent lives. In our
view, the suggestion that Kurtz would be betteridniimplies the need to bury at the same

time his society’s unspeakable vices as secrets.

Unlike the traditional conflict which we find ime plot of the novel, that is a conflict
between opposing characters, the one we find srtbvel resides in one character: Marlow.
His conflicting positions inHeart of Darknessstill give rise to diverse and contradictory
interpretations; which proves nothing other thare ttimmanent contradictioi'’ of
imperialism. The conflict which Conrad embodieshat of world-views; as Bakhtin saya “

particular language in a novel is always a part@ulway of viewing the worltf*® In this

$1%lichael Bakhtin.Problems of Dostoevsky’s Poeti€s182, quoted in Simon DentitBakhtinian Thought: An
Introductory ReaderLondon and New York: Taylor & Francis e-Libraty995.P.45.
%17 Benita ParryConrad and Imperialism: Ideological Boundaries avidionary Frontiers p.39.

318 1he Dialogic Imagination: Four Essays by M.M.Bakh®p.cit.,p.132.
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perspective, we can argue that Conrad’s languagfgsmovella has a multidimensional view
of the world; this multidimensionality refers beaally to the language of the dispossessed and
that of the dis-possessor. As Gene M. Moore claims,

Conrad is a figure of the crossroads, determinegdotray and explore the
conflicting loyalties and multiple identities ofoge who, like him, have been
denied their cultural birthright. Conrad writes Withe passionate irony of an
exile, from the necessarily false passion of aucaltcolonist who speaks, in a
language not quite his own, for both the dispossgssand their
dispossessors?

Marlow is aware of the official discourse of imjdism which is one which supports
colonial expansion and the ‘civilizing mission’. iBg influenced by Darwin’s evolutionary
ideas, many Europeans believed tHairfanity developed from ‘barbarism’ to ‘civilizatio
and [that] progress was inevitable and univers¥’ It was this idea—that other cultures
were far behind the European on the ladder of pssgrthat supported the ideology of
imperialism. However, after he leaves Europe witis tassumption, Marlow witnesses
another reality which is totally different from tlome he set forth with. His voyage into the
Congo stations offers him ample opportunity to obseand ruminate about the human
condition. Marlow’s report of what he sees during journey to Africa unveils scenes and

practices which contradict the Victorian receivgihtons about civilization and savagery.

The official discourse of European humanitarianissn ‘dis-crowned’ and de-
constructed by the upholder of civilization himsek. Kurtz, when he writes in a racist tone
“Exterminate all the brutéqp.103) as the final utterance to his report be tinternational
Society for the Suppression of Savage Customs’s Tihimasking confirms Bakhtin’'s belief
that "every discourse, written or spoken, is an expressioideology—that is, it expresses a

321 This statement is

view of the world, inevitably coloured by your sbaroup or standing
also important because, as Bakhtin argudge &ction and individual act of a character in a
novel are essential in order to expose—as well amasest—his ideological position, his

discourse’%?

If we test Kurtz’'s ideological position, we notiteat it has a de-humanizing
rather than a civilizing purpose. Kurtz's concluglistatement is extracted from a discourse
which is inevitably coloured by his social Victanigrouping, an expression of the European

superiority and African inferiority. Sincea“particular language in a novel is always a

31%Gene M. Moore. “Conrad’s Influence”, in J.H.Stape, The Cambridge Companion to Joseph Conrad.
Cambridge: Cambridge University Press, 1996. p.223.

32Andrea White. “Conrad and Imperialism”, in J.H.StafEd. The Cambridge Companion to Joseph Conrad.
Cambridge: Cambridge University Press, 1996.p.186.

%2 Tory Young.Studying English LiteratureCambridge: Cambridge University Press, 2008.pp50
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138



particular way of viewing the world, one that sedvfor social significan¢é®® we can
consider Kurtz's statement as one world-view in taeguage of the representative of
European perspectives which strives to imposeatsat significance in Africa. A counter
view to this one is expressed when Conrad revearsgposition through Marlow's language
which describes scenes where Kurtz is said to bagant of ruin rather than of civilization

and progress.

Furthermore Conrad displaces and reverses the place of darkhesis attributed to
Africa and locates it in Europe through the coumliscourse of civilization. This is how the
light/dark model is subverted. He employs a stgistrategy: he uses parody to fulfil that
aim. His narrative generates a truth strong enotagltchallenge the meaning which the
Victorian orthodoxy intends to deliver and whoseyvembodiment carries subversion in the
first place. Parody as an agent of subversion eyehere in this novel. In fact, Conrad
seems to overthrow the monopoly of imperialism lpagody of the civilizing mission. Nash
refers to parody as aliscourse of allusioti?*. The discourse of parody is capable of echoing
some other discourses. It has also a corrosivaimwhich enables it to undermine an entire

discourse.

What is being parodied in Conrad’s novel is thesitzation of the Victorian ethos and
of its imperial mission. Through the narrative stuwe, Imperial heroism is idealised through
the discourse of civilization which is displayed thne reference to the Roman Empire. The
most pertinent example of parody is in the portr@ydurtz. His introduction in the novel as
a hero of the European civilizing mission, and sidsequent reference to his misdeeds in
negative terms indicates that the civilizing missie just a plan written on paper, just as
Conrad refers to Kurtz as a voic&urtz discoursed. A voice! a voice! It rang deefpttie
very last. It survived his strength to hide in tim@gnificent folds of eloquence the barren
darkness of his heaft(p.142) This implies that the voice of the rivatoof Europe is one
which hides the barren darkness of Europe. We tieaoices speaking and celebrating the
civilizing mission in Africa but what we see isatly different. The sound and the sight are
two senses which Conrad juxtaposes in order toatewvgeality. According to Bakhtin,|rf
folk grotesque, madness is a gay parody of officg@son, of the narrow seriousness of

official "truth."3?°® The device of carnivalization ideart of Darknesss a means used to show

323 pid., p.333.
324 paul SimpsonOn the Discourse of Satirdmsterdam/Philadelphia: John Benjamins Publisi@Gogpany,
2003. p.119.
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the hypocrisy of the Victorian society and to cehtiés authority. For Bakhtin, the genre of
the novel is the prime example otarnivalised’ literature, because, like the medikv
carnival, it is a site where orthodoxies are coies satirised and undermined; its varied
voices — of narrator and characters — allow for ldigue"**° The narrative form of this novel

is oriented towards an inversion of positions oficures of ‘high’ and ‘low’ through forms

of parody so as to displace and to destabilise vghadnsidered as sacred and taken seriously
within order. The superiority of the white man otlee black man is reversed in the character
of Kurtz. Towards the end of the novel, he no loreggpears as a remarkable man because of
his sinful acts of murder and torture. The man whgupposed to bring light to Africa is
himself suffering from the dark side of inhumanitihis is why Conrad implies that the true
site of darkness, and the most important one tgiden lies in the white man’s heart.

Conrad’s employment of madness is crucial. Kurtzpm all Europe has contributed
to make, is parodied and shown as an anti-hero fail®to transmit the ideal image of his
society, his actions are described as monstrousgress and he died suffering from madness.
Before his death, Marlow describes him as follows:

| had a vision of him on the stretcher, openingrmuth voraciously, as if to
devour all the earth with all its mankind. He livdeen before me; he lived as
much as he had ever lived—a shadow insatiable lehdm appearances, of
frightful realities; a shadow darker than the shadof the night..

Marlow’s critical voice performs a perversion betWest's ideal-image of itself as the
true seat of civilization and of Africa as the seatlarkness. For instance, when describing
the behaviour of the whites and of the natives, IMarobserves that the natives, unlike the
whites and in spite of harsh conditions in whickythive, behave in a restrained manner.
Speaking about a black man and his fellows, Mardawys that theyrust be very hungry:
that they must have been growing increasingly hyrigr at least this month pa¥p.82).
Then Marlow wonders and say3Vhy in the name of all the gnawing devils of hurthey
didn’t go for us—they were thirty to five—and havgood tuck-in for once, amazes me now
when | think of it(p.84). Later on, Marlow identifies them as felldwman beings when he
says, Yes; | looked at them as you would on any humangbevith a curiosity of their
impulses, motives capacities, weaknesses, whemlirow the test of an inexorable physical
necessity. Restrairi{pp.84-85). From this situation, Marlow draws oattention to two
important things: first, the restraint of the naswvdespite their suffering as Marlow saits*
really easier to face bereavement, dishonour, dedperdition of one’s soul—than this kind

of prolonged hungei(p.85) These black men prove that they are nanitmls. Second, the

326 young, Tory.Studying English LiteratureCambridge: Cambridge University Press, 2008. p.51
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situation of ‘growing increasingly hungifydemonstrates that the whites are not interested i

the well-being of the natives; all that matterstfoem is exploitation.

Marlow, as we suggested earlier, attacks the mieainsot the ends of imperialism; he
condemns theflabby, pretending, weak-eyed devil of a rapaciand pitiless follyy rather
than the civilizing ideals that led this devil tdriéa. The anonymous narrator’s critique,
however, is radical since it challenges the ideddh rationalize western progress in general
and imperialism in particular. As he retells Marlewale, the narrator utters some comments
which the ideology Marlow reproduces through hisesyh is racist. He seems to suggest that
whites are no better than blacks; therefore, thigewhvasion of Africa cannot be justified on
the grounds of white superiority. For instance, dmnments on Marlow’s failure to act
against the colonization efforts in general or destion its legitimacy without any ambivalent
tendency. As a captain of a river steamer, Marlow-tHe anonymous narrator’'s point of
view—seems to participate in the colonial brutalltyseems that Marlow prevents interaction
with the Europeans’ atrocities, thus when he presvesuch ugliness, we feel that he
participates in it just like the other Europeansiider to serve their interests. His participation
in the exploitation of Africa goes beyond his dsti@s a ship’s captain, however, for, as
Benita Parry notes, he uses imagery that privildggd over darkness, white over black,
civilization over savagery, and superiority ovefenority, in an attempt to legitimate the
colonization of Africa by Europeans. According tar®, such an imagery is traditional in
Western culture:

It is a commonplace that in western thought, thetrast between black and
white has for centuries stood for good, true, pamg beautiful as opposed to
the evil, ignorant, corrupt, and atrocious. Where tlactions of modern
imperialism brought the white world into organisednfrontations with the
other continents, the existing accretions of damkl @lack were thickened and
extended to establish an equivalence between ‘wehi ‘barbaric’, or
‘savage’ societies and moral perversity, and bgliefce between black people
living amidst jungle, forest and wilderness and @ndition of aboriginal
depravity®?’

As a radical critic, the anonymous narrator doe$ s®e things Marlow's way. Not
surprisingly, Marlow does not recognize that heirsa sense, “blinded” by ideology. In fact,
like most people, he is not conscious of partiégimain any ideology at all. He is aware,
however, of the difference between what he “sead’a@hat others see, as his interruptions of
his own language suggest. “Do you see him? He lskBsteners, referring to Kurtz: “Do

you see the story?” Do you see anything?” (p.82)sHeustrated, even angry, with those who

%2Benita Parry. Conrad and Imperialism: IdeologicauBdaries and Visionary Frontiers. London: Macmilla
1983. p.5.
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don’t share his world-view. As his interruptiongdaaomments show, the narrator opposes not
only Marlow’s interpretation of his African advemtubut the ideological model which
impose a unitary world-view. It is this multi-lager narrative which displays language

diversity.

The white men’s greed makes them blind to the neétise natives: ds long as there
was a piece of paper written over in accordancén\sitme farcical lavor other made down
the river, it didn't enter anybody’s head to troebhow they would livgp.82). This is
another instance of the Europeans’ selfishnesfis®edss according to Ibsen’s conception of
modern tragedy is a feature of the tragic protagfomecause it has tragic consequences for
himself and for those around him.

3. Tragic Disruptions in the Colonial Encounter

An analysis of the characterization of Kurtz rdgea connection between his
egocentrism and the tragic outcome of the storg Modern tragedy in this novel is that of
the egoistic character, Kurtz, who places himsetiv@ other people, and thus fails to see the
consequences which such behaviour can bring. We seen that Kurtz’'s egoism manifests
itself through brutal acts and racist pronounceseHiis self-centred ways are seen most
clearly in his accumulation of ivory as well ashis desire for more power over those around
him. In his physical portrayal of Kurtz, Conrad—harlow’s critical voice—highlights a
feature which is symbaliof Europe’s ‘appetite for more ivory(p.118): ‘1 had a vision of
him on the stretcher, opening his mouth voraciquadyif to devour all the earth with all its
mankind’(p.153) The sense of acquisitiveness is also esgwd by another European man
when he says,when one has got to make correct entries, one comleate those savages—
hate them to the deatfp.36) Marlow observes that egoism is a destvecteature of one’s
personality. It disrupts the relationship betweka Europeans themselves, which is a sign
which destabilizes the European ideal of moralitg auperiority. It leads the Europeans to
hate one another because of their strong selfished® possess ivory. Marlow stresses that
none of the European ideals come to be realised:

There was an air of plotting about that station,t Imothing came of it, of
course. It was as unreal as everything else—aghil@nthropic pretence of
the whole concern, as their talk, as their govegntnas their show of work.
The only real feeling was a desire to get appairti® a trading-post where
ivory was to be had, so that they could earn pstages. They intrigued and
slandered and hated each other only on that acco(m47).
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Marlow claims that Kurtz Had stepped over the edg€n.147). This claim is
important to consider because it refers to thereatfi Kurtz's tragedy. In our opinion, it is a
liberal tragedy. In Raymond Williams’s definitiofat the centre of liberal tragedy is a single
situation: that of a man at the height of his pasvand the limits of his strength, at once
aspiring and being defeated, releasing and desttog his own energi€$?® Williams
explains that the structure of this tragedy is biitkeral’ and ‘tragic’: liberal because it
emphasises ontte surpassing individual®®, and tragic because of its sense oftithate
defeat or the limits of victor§?*° It is this sense of tragedy that we find in Corsadeart of
Darkness It shows Kurtz at the height of his powers (hisvpr to speak so eloquently that
the natives worship him as their deity, and his edinent of the European social, cultural,
economic, and political power since all Europe tastributed to his making), and the limits
of his strength are shown towards the end of theelnwhere he is shown as ill and weak.
Though he aspires to greatness, he is shown asudssing individudl who is being
defeated and destroyed by his own aspiration becsush an aspiration is made larger than it
deserves and it is made unlawfully. Kurtz goes bdytis right to possess ivory; his
selfishness drives him to his self-destruction. r€he a passage in the novel which reveals
that though Kurtz is a talented man, his strengtimited:

‘Mr. Kurtz's knowledge of unexplored regions musivén been necessarily
extensive and peculiar— owing to his great ab8itend to the deplorable
circumstances in which he had been placed: theeeférl assured him Mr.
Kurtz’'s knowledge, however extensive, did not bgaon the problems of
commerce or administratiorfp.150)

As a tragic protagonist, Kurtz is aurpassing individudlnot only in that he had
stepped over the edg@.147), but more importantly, he behaves comttarhis ideal image.
As readers, we do not expect him to behave in laal@rway, especially that his reputation as
a remarkable gifted man whom all Europe contributednake places him in the ranks of
European heroes. It is hardly surprising that taeis reputation of Kurtz proves to be an
illusion. What comes to mind in this context is dddenry’s claim that6ne should never do
anything that one cannot talk abdp.379). In Kurtz’'s context, the way of talkingp@ut him
and the way his deeds are shown to us are compldifédrent. In this perspective, the edge
Kurtz stepped over is that of his society and @dipular moral laws since he does not act as a
European civilized man; and it is this action whiolakes of him an anti-hero. The modern
‘heroism’ of Kurtz, in the light of Williams’Modern Tragedylies partly in his transgression

328 Raymond WilliamsModern TragedyLondon: Verso Editions, 1961.p.87.
329 bid., p.87.
330 bid., p.87.
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of the Victorian social laws. When we say that Kug a modern tragic hero, we also mean
that he is an anti-hero because there is nothingidhabout him; there are only non-heroic
realities about him. His ‘anti-heroism’ lies in himisrepresentation of the ideals of
imperialism. As an imperial man in Africa, he igpposed to fulfil his duty in “weaning those
ignorant millions from their horrid ways.” (p.21Unlike Jude and Dorian Gray who are
modern tragic heroes (seen from the lenses othhary Modern Tragedy), Kurtz is different
from them. Jude and Dorian Gray are conflictingrabters in the sense that they are in
conflict with their Victorian society. As a represative of the working class, Jude rebels
against the ideological social order whose lawshafriage and education ruin his life. Dorian
Gray also rebels against the ideology of the ugpass, to which he belongs, because the
Victorian culture is an agent of repression ratihan of development. The question we ask
here is whether there is a conflict between Kuniz he ideology he represents in Africa. As
an imperial man, Kurtz represents the middle cl8sswhat is it that makes him chandgem

professed idealist to predatdrf'?

In our opinion, there are two distinct forces ImehKurtz’'s tragedy: the European
economic force which is embodied in Capitalism;osel; the African material sources, like
ivory, which Europeans sought to possess. Writtethé fin-de-siecle Heart of Darknesss
set at a time when forces of capitalism and mdiemawere so active and made their
significance apparent in everyday life. It also idepthe impact of these forces on the lives of
the Europeans, Kurtz in particular, and the nati@eswell. Europeans, in this novel, are
depicted as being not only too selfish in theitides towards the natives but also racist, as
we have shown earlier. Capitalism is also a systdrich does not take into account the
principles of morality since all that matters i thccumulation of wealth. Thus we view that
economics plays an important role in the creatibsuzh racist relationship. Conrad, thus,
views business matters at odds with conventionakhty with humanity threatened by the

pressures of ownership.

All theses issues are reflected in the dilemm&wiftz. He is caught between two
forces: his status as a European civilized manstsipposed to behave in a civilized way
towards the natives; on the other hand, his greedvbry as a source for economic power
makes him focus attention only on accumulatingywtisregarding his conventional morality.
In this case, Conrad refers to the problems a Eamopnan in a conscienceless capitalist

social system is confronted with. As an ideologtiemperialism and civilization, Kurtz is a

#lGerald Levin. “Victorian Kurtz”, inJournal of Modern LiteratureVol. 7, No. 3. Sep., 1979.p. 433.
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believer in Europe’s ideas of material successtaedkin lies his tragedy, for he goes mad
and then dies for greed of materialism. He meeisaa end in pursuit of ivory. His downfall
and final defeat illustrate not only the failure afiman but also the failure of a way of life.
Still more important, in Williams’s frame of thoughKurtz can be placed among the
individuals who Suffer for what they are and naturally desire, ®tlthan for what they try
to dog'*? Kurtz’s suffering does not spring from his dutydivilize but from what he is: a
selfish man who is driven by a strong desire tospss everything even at the expense of
others’ rights. Further, the fate of Kurtz resersblee fate of Arthur Miller's protagonist,
Willy Loman in Death of a Salesma(1949). Both Kurtz and Willy Loman are modern tcag
heroes, but we have to draw attention to the faadttheir sense of the tragic is different from
that of Jude and Dorian Gray. Jude and Dorian ®rayg tragedy down on themselves by
directly opposing the Victorian social order sintteey consider it 4 false system, [...],
destructive and evil. [...] It is still seen as asiland alterable society, but merely to live in it
is enough to become its victiti® Thus they are victims of a social order whichis & lie; a
system which represses individual desires. Conti@arthis, Kurtz’'s desire to be wealthy is
supported by the economic system (i.e. Capitalisnwhich the class of merchants, traders,
and imperial men believed. IModern Tragedy Williams comments on the tragic end of
Willy Loman saying that

In Death of a Salesmarnhe victim is not the nonconformist, the heroit b
defeated liberator; he is, rather, the conformtbi type of society itself. Willy
Loman is a man who from selling things has passestiiing himself, and has
become, in effect, a commodity which like othermodities will at a certain
point be discarded by the laws of the econdithy.

In the same way, we can argue that Kurtz's tragedipked to his belief in Capitalism. Kurtz

is heroic in the sense that he is believed to bentessenger of civilization, but he is also a
defeated liberator in the sense that he frees Hinfisen the Victorian constraints by
manifesting what European society represses. Bhihiat the manager expresses when he
says, Anything—anything can be done in this country. 'Bhahat | say; nobody here, you
understand, here, can endanger your position. Ahgw ou stand the climate—you outlast
them all. The danger is in Europe; but there beldedt | took care to—2" (p.46) It is the lack

of social control, then, that leads Europeans lteréite their repressed desires. His acts of
murder and racism are images of his barbarismr#le civilization. Besides, he epitomises
the struggle middle-class men like him face whesytare outside their native society. Kurtz

is the type of late Victorian society in that hepnesents the imperial mission under

$32\lodern TragedyOp.cit.,p.104.
¥33bid., p.104.
334 bid., p.104.
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capitalism. As an imperialist, he represents anemap foundation on which European
industry relies. He figures the import of capifBhe selfishness of this economic system shifts
to reach Kurtz’'s soul. Kurtz conforms to the egoisaws of Capitalism. By so doing, he
brings tragedy down on himself not by opposing ¢higsannical laws but by believing and
accepting to live under their conditions. He becsraeliving manifester of exploitation,

racism, and despotisiHe surrenders body and soul for the sake of profit.

What draws our attention as far as desire is coeckris the notion of desire as
expressed by Jude and Dorian Gray. Though theyiest a tragic end, the experience of their
desires and aspirations is different in its aimdeJsi and Dorian Gray’s aspiration aim at
liberating themselves from the ideological and @k system which deny their individuality.
As for Kurtz's aspiration, it does not lie in higbellion against his social laws but in
embracing them to fulfil his noble task. Howevehaw is tragic in Kurtz’'s aspiration is his
representation of the Victorian social order bubtigh egoistic ways. He, consequently,
misrepresents the imperial ideology which suppdmts civilizing mission. He affirms his
social status as a racist rather than a civilized.riis reputation as being civilized is a mask
he wears to legitimate his presence in the CongtioBt His superiority is an agent of the

land’s as well as of his own destruction.

Unlike Jude and Dorian Gray who question their @otaws and advance other
oppositional cultural forms, Kurtz does not questibe validity of these laws. The one who
guestions the ideology of imperialism is Marlowvas have seen. This is why we remark that
Kurtz meets a tragic end, whereas Marlow is sax@uh such a tragedy. This is obvious when
Marlow says,“[Kurtz] ha[s] stepped over the edge, while | ha[been permitted to draw
back my hesitating fodt(p.147). this idea is also explained by Arthurligh.

Following his argument, in modern tragedy, the drash must show not only why
characters’ lives &re ending in sadness, but how they might havedadotheir ent®*>
Marlow could have the same tragic end as Kurtz; ¢inte he is not driven by the wild
material desire of possessing ivory, and he doé¢debave in the same way as Kurtz, he
could mark a difference which saved him from tragex he says[Kurtz] had stepped over
the edge, while | had been permitted to draw baglkhasitating foot. And perhaps in this is
the whole differenc¢gp.147). Marlow also remarks that Kurtz misusesHuropean morality
and values; at a time he is in need of them, hepcesses them and goes beyond the limits of

his social laws: dll the wisdom, and all truth, and all sincerityegust compressed into that

335 Arthur Miller. “The Nature of Tragedy” (1949), ibid., p.254.
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inappreciable moment of time in which we step derthreshold of the invisihle(P.147-8)
Kurtz’'s cry “the horror” is an affirmation, a moral victory paid for by innunadte defeats,

by abominable terrors, by abominable satisfactib(1s.148)

As an incarnation of the white man’s burden, Kwti#sk is to civilize. As we notice
in the novel, Kurtz is not in his European society in the African one. It is in this context
that the second force behind Kurtz’'s destructies:lit is the perception of Africa as a source
of power. Since Kurtz brings new ideas to “investj in the Congo station, this means that
his ideology is an oppositional formation as regattoht of the natives. From the point of
view of the Africans, Kurtz’s culture and ideologgnstitute a challenge and a threat to their
social order, however inferior it may be viewed Byropeans. The European hegemonic
tendencies towards the African natives are, imtteses’ view, emergent. To link this idea to
the situation of Kurtz, we argue that what Williameders to as tfagedy, for us, has been
mainly the conflict between an individual and tbecés that destroy hifrmakes the conflict
shift from his European to the African society. imeans that Kurtz is in conflict with the
African society. His “plan” of civilization clashewith his personal desire of wealth. The

conqueror Kurtz becomes conquered by the forcobghd to defeat.

We think it necessary to have an idea about hawess is interpreted in this novel.
May be Kurtz is a successful man, but he is naviéized one. The movement of success is
separated from the movement of civilization. Hiscgass is made at the cost of his loss of his
own morality. It is his desire for wealth that rulmis life. Conrad shows Kurtz’s life being
poisoned by his desire to be rich through the acdation of ivory. His failure generates a
sense of guilt which is revealed in his final worttee horror! The horror! Words which are
no more than the pronouncement af jidgment upon the adventures of his soul on this
earth”(p.146) Marlow, on the other hand, though notihguhe same status as Kurtz, does
not allow greed for material to ruin his life foe s not an egotistical man. In this perspective,
Conrad implies that the relationship that existdwken England and its colonies is
destructive. The colonial power, as is embodie&Kuntz, has narcissistic demands. There
cannot be fruitful results in the colonies as fargeeed for wealth and the civilizing task do
not reside in the same man. Ambivalence best expltiis matter becausehe colonial
relationship is always ambivalent, it generates #ezds of its own destruction. This is

controversial because it implies that the colonialationship is going to be disrupted,
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regardless of any resistance or rebellion on the péthe colonized*3*® We notice here that
the very seeds of Kurtz's tragic downfall are, tgraat extent, within himself. Via Kurtz,
Conrad refers to the imperial greed and to the [pemo empire’'s destruction. His
ambivalence makes of him a problematic hero. Thatbivalence ‘decentres’ authority from
its position of powef is true in the case of Kurtz because his persdesire which is
incarnated in his greed for wealth and his nols& tf civilization form of him a conflicting
individual and an iton of outlandish gre¢d®” decentres his authorial position. He unsettles
the colonial dominance by the coexistence of twpospng attitudes within himself. Williams

argues,

we find, [...], a personality within and beyond theitarly defining status, and
the conflict that can result from this coexisteic®ften one of the sources of
the tragedy. Thus the tension of the general actimiween the exploring
energies of life and all that is known of orderyeépeated in the hero himself,
between the individual man and the social role. these tensions, this
particular tragedy was formet®

Being alone in the wilderness, Kurtz does not belassa civilised man, and he does nothing
to civilise the natives. As Williams arguesftlhe modern hero in social tragedy, is
characteristically a man who rebels against some, lan any of its possible forms: the
heroism lies in the rebellion, and is vindicatecm®in defeat>*° Kurtz seems to act freely
and brings tragedy upon his head with the decislmmsnakes, especially those related to

violence and brutality with the natives. As the ager tells Marlow:

Mr. Kurtz’'s methods had ruined the district. | have opinion on that point,
but | want you clearly to understand that there wasghing exactly profitable
in these heads being there. They only showed thakKitz lacked restraint in
the gratification of his various lusts, that theweas something wanting in
him—some small matter which, when the pressing aeesk, could not be
found under his magnificent eloquer{pel19-120).

Kurtz’'s free decisions seem to reveal free choisch are taken freely far from the
constraints of his society. The colonial environtnenwhich Kurtz finds himself is different
from home; there is no policeman to control hisdwebur. The humanitarian side of the ethos

of Empire can no longer hold him in check.

33 Bill Ashcroft, Gareth Griffiths and Helen TiffifEds.Key Concepts ifPost-Colonial Studieg1998) London
and New York: Taylor & Francis e-Library, 2001.p.13

337 Mary Ellen Snodgras€ncyclopedia of the Literature of EmpirBlew York: Facts On File, Inc., 2010.
p.135.

*3¥\lodern TragedyOp.cit.,p.90.
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Kurtz goes beyond what is necessary and crosse'setth line’ law and order. As an
example, Marlow attempts to help Kurtz to go ouths wilderness; however, Kurtavould
say yes, and then he would remain; go off on amottoey hunt (p.117). Kurtz’'s destructive
behaviour creates victims (the natives). His egtsan causes him to view himself as a
“supernaturdl being (p.103) and to approach the nativesvagh*‘the might of a deityibid).
His conceit is obvious when he assumes to be aafddietzschean Supermamavant la
lettre. The natives are to him merely a resource for acing his own plans, and anyone who
gets in the way is doomed. An example of this es‘gavage siglit(p.121) of ‘those heads
drying on the stakes under Mr. Kurtz's windd\s121.)

Kurtz’'s egoism contributes greatly to the modeagic quality of the work. His self-
centeredness plays a significant part in bringibgua the ruin of the district and the misery
and suffering of the natives (hunger, exploitatideath, slaughtering, etc.) His egoism leads
him to lose his mind. As such he is no longer tre@riarkable mahhe used to be. Early in
the work, when introducing Kurtz to Marlow, the Coamy’s chief accountant sayfh]e is a
very remarkable persdn(p.35). Later on, Marlow subverts and displacks tpositive
meaning of “remarkable” when he saysather remarkable in the ruinous aspect of the
place€’ (p.118-19). Kurtz’s social downfall is first natdoy the manager of the company when
he says he WAS[remarkable]' (p.129), meaning that he no longer is. Among Mark
utterances concerning the dark side of Kurtz, the which most probably expresses Kurtz’s
subverted image isa“ shadow insatiable of splendid appearances, @hfful realities; a
shadow darker than the shadow of the riight153).

Kurtz himself, however, has not been immune toola actions. It is a double ruin he
is guilty of: the ruin of his soul and the ruin tbfe district he is running; and it is in this
respect that the tragic disruptions reach the ¢odorand the colonized. At the level of the
colonizer, we can say that Kurtz's selfish attitidie the Inner Station are not contained by
his society, not because he is far from it now, batause the ideology of imperialism
supports his deeds but lead him to a deadlock.zKumisdeeds are contained by the
wildernessitself. Kurtz dominates the wilderness through hiade of ivory, but this
dominance does not last long because the wildeplags a rebellious role which refuses any
more intrusion. As an intruder, Kurtz enters Afriga a remarkable man but dies mad and
alone. His fascination with ivory increased hisssenof greed for more wealth. However, such
a fascination turns against him until he becomed.mmbeknown to him, his egoism has
made a victim of himself.Humility and selflessness, the absence of selfsshhe considered
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a virtue”>*° but selfishness is a vice. He dies a solitary fnathe Congo Station. Marlow
speaks about the triumph of the wilderness jusr dfte death of Kurtz; he sayk Wwas a
moment of triumph for the wilderness invading and vengeful rush which, it seemehéo

| would have to keep back alone for the salvatibarmther soul (p.153) Another sign of
Kurtz’'s containment is the speech of the black ftbg manager’'s boy) who announces his
death sayingifh a tone of scathing contempt: “Mistah Kurtz—head.” (p.145) This scene
marks a shift in positions: the silenced native repeaks after the voice of authority and
eloquence is silenced. It is thus a triumph for tlagives to speak after the tragic death of

Kurtz. His tragic end is described in terms oftgsgueness:

The shade of the original Kurtz frequented the lkdef the hollow sham,
whose fate it was to be buried presently in the Icho@l primeval earth. But
both the diabolic love and the unearthly hate @f thysteries it had penetrated
fought for the possession of that soul satiateth witmitive emotions, avid of
lying fame, of sham distinction, of all the appearas of success and
power(p.142).
Kurtz’s selfish attitudes reflect his aspiratiorwtrds progress, but as Raymond Williams
argues, 4spiration itself is only a disguise for crugf{’, which means that even the
humanitarian discourse of imperialism is brough&tdead end since all it identifies, through
Kurtz, is betrayal of one’s ideals, torture, coldieim, and racism. The latter identify the
Victorian society as afélsesociety**2 Being one of its important members, Kurtz does no
subvert his society by advancing oppositional aldéves because he is under no social
control. Maybe his unique act of subversion sprifige his own nature as a selfish man in
the sense that instead of fulfilling acts of ceaion as is intended by society, he performs
barbarous actions. But this cannot be interpresegnaintended subversion because, though it
guestions and threatens the imperial system, itatie structure is an exposition of Conrad's
views of the behaviour of the white man in Afri€onrad records a white man'’s life far from
social control. Being alone in the wilderness isogportunity for him to indicate that his is a
false assumption and a false idealism. Europe’isnslaf superiority are contained through
Kurtz’s tragic end. If we compare the beginning #melend of the novel, we feel that Conrad
foreshadows the end of imperialism through the attar of Kurtz because his energy at the
beginning of the novel is consumed by his greediviory. Instead of fulfilling the “white

man’s burden”, he answers his selfish desires.

340 julie Rivkin and Michael Ryan, Edsiterary Theory: An Anthologynited Kingdom: Blackwell Publishing
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Marlow’s description of the soul of Kurtz as'soul satiated with primitive emotions,
avid of lying fame, of sham distinction, of all dygpearances of success and pdwedicates
the hollowness of the European civilizing; thiswhy we link the tragedy of Kurtz as an
imperializer to the tragedy of the whole Victorimpire since Kurtz can be construed, in
Bakhtin’s terms, as the ideologue of imperialisnis Hagedy is also that of the irreparable
loss of human relationships (or still worse, itnin’s inhumanity to man in the name of
civilization) for the sake of material gain. Moragic yet is that Kurtz does not learn from the
earlier Europeans who went to Africa, those whonrltda spoke about at the beginning of

the narrative.

Following Arthur Miller’s argument, in tragedy,dldramatist must show not only why
characters’ lives &re ending in sadness, but how they might havedadotheir ent?*®
Marlow could have the same tragic end as Kurtz; ¢inte he is not driven by the wild
material desire of possessing ivory, and he do¢sebave in the same way as Kurtz, he
could mark a difference which saved him from tragex he says[Kurtz] had stepped over
the edge, while | had been permitted to draw bagkhesitating foot. And perhaps in this is
the whole differenc¢gp.147). Marlow also remarks that Kurtz misusesHuropean morality
and values; at a time he is in need of them, hepcesses them and goes beyond the limits of
his social laws: dll the wisdom, and all truth, and all sincerityegust compressed into that
inappreciable moment of time in which we step derthreshold of the invisihle(P.147-8)
Kurtz’s cry “the horror” is an affirmation, a moral victory paid for by innunadéte defeats,
by abominable terrors, by abominable satisfactid(ys.148).

As a remarkable man whom all Europe has contribtdemake, Kurtz is tragically
destroyed by his excessive selfishness which @f itterived from his false idealism. His
tragedy can also be named taagedy of idealism, whose chief protagonist[t]ak heroic
proportions and about whom there is a quality ofagness *** The nightmare of his tragic
end is paradoxically lightened by his final awarsnef its horror. It is something to face the
savagery within himself to which he had succum#féth other words, paradoxically, it is the

horror of his wrong deeds that enlightens him allwsiinnate savagery.

As a feature of modern tragedy, we should alsotimerhe illusion of realism. It is

illustrated through the combination of realisti¢alils with symbolic elements, which together

#3arthur Miller. “The Nature of Tragedy” (1949), ivid., p.254.
%44 gyerre Arestad. “lbsen's Concept of TragedyPMLA. Vol. 74, No. 3. Jun., 1959.p.286.
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generate meaning. For instance, Marlow’s use oftén@ “fog”, in his descriptions of the
physical setting, is an illusion of the white maaigilizing task; he saysWhen the sun rose
there was a white fog, very warm and clammy, ancerbbnding than the night (p.79) We
may ask here how can there be a white fog whichaee blinding than night at sunrise? This
means that the landscape provides more than pisysical setting; it comes to symbolise the
spiritual darkness of Europe. We find the same mnggin Marlow’s statementllooked into
the fog. How long would it last? It was the mospdiess lookodut.(p.87) What Marlow
seems to question here is the presence of the &amspn Africa, because there is no hope to
be derived from their presence there. Moreover,blaek space on the map which Marlow
saw in his childhood ad ceased to be a blank space of delightful mydter]. It had
become a place of darknes@.12)The word ‘darkness’, here again, symbaligee dark side
of Europe. This novella indeed goes beyond re-crgatality; it produces the illusion of

reality, but an illusion which takes on a symbafport.

Eventually, Conrad reshapes and reverses the afiyithe European superiority so as
to serve his purpose. He ridicules Kurtz, the hefoEurope, and deprives him of his
eloquence so as to make him inferior to the manmviat Europe had contributed to make.
The contradiction between Europe’s words and destts Conrad to realize the imperialistic
destructiveness that lingerbeneath the surface of Western idéaldeart of Darknesss
based on his Congo diary which chronicled the attavage brutality performed by civilized

men. The discovery of the brutal nature of the e/iian led to develop Conrad’s pessimistic

view of the world. Conrad does not accept the Eeaogruth as self-evidently true.

Marlow is appalled by the brutal actions which pegformed by Kurtz, the civilized
European, against the supposed rebellious savagesaln this perspective, Conrad (and
Marlow too) re-evaluates his attitudes concerniregEuropean human nature after witnessing
acts of torture and murder performed by civilizeedmin the name of European imperialism.
It is this message of the brutal nature of humashkihe European in particular, that Conrad

wishes to share with the readerdHafart of Darkness

The usefulness of the Bakhtinian theory for dealinth the ambiguities oHeart of
Darknessbecomes clear as soon as one recognizes that saweamecivilization in Conrad's
novel, comprising opposing worldviews as they depresent ideologically saturated
languages, in the Bakhtinian sense of the wor@ sbrt which is capable of entering into a
dialogic relationship. Rather than reading for @k direction in the novella's critique, one

that privileges the term of civilization over thaft savagery, the Bakhtinian theory makes it
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possible to see the thrust of the novel's critiggididirectional, and as thereby questioning the
value of embracing the term of civilization and therldview or ideology it represents as
"natural”. The dialogic confrontation of differemorldviews about civilization and savagery
makes it possible to question the value of the driah ideology which was granted an
unquestioned authority. As we have shown, the dissoof parody subverted the authority
given to the imperial mission and weakened the powsfethe European missionaries as
spreaders of civilization in the dark places of #wth. The discourse of parody as is
witnessed in Marlow’s utterances displaced darkimesa the heart of Africa to the heart of
Europe. We also note that there is a contradidtiothe imperial ‘civilising mission’: the
cultural conversion designed to raise the Africangles up to the level of British civilisation,
while reality shows images of barbarism and desttnc

The tragic dimension in this novel is shown viatlevels. First, at the level of the
natives when they are shown enduring a passiversuite; we say passive because they only
suffer without being able to change their situatibhey are slaves in their own land. The
images of exploitation, racism, segregation, slaeigimurder, starvation are all indicators of
the tragedy brought down on the natives by the gganos who are supposed to be civilizers.
Second, there is the tragedy of Kurtz. We cannotena specific cause to his tragedy because
he is victim of his idealism—an idealism which i©yed to be empty and shallow—and of
the shallow ideology of imperialism which celebgatbe discourse of humanitarianism and
civilization. Instead, the images Conrad portrages those of inhumanity and barbarism. In
this perspective, Kurtz’'s tragedy is also the tdggef Empire. The seeds of imperial ruin are
planted by such men as Kurtz. The conflict betwéertz and the other European characters
in the novel highlight the hideous contradiction\Gttorian society. Kurtz behaves as an
individual looking only for his interests; thiswehy his sinful deeds are contained at the end
of the narrative. The demoralizing task of ivorgding, as shown in his story, introduces the
damaged imperial consciendene lack of harmony which characterizes his refeiop with
the people around him makes evident the assertibis andividualism. His being outside the
control of society leads him to liberate his repegsself. He disrupts social relationships in

favour of material gain.
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General Conclusion



Throughout this study, we have examined differémétances of subversion,
dissidence, dissonance, and tragic disruptionsin@gor three different sites, which are the
social, the cultural, and the politico-economic, hepe that we have shed light on the literary
treatment of some problems which the late Victorsmtiety was facing. The choice of
literary theory was made in such a way as to astabl relationship between the three fields

of practice.

Through the theory of Cultural Materialism, we hatéeempted to highlight the late
Victorian crisis of modernity which is demonstratiedthe conflict between the Victorian
tradition and the new emergent ideas. The latemanifested as alternatives or oppositional
formations against the bourgeois obsession witheni@ism. Socially speaking, we have
sought to show the problems of the working classhagped in the fate of Jude. As he shows
in Jude the ObscureThomas Hardy draws the disruptive desires ansbrectof his main
protagonist, Jude, trapped in rigid social docsin&@hroughout this analysis, we have
attempted to argue that, though society may hdvdlfat-ease when the book was published,
Hardy did not produce any obscene writings.

Hardy stood accused of being at once irrelevardbertric and directly dangerous to
the community. But, in fact, he merely sought tplere a key element of human existence
largely overlooked in previous literature: the tcagdjsruptions resulting from domestic family
strife and sexuality. That much of society was a¢quately prepared to have the topics of
sex and personal desire addressed in such a desaiteintrospective manner emphasizes the
revolutionary nature of the authors’ text. With theestioning of marriage, religion, and
education, Hardy condemns all aspects of convedtgocial control and order. The failure of
the three marriages, which form the hub of the btwé hypocrisy of the church, the society’s
cold indifference, and the implosion of Jude’s fgmiincluding the tragic death of the
children—constitute a negative and loathsome intddbe late Victorian Establishment. The
choice of Hardy’s protagonist as a working-class neashow the different problems he faces
does not mean that the working class is the ordgscwhich faces social problems. The
upper-class also has a part to share in the lat®Nan crisis; this is why we have opted for a

novel which prefigures the dilemma of an aristdcratan.

Culturally, then, we have dealt with Oscar Wild&ke Picture of Dorian Graya
novel which deals with ethics and aesthetics gdalied by the aristocratic Dorian Gray. This
novel is a text of political power rooted in thelipos of Aestheticism. In a Cultural

Materialist world-view, Aestheticism is an emergealtural system which aims at subverting
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the Victorian conception of Art and Beauty. Theisarises the power of Aestheticism to
reveal the Victorian decadence. It is also a méana new way of life, one which threatens
the harmony which should be maintained betweenrgaabEthics and Aesthetics. However,
the doctrines of Aestheticism together with theadient social mode do not fulfil its aim in
subverting completely the powers of the tyranngdiety. Wilde’'s message, in our view, is
not mainly to show a corrupt man in search of newsation to escape an ugly society, but
also to show that what society represses manifiestf in acts of deviance and urges
individuals to lead a double life. However, theefatf the working-class man Jude and the
upper-class man Dorian Gray in their own societyasetter than the fate of the middle-class

man Kurtz who lives outside his society (in theory).

Heart of Darknesss based on Conrad’s experience in the Congoxperence which
had a remarkable impact on him. His novélkart of Darknesss the literary transposition of
this experience and uncovers hidden realities anthg about European civilization and
human existence itself. Through Raymond Williamsisory of Cultural Materialism, we
have shown that this novella is a literary form ethiapparently seems to support and
legitimise the European imperial policy in Africdhrough the European discourse of
humanitarianism and civilization, it reflects thegerialist policy in bringing progress to the
dark places of the earth. However, the narrativéchviensures this legitimacy strives for
“plausibility”, and as such is open to counter-aivies and becomes a site for subversion.

The twin theme of civilization and savagery whioh the surface, complies with the
strength of white vs. black soon gives ground teoanter-narrative which unveils the
duplicities of European imperialism. Belonging doclass-divided society, the Victorian
Kurtz embodies the instabilities on which the Ewap discourses of civilization and
humanitarianism—which he represents—are built. Sucstabilities are registered as

manifestations of dissidence and dissonance.

Furthermore, in the light of the same theory, waseh shown that the imperial
ideology—which feeds essentially on the Victoriaial order behind Kurtz's deeds—tries
to maintain itself in the new circumstances of édriwithout losing its grip and power.
However, it is subject to subversion because idsldm aims are unveiled. This ideology is
proved to be a repressive and a brutal one. Thdh& Marlow witnesses in his journey into
Africa. This is why his discourse is one of paradyi All these themes in fact are also
analysed in the light of Michael Bakhtin’s theorfyddalogism. The conflict which, from the

cultural materialist point of view, is depicted Wween the dominant and the emergent cultural
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system is highlighted as the conflict between teetrgpetal (dominant) and the centrifugal

(emergent) social forces.

The use of Bakhtin's theory of dialogism in Hamslyude the Obscurgives us an
account of the novel's emergent capacity for regisgy the discordances and fragmentations
of the late 19 century European culture. Rather than presentiageader with a realistic and
coherent chronicle of shattered lives, Hardy fosuea individual consciousness and on
shifting patterns of narrative discourse. The emg@omposite vision of tragedy is composed
of tragic disruptions which constitute the modeawagic insight. Furthermore, the polyphonic
tone of the narrative allows Hardy to discuss tteartes of marriage in such a way as to break
the closure of the Victorian “sacred” discourserarriage.

As for Oscar Wilde’s novel, it highlights a cowflibetween Victorian assumptions of
ethical and aesthetic values. While society prgake ethics over aesthetics, Wilde longs for a
new mode of life, the New Hedonism which states tha aim of one’s existence is self-
development through the individual experience. Eepee, in this context, is subverted in
that it is no longer a task to demonstrate whatrisng and what is good to adopt. Dorian
Gray's aestheticises his life through aesthetigigrperience for the sake of experience. The
discourse of art and beauty, thus, is dialogiseduch a way as to stratify the Victorian
unitary language. The discourse of the dandy aadctiic as artist, as shown through Lord
Henry and Dorian Gray, contribute to create cotiflgzviews to form a polyphonic novel.

In the same way as social issues and cultural rsattee dialogised in these two
previous novels, the last novel, which is Conratfieart of Darknessthe notion of
imperialism is also dialogised. Contrary to thiéics who argue thatleart of Darknesss an
instrument which supports the ideology of impesialiin Africa, and a literary work which
sharpens the racist view, the use of the theomutitiral materialism demonstrates how the
harmony and the coherence of the Victorian ordéfiita are threatened from inside (Kurtz)
by the contradictions it seeks to hide. These eainttions are best demonstrated through the

ambivalent discourse of Marlow.

The analysis of the narrative discourseHigart of Darknesshows a hidden polemic
against the rhetoric of civilization. What Bakhterms the hybrid nature of the novelistic
discourse is what characterizes the narrative drseoof Marlow. The voice of Marlow
combines two different and conflicting utterancés.a European man in the colonial Congo,
Marlow’s utterances should be (logically) orienteddescribe and to demonstrate the positive
outcome of the European civilizing mission. Howevere notice simultaneously other

utterances—by the same Marlow—concerning the sarbgd. These utterances represent
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the counter-discourse of civilization. We have shdtat Marlow’s discourse on imperialism
as a civilizing mission, though ambivalently exmes, displays signs of anti-imperialism
which we have termed liberal critique of imperialis As for the radical critique of

imperialism, it is, though explicitly expressed,ndmstrated in the anonymous narrator’s

discourse.

Marlow’s counter-discourse takes the form of plgrahus, to displace the positive
role of imperialism, as well as to displace Kurtanfi his stature: from that of remarkable

heroism to monstrous barbarism. Through this pardhrlow touches the raw spots of the

imperial reality. We have resorted to what Bakh@gmms ‘hidden dialogicality in which a
second discourse (we mean here the counter-discobfigvilization which should be uttered
by the Africans) is absent because the Africanssdeaced in the novel, but its presence is
felt throughout the comments of Marlow. The disseuof the latter reads like a transcribed
dialogue in which the voice of the natives is dtliteut. Marlow, thus, appeart® be
responding to and engaging with the Africans, & latter are absent. Instead of being
uttered by different voices (European and Africatie discourse and counter-discourse
merge into one single mouth, Marlow’s. The newnattee which results from the merging of

these discourses expresses a brutal Europearyrealit

The result of all these conflicting view—either sily, culturally, of politically, and
economically—have been shown through the theorynotlern tragedy. The choice of a
modern tragic dimension is an aesthetic form ofethé of the conflicts. Idude the Obscure
we have demonstrated that the tragedy of Judebéisgally in his unconventionality. As a
surpassing individual and a liberator of desirgdeJmeets a tragic end. His modern tragic
status lies in his transgression of the sacred lafwsarriage. Moreover, Sue’s attempts to
subvert the social laws of marriage and to questienstatus of divorce end in containment.
She, therefore, leads a death in life. The powehisf novel lies in the fact that, even two
centuries later, the social issues which are dssmlisn this novel are still relevant here and
now. This novel, indeed, gives a thought-provokowk at our most basic social issues.

Similarly, Dorian Gray’s liberation of his represk desires and aspiration by
embracing the ideals of Aestheticism end tragicallyt before that, he causes the ruin of
many innocent individuals like Sibyl Vane, BasillMdards, and Alan Campbell, as well as
his mle friends. Being tormented by his portraitieihhis real corrupt self, Dorian commits
suicide because his power to maintain his idemsitglisrupted. This novel may be used as a

stepping-stone in further studies on the quesdertity in the 28 century.
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The egoism of Kurtz is the flaw which leads horhis tragic end. Through the theory
of Modern Tragedy, we notice that Kurtz's steppowgr the edges of his society makes of
him a parody of the Kiplingian hero. We have alsoven that the socio-political environment
plays a role in the type of tragic protagonist wihark presents. Though Jude, Dorian Gray,
and Kurtz are protagonists who are victims of ttsicial environment, they are also held
responsible for their own actions and are, theegfat heart torn apart by warring loyalties.
They are unable to transcend their alienation; é¢heir undignified tragic fall.

Eventually, we can say that the subversive disasuof Hardy, Wilde, and Conrad
paved the way for other authors to examine isstigseosame kind using different methods
and perspectives. These novels can also be dialbgiead with 28 century literature in
order to see whether the same problematic stilinbtin the new century.
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