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Introduction:

In 1860, Charles Dickens owned and edited the perioditgie Year RoundDue to
several installments of Charles Lever’'s dry and interminaliday’s Ride sales ofAll the Year
Roundwere slipping. Driven primarily by economic necessity, Dickens reallzgche needed
to begin a new, more exciting storyAl the Year Round he wanted to increase or even simply
hold onto his readershipickens accomplished his goal: out of his many now&lseat
Expectationdas enjoyed tremendous popularity since it was first published. Edgar Rosenberg
recounts the story of a rare book dealer in Los Angeles in the 1990s who listed fonisale
condition” copies of presumed first editions @fliver Twistat $5,000A Tale of Two Citieat
$8, 500; andsreatExpectationsat $45, 000" (399)Great Expectationkas been widely read
both in serial and bound form ever since it was first published, and remains a highly popular
classic to the present day.

Charles DickensGreat Expectation§l861) contains a wealth of moral, social, and
philosophical insights. Rife with rich characterizations, fairy-tadéeneints, grotesque and bizarre
plot twists, Victorian social issues, and a beautifully thoughtful and imaggnedmmentary on
the universal human themes of loss, guilt, abuse, identity, money, social status, andslove, thi
novel remains an outstanding example of truly great art, both popular and €aeaic.
Expectationstands out among Dickens’ writings as a story that does not end as happilyyas man
of the author’s other works, and in fact possesses two separate enditigis. book, Dickens
uses the young protagonist Pip to explore the idea of the identity of the figgjendeman in
relationship to his society, employing fairy tale constructs to ridiculectimantic illusions of the
time period. Abildungsromarof epic proportions, the formation, distortion, and redemption of

Pip’s identity illustrates Dickens’ narrative of secular transfoionat



Chapter 1Great Expectationand Dickens’ View of Identity Transformation

When considered within the body of Dickens’ waBtgat Expectationstands apart as a
powerful expression of Dickens’ later social and theological views. Diclgaat friend John
Forster wrote in 1874 that “Dickens’ humour, not less than his creative power, wsalsest iin
this book” (287).Great Expectatioridairytale plot, alternate endings, creative characters, and
deeply meaningful themes have long held sway over critical and popular rdagerSeminal
Dickens scholar J. Hillis Miller writes Great Expectationss the most unified and concentrated
expression of Dickens’ abiding sense of the world, and Pip might be called thiypathe
Dickens hero” (249). Although Pip is a radically different hero from Scra®byegr Twist, Amy
Dorritt, or other more typical Dickensian protagonists, he embodies chatcsesf Dickens’
thought in extremely vivid and complex form. Pip’s story of identity formation in deenéh-
century English context demonstrates how Dickens’ life and writings, infaemg spurious and
inconsistent theological beliefsxpress the idea that sin is largely social rather than personal,
and that therefore redemption is a secular rather than a religious concepajeéitlis two
different ways in the multiple endings @reat Expectations

Although unigue among Dickens’ characters, Pip also remains an archeigiat$ian
protagonist in his attempts to form his identity. As Miller adds, “The typiastdhs hero, like
Pip . . . has no given status or relation to nature, to family, or to the community . . . Any status he
attains in the world will be the result of his own efforts. He will be totally resplensimself,
for any identity he achieves” (252-58reat Expectationdike many other Dickens works,
investigates themes of identity, social class, and relationships. Dickeag@nsts such as Pip,
David Copperfield, Esther Summerson, and Martin Chuzzlewit engage in the search for a

unified, coherent identity. They must learn who they are in themselves andionr&dathe rest



of the world. Pip’s quest to find his true identity is especially tragic andfaugdted, remaining
one of the finest examples of Dickens’ tendency toward realism in his visiba wforld. This
vision is both Victorian and timeless, for while at first Pip believes his idastihat of a
gentleman, the most coveted position in Victorian society, he eventuallyeretiat a true
gentleman is one characterized by gentlemanly qualities, not one meraggoggentlemanly
trappings.

The story of Pip’s transformation into a gentleman, Dievid Copperfieldand large
portions ofBleak Houseis told by a first-person narrator. Characters in need of redemption
generally become rather disagreeable, and Pip’s story fits thisyp&tdrough likeable enough
at the beginning as a kind and abused orphan, Pip eventually becomes a guilt-ridden snob who
outwardly comes to conform to society’s idea of a gentleman while despisimgenfs¢nds and
engaging in a self-destructive relationship with the dangerous Estefalifised firmly within
thebildungsromaror coming-of-age genre, Pip’s story is the tale of a young boy whose identity
is distorted as it is forming, but is eventually reconstructed in the end. Beegulsecomes
twisted, however, he becomes less and less likeable, with some exceptions, asl the nove
progresses. Yet it in order for readers to be instructed and find catharsis imdPigfsrmation,
they must be able to identify with the deluded young man. Christopher Ricks Wwaites t
character’s personal confession of guilt is the best way for an audiencpdthes® with a
displeasing protagonist such as Pip becomes. Ricks states that this “is of usturd®ef Pip’s
first-person narrative does. The effect of using the first-person is catydietreverse the
normal problem about keeping a reader’'s sympathy. [People] do not, in the ordinaryweay, ha

much difficulty in liking someone who tells [the audience] how bad he has been” (678). Pip’



identity re-formation is far more powerful because of his sadder-but-wigatioa throughout
the course of his ethereal, haunting story.

Not only a sympathetic tale of forming and re-forming identiyeat Expectations
also a fairy tale gone wrong. Unlik&liver Twist a typical Dickens fairy tale in which the
characters do not change or grow and nearly all the good characters live bappafter while
the bad characters are punish@dgat Expectationss a Cinderella story in which the
protagonist goes from rags to riches to rags again. John Forster, one of Dickemg@rimsand
biographers, reproduces Dickens’ statement in 1860 that he had begun a new nov@leatled
Expectationghat started as a “grotesque tragicomic conception” somewhat sinidavio
Copperfieldin its young protagonist who grows to manhood throughout the course of the story
(285). Although David’s story involves growth and change, he is allowed thedi#rgnding
that Pip is denied. Paul Pickrel notes Batat Expectationss “a fantasy of sudden
transformation” (219), and it is a similar kind of fairy-tale transforaratvhich characterized
Dickens’ own life and the society he lived in.

Charles Dickens and his Victorian culture were both larger than life. Dstkeory is
very nearly a myth, a Cinderella tale of desperate poverty replaced byficegrmprosperity. A
poor boy possessing little more than industry, creativity, and intelligenclee® worked his
way up from slaving as a blacking factory worker to being the most famotes wirhis time.
Wildly successful from his mid-twenties onwards, Dickens married, hadrehjlwas known for
his championing of social justice, and acquired the fabulous old mansion Gad’s Hill that as a
child he had dreamed of owning. In a more global context, Dickens’ story would be tmeepit
of the American Dream, had it taken place in the United States. Despite bisgbasrtsccess,

however, Dickens was troubled by the arrogant optimism of some of his Victorian



contemporaries who believed that the Industrial Revolution, the expansion of thie Bmisre,
or the innovations in science, technology, or religion were causes for Isyottesconfidence,
whatever their dehumanizing cost. Humphrey House writes, “The disappointmepsof P
expectations, following upon the discovery of their source, is taken to be an expreshsyust
at the groundless optimism and ‘progressive’ hope of mid-Victorian societyo(t@e204).
Although the setting of the novel is pre-Victori&@reat Expectations outstanding as a picture
of class-conscious Victorian national thought and culture.

Although awash in materialism and class-consciousness, Victorian sos@{yosksessed
many outstanding benevolent social activists such as Florence NidgdatamghJohn Stuart Mill.
A strong advocate for social reform, Dickens was known for taking action to hejpegdrom
prostitutes to orphan&reat Expectationdike Dickens’ other works, is a story with a message.
The novelist’s unparalleled fame afforded him a broad platform upon which to proctaim hi
beliefs about helping the underprivileged. Buried in Poet’s Corner at Westnmbétey with a
tombstone that reads “England’s most popular author,” Dickens wrote novels ofrstmial
built on a framework of semi-biblical morality. J. Hillis Miller called hariChristian
moralis[t]” (274), although this nomenclature could be disputed based upon Dickens’ personal
moral standards and the absence of true religion in his works. Victorians wdgelndically
literate, and Christian sentiments were very popular in proper Britishyso&iatan with a
powerful voice among the upper and lower classes alike, Dickens brilliantlyrealsocial and
emotional problems into his works. Championing the cause of the orphan and the uneducated,
Dickens attempted through his works to entertain, inspire, and explore and propose dolutions
the social and moral problems of Victorian England. Major themes in Dickenss walude

social injustices, poverty, education, and crifleese themes are relatively common in



Victorian literature, but they are greater than both the era and the mediuncimtiady are
presented, and literary history has proven Dickens’ extraordinary abilityrhinate these
issues beyond the capabilities of other Victorian writers.

Dickens was tremendously popular on both sides of the Atlantic, despite the facs that hi
religious views expressed increasingly unpopular levels of heterodoxy,sanoveals often
issued scathing social critiques. The style and characters of Dickenss ao@alo jovial and
delightful that the author’'s name was turned into an adjective: someone or something
“Dickensian” is cheerful, old-fashioned, humorous, and socially compassionateuk as the
man who revitalized the celebration of Western civilization’s most beloved hpldekens has
been called by author Les Standiford “The Man Who Invented Christmas”; whihételgfa
literal overstatement, this nomenclature is not far off the mark in spird.rasult of Dickens’
novels and his five Christmas stories in particular, the author is remembéhedaselist of
jovial domesticity who brought tidings of benevolence and good cheer to a poor and weary
world. A Dickensian story generally involves themes of love, social injusticafyleard abuse,
often including a change of heart in a character who has behaved badly. However, the
characteristically Dickensian change of heart displayed by thehetgtmiser Scrooge from
Christmas Caroktands in stark contrast to the change of heart experienced by another notable
Dickens protagonist, the young man PifiSireat Expectations

While Great Expectationss similarly Dickensian in terms of its style, bizarre and
humorous characters, moral themes, and social criticisms, it is a much dadkénangx
Christmas CaralDennis Walder explains that as Pip’s story opens, its somber tone is
immediately set by a horrifying twist on the familiar Dickens ChrastnPip’s Christmas Eve in

the graveyard with the terrifying Magwitch and the abominable Christmasrdat which Pip is



outrageously mistreated comprise a “Christmas for the fallen,” ayasgd| frightening, and
morbid affair (201). Close to the end of his life when Dickens westat Expectationshis

ideas of domestic bliss had been embittered and distorted by his own marital ahthsos.
The author known for extolling the virtues of domestic bliss eventually ended up sephoah
his wife and poking fun at organized religion in his writings. Dickens called faalgastice in

his novels, extolling the virtues of assisting the poor and celebrating the bewevolehe

human spirit, but in later years he looked at the world through pain-dimmed eyes a&hd saw
problem of a change of heart as far more complex and hard won than the conversiemesgberi
by Scrooge nearly twenty years earlier.

Scrooge’s typically Dickensian transformation is sudden, dramatic, angeblat
painless: literally overnight he goes from being a selfish miser to a benepbiamthropist.
Clearer knowledge of himself and the world around him brings him to change his thoughts and
behavior from self-centered to others-centered. Pip’s conversion, however, is more of a
redemption, is not as typical of Dickens, and occurs gradually over time in conteat gvesat
deal of suffering. While Scrooge’s perceptions and behaviors change, resultimgmveho
seems completely different from his former self but is really just agregnitho has realized his
wrongdoing, Pip’s entire identity—the very foundation of who he is as a person—sharigg
process of transformation. Pip’s identity was distorted from the very beginnihg sfory,
however, so his saga, far more complex and engaging than Scrooge’s (pardgdsd its
much greater length), is edged with much stronger light and shadow. While Scitogeis
one of sudden conversion, Pip’s is one of the gradual formation, distortion, and redeeming

transformation of the identity.



Despite the disparities between Scrooge’s and Pip’s transformations, howeyeshare
one vital commonality: both are secular, rather than Christian. Regardleskeh®i
protestations of love for the New Testament, in point of fact, the conversions imPiskaries
are all highly secular. For the author, redemption and the formation of personay idenét
hugely overshadowed by external social and moral, rather than internal spirigmadtional
causes. According to Dennis Walder, “The process of conversion or change—a sudden inner
enlightenment perceived as the product of external action not necessarilyiiorigen, but
tending to carry a burden of religious implication—becomes increasingly tampoto Dickens’
later novels (113). For Charles Dickens and the Victorian novel in general, redemgsiomone
of a moral and social choice than a heart transformation. Influenced by tkga@Hrumanism
of John Ruskin’s social gospel of mercy and justice for the poor, Victorians ofteveoelat a
social effort like British imperialism, illustrated in Kipling’s poemH& White Man’s Burden,”
was an objective akin to the cause of God, and that indigenous peoples around the world and
even poor Englishmen ought to be reformed and civilized into proper members of $odiéty.
Moral Art of DickensBarbara Hardy writes, “The great conversion of the Victorian novel is not
a religious conversion but a turning from self-regard to love and social responsibilin
[Dickens] . . . the hero is converted by seeing and understanding his defect anthgs (@19.
This conversion is self-accomplished, inasmuch as the protagonist “sees and nislé tsta
usually the external circumstances in the Dickens novel are the tathbsallow the hero to
come to this enlightenment.

Although the change of heart@reat Expectationss uniquely characterized by
forgiveness, this expiation is not Judeo-Christian. Dennis Walder writei¢halot of the novel

does actually involve “the familiar underlying pattern of sin, repentance egederation”



(200). However, the sin is more social than personal, the repentance does not involventhe Divi
and the regeneration is self-originating. Walder writes that what nziest Expectations
unusual is its emphasis on forgiveness (200). A great many people in the novel hayedwron
Pip, and he has wronged people himself, so he must learn both to forgive and be forgiven by the
end of his story. Even the nature of this forgiveness is secular, however:sIVHi#r explains
that “no character in Dickens finally achieves authentic selfhood by ebtabldirect relation to
God” (276). Pip’s quest for a unified identity involves such gentle attributes as love and
forgiveness, but not the traditional Christian Source of these concepts. Coming fiandic
Unitarian perspective, forgiveness@mneat Expectationss merely human attitudes and actions
responding to remorse.

For Charles Dickens, atonement and redemption were social rather thaouseligi
Dickens’ humanistic religion correlated closely to that of art critic aethsphilosopher John
Ruskin. Editor John Howard Whitehouse discusses Ruskin’s influence on Victorian,Britai
explaining that Ruskin proclaimed a social gospel of compassion for the poor anddiical
reform (10). Ruskin and Dickens disliked each other, but both worked tirelessly totaltbeia
sufferings of the needy. While Dickens’ social activism in his life anksvatas commendable,
Janet Larson explains that despite the fact that Dickens assimilaitgadieqgy, ideas, and
allusions from Scripture into his novels, essays, and speeches whenever contvesigiat not
mean that Dickens himself was a true believer. She writes, “The novelist wit® tiva design
of a vicarious atonement for a Sydney Carton can borrow it from the New Tastaitm®ut
having to believe the doctrine as rooted in fact or as necessary to salvatioFoflBijckens,
the Bible was merely a helpful catalog of virtues, full of memorable g@mthitegs and

examples of benevolence and generosity, not an essential, divinely-inspired kegtiorsdh
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Dickens’ world, expiation of guilt and redemption from social evil were madelpeskrough
secular, not divine, love and self-sacrifice.

Humanistic views of the deity of Christ shaped Dickens’ liberal Unitananéalder
informs his readers that “like Carlyle, [Dickens] believed in a conceptioarnfersion which
did not primarily involve an acceptance of Christ, or the innate sinfulness of man, bhtdahi
involve a spiritual transformation affirming a new consciousness of oneself asgt@ee in
the universe” (114). Such an undefined “new consciousness” might have been angthing fr
Hindu reincarnation to a Transcendental Over-soul, were it not for the faEtithanhs still
lived in a predominantly Christian-influenced society, despite the incgeaforts of men such
as Thomas Carlyle, John Stuart Mill, John Ruskin, and Matthew Arnold to contribute to the
secularization of society. With the advent of German Higher Criticisnviiatd the Bible like
any other literary text open to analysis, Mary Anne Evans’ (George Elictiglation of David
F. Strauss’ unbiblicdlife of JesusCharles Darwin’s evolutionary theories that blurred the
distinctions between man and animals, and scientific debates over medicglratmny things
such as God and healing that had previously been viewed as sacred were now camiing ope
interpretation and attack. Despite his humanism, Dickens held Christ and the dtamdra in
extremely high regard, and as he is recorded to have written in the publisher’s foriwizrd t
children’s booKkThe Life of Our Lord“l have always striven in my writings to express
veneration for the life and lessons of Our Saviour” (4). However, like David Stradiskea
ideas he propounded lrife of JesusDickens believed that Christ was a good moral teacher, but
not God, and makes this clear in his olireLife of Our Lord Part of the reason that Dickens
disbelieved the divinity of Christ was that according to Karl Ashley Smithkdbs was

unconvinced of the inerrancy of the Bible (11). Certainly, if any part of Scriggumaccurate,
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then even the divinity of Christ itself is questionable, and in this respect Dickens are
logically coherent.
In The Life of Our LordDickens tells many of the stories of the New Testament in
simplified form, but his writing goes further than mere simplificatioteeaing into falsehood.
He distorts the message of the gospel into one of humanitarianism, peace, andl,guxidwie
of deity and redemption. According to Dickens, when the angels came to tell phesiseof the
birth of Christ, rather than their unequivocally redemptive message recordekir2111 (“For
unto you is born this day in the City of David a Savior, which is Christ the Lord"), ilaeyag
Latitudinarian announcement:
There is a child born to-day in the city of Bethlehem near here, who will grow up
to be so good that God will love Him as His own Son; and He will teach men to
love one another, and not to quarrel and hurt one another; and His name will be
Jesus Christ, and people will put that name in their prayers, because they will
know God loves it, and will know that they should love it, too. (13)
In the gospel according to the Latitudinarians and Dickens himself, flaweanitynsunloving
notunsavedand people need a good teacher to tell them to “not hurt one another,” rather than a
Savior to take the punishment for their sins.
Dickens did not believe in the concept of original sin, and as a result the evil in his books
is largely depicted as the fault of an oppressive society that recklessiyydeannocent
individuals. According to Pelagian doctrine, which was condemned by the CathalichGas
heresy, there is no such thing as original sin, and therefore man is able of his owifi foee
make positive moral choices, without supernatural aid. In an article Reatimblerfrom 1862,

authors J. M. Capes and J. E. E. D. Acton write that “Dickens knows nothing of sin when it is not
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crime” (624). While Dickens does clearly recognize the existence of sin wotth, it is true
that for the most part he sees sin as a vague and abstract social issue, naoambaner
specific problem. Therefore, from his perspective, mankind does not need specifiptiede
from sin—he just needs to be at peace with his fellow men and do good unto them. The Dickens
redemption from “quarrel[ing] and hurt[ing] one another” is both Pelagian anddiatirian: it
both denies the that Christ is the divine Savior man needs to obtain forgiveness of sin
(Latitudinarianism) and exclusively exalts personal morality (Pel&gi@—in doctrinal
disputes, everything can be solved with human reason and the guidance of the Holy Bgirit—a
things such as church government, doctrine itself, and established churclepraieic
“irrelevant.” Within Great Expectationghen, Pip must learn to improve his personal morality,
as throughout the book he succumbs to pride, a subversion of morality, and learns to despise,
rather than love, his neighbor. Angus Wilson writes, “Pure love as the means of redeshpti
flawed, weak, or sinful men” (4) is the mechanism by which Dickens charanigesat a
change of heart.

Dickens’ religion was shaped by the idea of benevolence, demonstrated in James 1.27:
“True religion and undefiled is this, to visit orphans and widows.” Although not meant to be a
comprehensive statement of Christianity, this verse illustrates genegadlguoatelines which
strongly pervaded Dickens’ life and writings. According to Karen Hattawsy Dickens
emphasized the morality of his characters’ actions more than their intehi®esatire notion of
human regeneration came to rest on the enactment of particular spiritugdl@sinden . . . had
to discover religious and moral truths and then give them shape through the agencycaf physi
action” (148). Dickens’ characters attempt to gain social acceptanpghbgdoor, and find

valid identities through doing good deeds rather than seeking God, and their singedye la
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social, not moral. As a result, Dickens’ characters do not really need Ghresfiemption.
Magwitch, for example, although a convict, first became a criminal “thgetirnips for [a]
living” (259), but this act is not seen as morally wrong, only socially undesirable.dHa&en
locked away in jail and transported to Australia, Magwitch returns to England ae®] stat
“Whatever | done is worked out and paid for!” (247), implying that through his suféehi@dnas
earned the right to expiation. As such, Magwitch’s crimes are not personat déigaiman who
owned the turnips or anyone else: they are merely vague crimes agairtgt paaiefor through
labor and hardship. Magwitch’s complexity makes him a more realistic chatzanteother
Dickens individuals, but still not one who needs forgiveness. Many of the worst ensiact
Dickens are the static villains of fairy tales, and thus are incapable ef/exthany sort of
growth, change, or redemption as a result. Because of Dickens’ Pelagian theeldgl/not
believe that man was sinful; therefore, when a Dickens character “falsyiot a spiritual fall
and the character does not need a spiritual redenyeiose rather, Dickens’ fallen characters
need social restoration.

As a result of his benevolent religious views, Dickens was an outspoken sociakergfo
working tirelessly both in print and in person to rescue the downtrodden. Dickens believed that
fallen individuals were disadvantaged people who had been corrupted by soatetygidg to
scholar Norrie Epstein, regarding his work in reforming prostitutes throughaJtallege,
“Dickens believed that a prostitute was . . . a woman with a disease ratheatlkess, who if
treated with ‘particular gentleness and anxiety,’ could in fact be ‘cu(@d0). From Dickens’
perspective, almost anyone like Pip the snob or Nancy the prostitut©freen Twist who

were basically “good” but whose lack of social opportunities resulted inlg dauld be
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“cured.” Dickens’ views of redemption contribute to a false redemption naayaitcording to
Dickens, redemption is earned.

Dickens’ particular brand of religion was never totally consistent with Uaitism,
Latitudinarianism, Pelagianism, or even the teachings of Christ, and his vievwgediwaer
time. A.O. J. Cockshut explains that “Dickens’s religion, a kind of loose, moralistic,
Anglicanism-cum-unitarianism was perfectly sincere. But . . . it lackesistency” (13). The
height of inconsistent irony, perhaps, for Dickens, was that he was known as thetioorali
novelist of hearth and home—Dbut he separated from his wife and took up with the actress Elle
Ternan in the last several years of his life.

While it is certainly true that most people display inconsistencies betiveavay they
live and what they believe, Dickens’ discrepancies were amplified throagtritings. Janet
Larson alludes to Bunyan’s famous allegory, explaining that ihifeeof Our Lord “Dickens
inadvertently courts the ironies of a Mr. Facing-Both-Ways. He does not aléwesus is
really divine . . . yet he credulously reports the miracles, the most powerfsltbaf Jesus is
God” (11-12). Admittedly, Dickens’ little rewritten New Testament waser intended to be a
public statement of his doctrinal positions, was not published in his lifetime, and \itas a1
his children. However, Dickens’ omissions from the gospel stories are t&lirgpn states that
“the fulfillment of Jewish prophecy in Christ's messiahship as well as thgtédion of Christ,
the sacramental significance of the Last Supper, and the story of Pentgtpsi'e(all missing
from Life of Our Lord Dickens wanted to emphasize Christ’s healing and teaching ministry
among the poor: a Christianity based loosely upon the benevolence of Christ and latieraf s

the more significant supernatural events of His ministry was one that Diskensntirely
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comfortable with. For the author, Christ was important not for His deity, but for Hisage of
love for the outcasts and His example of helping the needy.

Consequently, Dickens writes Pip’s identity distortion as a study of thestetional-
socio-economic values, not spiritual deficiency. As a fallen characpepddsesses an identity
that for much of the novel is characterized by remorse, guilt, and shame. JditisRaplains
that most critics vieviGreat Expectationas either a story of “Pip’s personal moral failure,” or of
“society’s moral failure” (667). One of the great questions of the book is thesisnaf guilt:
who is at fault? Pip or society? More explicit examination of what wrongs detually been
committed by Pip or society provides a background for the redemption of Pip’syidiémip is
morally culpable, then he is in need of personal redemption, and he is defined by his tiadl a
necessity of restoration. If the primary fault lies with society, howeven, Bip must simply
learn to overcome society’s negative projections of guilt onto himself. Dickensde answer
that the wrongdoing lies both within society and also within Pip (though mostly witbiiety),
although unlike for Pip, no real provision is made for the restoration of society.

The question then becomes what exactly society and Pip are guilty of, neslgecti
Society is certainly guilty of abusing and distorting Pip’s identity. &bigse, in turn, produces
tremendous shame in Pip, which overshadows his guilt for actual wrongdoing. Growing up, Pip
is abused by most of the adults in his life, and by his older sister in particpiarstery is told
in both first and third person, and at the outset he explains, “Within myself, | hathadsteom
my babyhood, a perpetual conflict with injustice. | had known, from the time when | could
speak, that my sister, in her capricious and violent coercion, was unjust to me. éhsldecha
profound conviction that her bringing me up by hand gave her no right to bring me up by jerks”

(54). Mrs. Joe repeatedly announces that she has “brought [Pip] up by hand,” a phragdyostens
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meaning that she took great care raising her young brother, but in actual faci@statement
referring to severely damaging emotional and physical abuse. Emotionaltabds to produce
overwhelming feelings of shame within children; the small victims, like &®e led to believe as
a result of their caregivers’ “capricious and violent coercion” that thest e valueless, since
they are treated in a way that badly undermines their self-worthatioreto society, the abused
child generally believes that he is far less significant than other ahildre are treated better
than he is, and therefore, like Pip, many will seek ways in which to earn sigrgficanc

Pip’s great expectations of education, money, and social status stem in pdherom
abuse he received at the hands of the adults in his life. Jack Rawlins explains hoteblame
tolerating abuse includes even the kindly Joe, who “insists that his father was aaypaddn
that Mrs. Joe is a good woman, in fact that everyone is good and that in general the sunmgis shi
brightly when Pip knows it's raining” (670). Everyone else aggressively aBusethereby
eroding his self-concept, but through his well-intentioned but disastrous passivity, Joe
inadvertently sends Pip the message that Pip is not worth defending. Additionallgedédspi
Estella and made to feel dreadfully ashamed of who he is and where he comegfreactB
by deciding to become someone he will not be ashamed of being, a man of greatiexgect
Mortified and devalued by the abuse of adults and the scorn of the wealthg, B3pekearches
for redemption throughout the novel, needing to have his shame relieved so that he @an form
coherent identity by dealing with his guilt. Encouraged passively or actiyatolst of the other
characters in the novel to believe that Miss Havisham is his benefactatdwe ttan become a
gentleman merely by acting and looking the part, and that Estella is mearitisdobiele, Pip
lives for a long while in world of illusory fairytale expectations wheldialdreams come true

and he is blissfully free of moral responsibility to God or his fellow man.
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Pip’s great dreams, for the most part, lead him into the misdeeds of which helk/act
guilty, resulting in the distortion and temporary loss of his true identity or soubfpearance
of guilt in his life first begins, however, with the convict Magwitch. For yedes afealing food
and a file for the convict, then lying to Joe by omission about the matter,iprised by
tremendous guilt, shuddering under the weight of self-condemnHiigostates, “I was too
cowardly to do what | knew to be right [tell Joe the truth] as | had been too cpwaedioid
doing what | knew to be wrong” (37). Both his association with a criminal—a membyex of t
most despised class of society—and his own criminal complicity in the affaire Pip
interminably. Later, in his desires to impress Estella with his money andteduand become a
true “gentleman,” Pip betrays his old friends Joe and Biddy and snubs other true fnends.
contrast to his childhood courtesy to the terrifying Magwitch that first nighte@mbors, when
Pip and Magwitch are later reunited, Pip has almost nothing but contempt for the uncouth,
socially unacceptable convict. Magwitch, Joe, Biddy, and others, do not fit in with Rap@ g
new expectations, expectations that turn out to be an imbalanced response ts Betallky and
a partial result of the education and opportunities presented through Magwitetey.rRip’s
sins against his friends are expiated, however, as he finally comes to amdiéistfaulty
assumptions about his own identity, his need to love and appreciate Magwitch, and theynecessit
of ending his obsession with Estella through a combination of iliness, great shock, and other
adverse circumstances.

The nature of Pip’s identity reconstruction is somewhat ambiguous owing to the
controversial existence of the two different endings to the novel, which will be skstusmore
detail in Chapter Five of this document. In the original, shorter, and rather abdupg,ePip’s

identity is redeemed through hard work, love of Magwitch, Joe and Biddy, and forgiw#nes
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Miss Havisham only. He has lost everything he ever cared for except Joe apdaBidithas
suffered so much that his life will probably never be truly happy. In the revisioge however,
both Pip and Estella’s redemptions are more meaningful and complete, becausadfEspeda
finally end up together, it is because they have both changed enough for the betteytbant
finally be truly worthy of each other and capable of maintaining a healtyoredhip.

In the revised ending, both Pip and Estella are humbled and redeemed through suffering
and if and when they finally are united, it is because they are finally moraltiiyvaireach
other, each having atoned or suffered for his or her misdeeds. In the original ending, Pip’s
secular redemption is more of a social vindication: Estella finally coonesderstand what it is
like to feel Pip’s anguish. Pip says that suffering had finally “given hea# ko understand
what my heart used to be” (359), and with this minimal satisfaction, Pip is afipa@ntent.
But this small personal justification seems weak and halfhearted, everefarlarsdentity
reconstruction. In the revised ending, the redemption, although still sectiganriere complete
with a total identity transformation of Pip, Estella, and their relationship.

While this transformation involves nothing explicitly divine, it does involve forgisene
Pip must come to forgive Miss Havisham, Magwitch, and Estella, some of the people who have
wronged him the most, and is in turn forgiven by Joe. Humphrey House summarizesuthis sec
redemption, stating that despite all Pip’s snobbery and pride, “he is made toapgheagnd of
it all a really better person than he was at the beginning” (156). The agsfatnscious
Dickens creates a situation in which regardless of the lies of worthlesstiessd upon Pip by
a value-distorted society, Pip is able at last to transcend both his own and sagistigeds,
confront his actual guilt and wrongdoing, and find a secular expiation in loving Mdgwi

working hard, and forgiving and being forgiven. In the end, Pip finally comes to an
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understanding of himself and a place in his character development at which his ifvard s
correlates with his outward circumstances, resulting in a coherent idémbigth endings,
Estella is humbled and sad, earnest in her empathy with Pip. In the second endingbskea has
so changed that she is finally capable of having a somewhat healthy réigtwits Pip.
Although this is not a Christian redemption, Pip is not forgiven by God and does not nBcessari
ever find true happiness, with or without Estella, he does at least end up with aahstie re
identity that is much closer to that of a true gentleman than he ever could havéonad be
enduring all the pain and tragedy throughout the story.

Charles Dickens’ life and theological views heavily influenGedat ExpectationsAs a
result, Pip’s identity distortion and guilt are caused not by original sin, but by an unkind a
abusive society which encourages him to live in a fairytale world ofatudihroughout an
odyssey of fabulous expectations, great fortune, unrequited love, and tragisidisitient, Pip
falls from virtue (i.e., his identity is distorted), resulting in tremendoupaldoss, but Pip
eventually relinquishes his hollow “great expectations” in order to find his ccerga#t When
his expectations and misconceptions are shattered by the return of MagwitshfoRepd to
face the self-centered snob that he has become; he realizes that he fied bhetifaiends for an
illusory life fraught with false comrades and phantom dreams. Pip must learn lityragoept
himself for who he is in real life, not who he wishes to be in his fantasies, befaxa bbtain a
coherent identity. His shallow, external, gentlemanly self, built on a foundationhof bot
deliberate and inadvertent deception, must be confronted and changed in order fonége¥ tr

to be redeemed.
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Endnote
1. In the original but non-preferred ending, Pip leads a quiet, hardworking lifdeak an@n
import company. One day while he is walking down the street with little Pignb8iddy’s
child, he sees Estella in a carriage. She has married a country doctor afeatthef her
abusive husband Drummle, and suffering has made her sympathetic towards PipeViséue
ending, Pip is also a hardworking clerk, but one night he goes to the ruined garden of Satis
House and meets Estella there. She has been changed by Drummle’s abuesadyohmeartless
snob into a kinder and gentler woman, has not remarried after Drummle’s deatherand se
likely to remain with Pip as he envisions “the shadow of no parting from her” (358),sephra
taken by many to mean that Pip and Estella will marry and live wisely #ggeribnot entirely
happily.

Dickens changed the endingGoeat Expectationsn the advice of his friend, literary
critic and novelist Edward Bulwer, Lord Lytton. Bulwer-Lytton put years of thoagdtstudy
into constructing a poetics by which great literature could be judged. Edwiarkagplains that
Bulwer-Lytton considered a happy ending to be a more classical standat,daoflaan unhappy
ending a more popular standard for the Victorian era, so he encouraged Dickengé¢otichan
sad ending to make it more timeless (107-8). Two of the most notable Dickensscholar
Humphrey House and J. Hillis Miller, have conflicting opinions about the endings. Of the
revised ending, House merely says without any explanation that “the finzhgeato Estella is
wrong” (157), but Miller in contrast supports the revised ending. Beginning with thgechan
Pip’s relationship to Magwitch, as the protagonist learns to accept the disrepithbbnvict on
the basis of simple love and appreciation, Miller explains that Pip’s change ofdveands

Magwitch lays the foundation for a “transformation of his relation to Estella” (274)e
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second ending, Pip’s outlook on life and love has changed so much that it is permissible for him
at last to win the prize of Estella. Miller says that suffering hasm&flormed them both. It is only
when Estella has been tamed by the cruelty of her bad husband that she and Pip cda anter i
wholly different relationship” (277). This defense of the second ending seems botbreihpti
and logically coherent, because although Estella’s conversion occurs offestaigeere, it is
difficult to judge whether or not her entire identity, like Pip’s, has totdlgnged; however, for
Estella to be able to empathize with Pip as she does, it does seem as thoughehmreatiality
would have to be different from what it had been previously. Critic Eldred Wilden concurs,
saying that Estella’s past died with Miss Havisham on some level, and thami$ seasonable to
believe that Estella is changed as a result (186). The deaths of the abgsivéaMisham and
Drummle would certainly have had an effect on the girl’s life, and seemg tiikal this change

would have been for the better.
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Chapter 2: Fairy-Tale Identity Illusions in a Moral Universe

Pip’s stages of identity formation, transformation, and distortion are shot khvatigthe
golden light of fantasy. The harsh injustices of the abusive society that confppseworld are
made more bearable and sometimes even engaging through Dickens’ technidpug fotklsre
devices both to soften and to exaggerate Pip’s difficulties. Although a beautiité$s] a
dastardly villain, a decaying mansion, a bizarre fairy godmother, and untold wégththseem
at first glance to be elements of a classic fairy tal§raat Expectationghese elements
actually combine to create the opposite of a fairy tale: a disillusionedticesdiga. In Dickens’
fairy-tale-that-is-not, the protagonist is not a hero, he loses almostteagrthe treasure
vanishes, the “princess” turns out to be the daughter of a convict, the fairy godmattiaaiky
a witch, and a well-bred gentleman is found to be the blackest scouBidral. Expectations
seems to have anticipated the trend in such modern American fairy t&lesekandEnchanted
as the novel takes classic fairy tale constructs and stands them on theiMVdglhdhe American
fairy-tale parodies, the point is mostly to satirize society’s culualaes, although each tale
does have a distinct moral; however, these caricatures do not suggest somethitm regtece
what they are satirizing. With DickenSreat Expectationghe purpose is more serious: to warn
British individuals and society against the failure of the Victorian feiky-identity and call for a
renewed search for moral values transcendent of social class and matseasjprs. Like
many modern American fairy stories, Dickens’ novel is a distorted feyas it uses fantastical
elements to criticize cultural fantasies and make a profound moral stategarding a realistic
view of social and personal identity.

Charles Dickens loved the magic and wonder of fairy tales all his life aogporated

this delight into his novels. From the three Christmas spirits to Wemmick'se'cteessOliver
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Twist's happily-ever-after, Dickens’ novels are rife with whimsicalrabters, settings, and plots

that would be wildly improbable if not impossible in real lBreat Expectationdisplays

Dickens’s love for fairy tales principally in its characters. As the novehbgeBip is set upon by

a terrifying convict on an eerie Christmas Eve night in a graveyard, and the book onlgbecom

more fantastic from that point onwards. Pip, the apparently typical poor, abused orghsm her

popular in fairy tales, meets fairy tale characters such as the beautiflistaunt “princess”

Estella; Miss Havisham the decaying jilted bride; Joe, the strong and kiadkshiith; Herbert,

the kind and true “prince;” Compeyson the desperate criminal, and Orlick, theoubBaand

slouching devil. Miss Havisham is particularly fascinating. Pip describesstigmfroduction to

her:
Her shoes were white. And she had a long white veil dependent from her hair, and
she had bridal flowers in her hair, but her hair was white. Some bright jewels
sparkled on her neck and on her hands, and some other jewels lay sparkling on the
table . . . She had not quite finished dressing, for she had but one shoe on—the
other was on the table near her hand—her veil was but half arranged, her watch
and chain were not put on, and some lace for her bosom lay with those trinkets,
and with her handkerchief, and gloves, and some flowers . . . all confusedly
heaped about the looking-glass. (51)

The jilted bride Miss Havisham is one of the most fantastic of all Dickensacieas, and from

the beginning of the novel onwards, Pip is expected to accept the bizarre, personifegaden pe

and places such as Miss Havisham and Satis House, as commonplace.

Like the fantastic characters, many of the settings in the book are thef shyth and

fantasy. One of the most striking locations in the book is Miss Havisham’s honselH8ase.
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Satis House is a dwelling haunted by the past, heavily gated and barred, and wheh\wsgdir
the place, he remarks that “all the brewery beyond stood open, away to the higmgveddisi
and all was empty and disused” (48). The decaying house is even stranger inside,, lamvever
Pip discovers when he is led down a forbidding hall and presented to Miss Havisham. The house
is lit only by candlelight, and a great wedding feast decays on a table in &uibofdust and
cobwebs.

In addition to the characters and settings, the pl@reat Expectationss also the stuff
of folklore. Pip the orphan is abused by his wicked older sister. He visits a fantegte-house
and meets a woman he comes to believe is a fairy godmother and a girl whocsberadavely
princess. Then one day he is given a fabulous fortune. Upon this inheritance, Pip enters the
glittering world of the London social scene, and his dreams seem to be almgaslipaoming
true. His identity changes from that of the metaphysically lost orphan mthaitof the
wealthy, powerful gentleman with the right education, clothing, servants, @mdelmbership.
Great Expectationturns out to be an inverted fairy tale, however, because Pip’s gilded life
comes to a shattering halt.

ConsequentlyGreat Expectations not merely a fairy tale, because Dickens recognized
that the sunny lenses of fairy tales created a distorted picture of.réakirefore, Dickens
borrowed the contrasting images of light and darkness, and good and evil found irdsity ta
highlight inconsistencies in Victorian society.ickens and the Invisible Worlélarry Stone
explains that despite all of its fairy-tale elemef@ssat Expectationss actually an “inverted
fairy tale” (299). From the beginning of the novel, the reader is warned fhstf&ry tale is not
to be an ordinary one. Although orphaned and abused like many traditional fairy tale

protagonists, when Pip goes to visit Miss Havisham, he finds a bride in yellowed white
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surrounded not by new beginnings, but death. Cobwebs, mice, and spiders fill the room,
festooning and attacking her ancient moldering bridal feast. Staringgttastly Miss
Havisham, Pip says, “Once | had been taken to one of our old marsh churches tecetsera sk
in the ashes of a rich dress that had been dug out of a vault under the church pavement. Now,
wax-work and skeleton seemed to have dark eyes that moved and looked at me [in the person of
Miss Havisham]” (51). Contrary to a traditional fairy tale in which the old womauldheither
be an evil witch or a powerful and beautiful fairy in disguise, Miss Havisham is mae
ambiguous. Later on in the novel, Pip sees the Bride of Death as the “Witch of the @®ace” (
but when a mysterious benefactor bestows fabulous wealth upon him, he wrongly concludes that
the money is from Miss Havisham and comes to see her as a benevolent fairy aeksmith-
apprentice identity is distorted from the moment that he enters Miss Havisshause and
begins to desire to become a gentleman. After Pip receives the fisdinesit of his inheritance,
Miss Havisham slyly takes credit for Pip’s Cinderella-like tramsfiron. Congratulating Pip on
his new, expensive clothing, Miss Havisham acts “as if she, the fairy godnaditbdrad
changed [him], were bestowing the finishing gift” (122). Pip’s confusion of M@sdHam the
witch with a fairy godmother is one of the most striking examples of the ndaeygale
distortion.

Dickens’ story is an inverted fairy tale because, as Pickrel notes, it isss&mioral
universe” in which “actions have consequences, choices matter, [and] . . . prieitgés
responsibilities” (221). In a typical fairy tale, the consequences of the dvigleen’s offering
the poisoned apple to Snow White are magically erased when her prince comesa@lkisges
her. The consequences of Hansel and Gretel's parents leaving them in the woanisstiedlly

circumvented by the breadcrumbs and pebbles, and even the witch’s attemptsdmeasult
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in the triumph of good over evil. In the sort of fairytales one reads to children, good gicd ma
usually conquer all, regardless of believable human choices or disastrous agbisrstoBR/,
however, contains fairy tale characters like the “good” convict who gives aveatyiad but dies
in prison, and the “evil” society lady who ends penitent but in a flaming inferno. Mahg of t
characters and their relationships are not what they seem, and are more @ndpksadistic

than fairytale.

Not only does Pip’s “fairy tale” include disastrous consequences for poor choicaeetha
not native to fantasy, but also in a larger context, the plot of the novel itselfoitetis Pip goes
from rags to riches back to rags, an occurrence that is not supposed to happen in the world of
fantasy. Yet throughoubreat ExpectationDickens implies that it is actually society’s
perception of genuine value, not the concept of the fairy tale, which is distorted. Elayne Os
writes that in order “to make the fairy-tale realization of true worth wceety that does not
recognize it, Dickens must reverse the fairy tale” (23). In order for leisadnave a realistic
moral in fairy-tale Victorian society, Dickens uses the fairy tale to $ociety’s values upside-
down. Two-thirds of the way through the novel, everything goes horribly wrong is [Rg’
when he discovers that the convict Magwitch, far from being an evil ogreuadladtis
economic fairy godfather, Miss Havisham has actually been an evil witdoradl, and Estella,
far from being princess-like, is the daughter of a murderess and a convicer@mesgmarks,
“When [Dickens] sets out to describe Pip’s great expectations he does not setroatfasyi
tale, with the idea that these great expectations will be fulfilled;tseaéfrom the first with the
idea that these great expectations will be disappointing” (200). Dickens p&egRelation to
both reject the idea of original sin in individuals and direct blame toward his \dicteociety

members who believed that life was a fairy tale, that Britannia wadlynswgerior to all other



27

empires, that religion was nothing more than either a lovely or oppressive haidhd poor
were well taken care of, and that their moral responsibility to their feew was minimal to
non-existent.
Although Dickens enjoyed fairy tale constructs and used them to elicit humorlayid de
in the body of his work, he also directed these fantastical components in scatfahgrgamism
against the New Poor Laws, the justice system, the Tractarian sect ofglheaA Church, and
other social evils. An outspoken champion of social justice, especially for the pdan®ic
wrote Great Expectationpartly to criticize the fantasy mindset of Victorian England that
encouraged people to think that horrific physical and economic conditions were not only
permissible, but a just consequence for “inferior” members of society. dévieckier examines
the situation:
Not surprisingly, Victorian England considered itself a Cinderella story of
national proportions . . . [Britain’s] rise could be elevated to a popular myth . . . in
novels of the day, because it fit the seemingly miraculous changes that nineteenth-
century England had undergone between the early 1800s and 1860: from
beleaguered island to world power on the brink of global domination. When
Victorian novelists imbued their fictions with Cinderella motifs, they ingtrad
themselves with a middle-class reading public eager to be congratulated on its
moral and material situation. (9)

Victorian society had thoroughly bought into the fairy tale of middle-class ityolihd as a

result the Cinderella motif appeared in Victorian literature repeatesitiiesempire upon which

“the sun never set” made phenomenal improvements in industry, and technology. Humphrey

House concurs with MeckierGreat Expectations the perfect expression of a phase of English
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society: it is a statement, to be taken as it stands, of what money can do, good antdyadt;, of
can change and make distinctions of class; how it can pervert virtue, sweetenspreamhepen
up new fields of enjoyment and suspicion” (159). The Victorian Age was the Age of Qimdere
in which money allowed dreams to come true and artificially createdagvar-afters, but also
the age in which children labored 10-hour days in factories and were hangedpmrtehfor
picking pockets. Elaine Ostry states specifically that “Dickens udegdylbt, motifs, and theme
of ‘Cinderella’ inGreat Expectationto develop the social as well as psychological themes of
the novel” (17). Not just any fairytale distortion, Pip’s story is a corruptigrediaps the most
classic of all fairy tales.

Pip’s fairy-tale journey to become a gentleman mirrors his society’s pofsui
socioeconomic identity within its context of rapid growth. Amidst the tremendouthwea
flowing into the British Empire, the technological and industrial innovations, anac¢red slass
pretensions, Dickens feared that England had begun to lose her grasp upon the truky, valuabl
and he write$sreat Expectations part as a warning to his fairy-tale contemporaries. Elaine
Ostry explains: irGreat Expectations’Pip frames his social advance in the form of a fairy tale,
yet he has a superficial view of the genre, for he does not address the meradrbasi
advancement usually present in the fairy tale. As a result, his failydatenes a cautionary tale
instead, and Pip learns . . . the necessity of fostering morality while gaiaing’g18). Yet the
semi-autobiographicdbreat Expectationg/as cautionary not only to the Victorians, but also to
Dickens himself. To Dickens the author, the novel was indicative of his successingias
contemporaries to care more about people’s characters than their clothing and tonheddvese

to higher moral than social expectations.
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Dickens uses the fairy tale constructs of Pip’s story in an attempt to hegldwe f
Victorians see themselves for who they really were. J. R. R. Tolkien writdsutinanity needs
fantasy to accomplish the “regaining of a clear view . . . [Society] need[s] clean [its]
windows; so that the things seen clearly may be freed from the drab blur osgitane
familiarity” (146). Dickens’ purpose iGreat Expectationsvas exactly that: to use fairy tale
influences to aid his society in obtaining a clear view of its behavior. Onepgoidém faced by
Pip is a distortion of values that involves seeing the external as more sigihtfian the internal.
Dickens attempted through his novels to remind his society of what was trulpleaiuéfe,
and Pip goes through a great deal of misery before he is finally able to seeleakly.

Pip’s story is both microcosmic and critical of the larger context of Vanosociety. In
Great Expectationickens uses the paradigm of a fairy tale to make a statement about
Victorian ideas regarding class identity and social morality. Vic®Baitain was consumed
with conceptions of social class and identity, and regarding Pip’s illusory quastame a
gentleman of wealth and status, Robin Gilmour states @Graiat Expectationss the most
complex and satisfying fictional examination of the idea of the gentleman indtoziah
period” (143). With the phenomenal advancements brought to England by imperialism, the
Industrial Revolution, and revolutionary new ideas in areas such as art, religistcience,
Victorian society was peculiarly challenged by a collective identigys. Pip’s fairy-tale
journey to become a gentleman mirrors his society’s pursuit of socio-eaoitEmiity within
the boundaries of the rapidly changing British Empire. In such a context,diesywiere
particularly appealing. Michael Kotzin describes the situation:

Beset by a changing world, the Victorian could find stability in the ordered,

formulary structure of fairy tales . . . He could be taken from the corruptions of
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adulthood back to the innocence of childhood; from the ugly, competitive city to
beautiful, sympathetic nature; from complex morality to the simple issue of good
versus evil; from a difficult reality to a comforting world of imaginati¢28)

Although the Age of Victoria was generally a trifle more civilized than thkedand more

violent Regency age preceding it, the second half of the nineteenth centurin &iil

contained multitudes of abusive workhouses, inhumane child labor conditions, desperate and

poverty-stricken prostitutes, and full debtor’s prisons. Dickens’ writingwviakly popular

among the rich and poor alike of his time, and one reason for this popularity maywedbewan

the welcome escapism offered by his realistic but also fantastic novels.

In Great Expectationickens both glorifies the magic of fairy tales and uses that magic
to satirize a society who lived as if social and economic fairy talestwerat the expense of the
poor and needy who worked cruelly long hours and half-starved in workhouses. According to
Dickens, it is society, not the fairy tale, which is distorted. Pip and the Victodiesired
prosperity, but were perfectly content for others to be the ones soiling their harmlsetthat
prosperity possible. Ostry explains, “A true fairy tale hero . . . is luckyusedae is good: Pip
wants the reward of the fairy tale without the moral work that must be done toal#5626).

With such radical reversals and complexities, Dickens’ work is satiric gblisty that believed
itself to be fantastically privileged.

Dickens could personally identify with this national Cinderella identity, howeves—hi
life was something of a fairy tale itself. According to Meckier, Dickefisse from label paster
in Warren’s Blacking Warehouse to squire of Gad’s Hill reads like a Cindestelty . . . At
Gad’s, Dickens was an internationally famous author” (15), enjoying urg@eissl success and

popularity as one of the best-loved English writers to ever live. Yet Medt®rks that despite
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Dickens’s phenomenal achievements, “Dickens’ life [was] a series of disappoitst” The
unrequited love for Maria Beadnell, the death of Mary Hogarth, the terribleageato
Catherine Hogarth, and difficulties with his health, society, and childrese@#d to remind the
novelist that a fairy tale life was not all that it seemed on the surfacd=¢iB) tales needed
morals and love in order to comment truthfully about life, and Dickens’ fantastidyesojourn
was no exception. It was, perhaps, partly as a result of this quest for love ahty mamidst the
fairy tale of his own life that Dickens wrot&reat Expectationdt seems at least slightly ironic,
however, that the bard of hearth and home who had recently separated from his wikerand ta
up with an actress should use a moral paradigm to criticize the lack of mardlisysociety.
The moral universe of the traditional fairy tale remains incomplete and omasional.
Usually in fairy tales, the good do not pay for their sins, for they are not comeagteto have
any faults. Fairy tales generally contain a great deal of resacie és Prince Philip’s liberation
of Sleeping Beauty), but not redemption, for redemption involves the reclamation dfghe fa
The bad characters in fairy tales are impossible to redeem, and the goaxtans are too good
to need redemption. Even ambiguous characters like Rumpelstiltskin tend to end baidyy in f
tales, as they do not conform closely enough to the standards of good in the fainpaise,
and are therefore evil by default. In fairy tales, evil is external andlyisppears in the form of
either the abuse of the protagonist or the malevolence of horrible witches, momsters, a
sorcerers. Evil is criminal, not sinful, in fantasy literature, for the badcteas commit evil acts
such as theft, murder, abuse, or disinheritance because their natures are yringteanid the
good characters generally commit only good acts. Yet in fairy tales ¢ intensely personal:
Snow White’s stepmother tries to kill her out of jealousy; Maleficent attetoi#i Briar Rose

out of wounded vanity; the wicked stepmother does not allow Cinderella to go to the ball out of
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spite and jealousy. IBreat Expectationshowever, Dickens assents to the idea that it is

generally society, not individuals, that is the source of evil and corruption in thd wnorl

marked contrast to the personal evil of the fairy tale paradigm. Dickens iéipoes the

superficial moral identity of his society by distorting and expanding the rfrarabwork of the

traditional fairy tale, creating morally ambiguous characters andlsnocanplex plot situations.

Dickens’ respect for Christian values remains a common thread running throughout hi

novels, yet because the novelist held a popular view of Christianity flavored bgrdsy of

Latitudinarianism throughout his life, his moral system considered evil mainlgia soncept,

rather than personal attitudes and actions. Not entirely consistent, howekendiames

Pip’s (and by inference Victorian) society for the evi@reat Expectationswhile still holding

Pip accountable for his misdeeds. According to G. Robert Strange, Dickenstegpboeryone

in Great Expectationgr a common human guilt, “though Dickens’ interpretation is theologically

heterodox” (117-18). Due to his unbiblical theological leanings, Dickens’ viewsé eersus

sin are telling. Humphrey House explains:
Virtue is for [Dickens] the natural state of man . . . ‘We can all do some good,’
says David Copperfield, ‘if we will’ . . . [W]here the moral condition of the world
is reviewed he always adopts the view that man as the child of a good father is
himself good, and that the evils of the world are obstructions which prevent him
from being himself. He rejected Original Sin . . . Edith expects repentance of Mr
Dombey, but she does not say that he has sinned. Evil is always terrifgagly r
but the source of it is obscure. (111-12)

In Great Expectationghe only character possessing self-generating evil is Compeyson, the

gentleman criminal. Yet Compeyson is also one of the only flat charatctées movel, and the
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source of his evil is utterly inexplicable and unaddresse@rdat Expectationsas the rest of in
Dickens’ later works, House explains that badness is represented as “arstmpagsonal evil,
created by society” (112). Although displayed more keenly in some characterthikes, such
as Orlick as opposed to Pumblechook, evil in Dickens is Latitudinarian: it is sodighgue
rather than personal and specific. Orlick is the product of a disadvantaged emevitoana
Pumblechook the victim of damaging social expectations. In such a context, maresiaabt
evil—merely the society around him. For Pip specifically, it is not until he begiasperience
the wounds of insidious social expectations and the delusions of money and pride that toe starts
go morally astray.

Pip, like many fairytale heroes, is more sinned against than sinning, andulissats
are quiet ones of failing to do good rather than actually committing evil aptdoBs not
possess original sin—it is society that distorts his identity. Chestertteswiip . . . [iS] meant
to show how circumstances can corrupt a man” (199). Such thinking implies that Pifabears
less responsibility for his moral fall if it is his external environmemteiathan his internal
motivations that have twisted his soul. In either case, however, the end resutisrdme same:
Pip’s identity is tragically distorted. In fairy tales, the hero opbimer has to overcome the
personal and external evil of a terrible dragon, wicked witch, gruesome trolilevatent king;
in Dickens’ moral paradigm iGreat Expectationshowever, Pip has to battle the internal shame
he experiences as the result of an oppressive society and construct a néytalpuatify
himself of the poison of his great expectations.

Despite being encouraged to form delusive expectations by practically albjoe
characters in the novel, Pip bears moral responsibility for his poor choicespmahigh are

influenced by his desperate obsession with Estella. Miss Havisham tell¥ &ipprfade your
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own snares. | never made them,” although a few lines earlier she admits thet ghm] go
on” in his delusions (269), fully understanding that he was deceived. Pip did believe that he
could spend money irresponsibly and without consequence and that Estella could be his despite
her indifference, delusions that were definitely arrogant, but other than thats leaecraged
and deluded in his false expectations by practically all the other chraraches life, especially
Miss Havisham, at the time he came into his expectations. The fact that Pipusagied by his
society to have great and illusory expectations seems contradictory &etttieat Pip is
accountable for his moral choices, but both are nonetheless true. However deceiseb&\up i
socioeconomic priorities, he knows that it is wrong to snub Joe and waste his fortune, but he
does these things regardless.

Fairy tales abound with moral choices, &mat Expectationseamlessly integrates the
fantastic and the virtuous. Unlike fellow Victorian Oscar Wilde, though, Dickeres/bdlthat
art should be not only beautiful, but useful, and by Dickens’ standards somethingghat wa
morally educational was certainly useful. A great defender of the valuéhand of fairy tales,
Dickens was incensed when his friend George Cruikshank illustrated a book of &sryithl a
Victorian moral agenda forced upon them. Constantly attempting to make his wréfngjtas
mankind, neither too escapist nor too realistic, Dickens, according to James Madold, rfot
be satisfied with a world without hope or an art without use. Like fairy tales,tmsiat have its
‘usefulness.” The ultimate use was, as he wrote Forster, to ‘help make pettpt& (21). But
Dickens believed that there were some very particular ways in which to help peapieebe
better. In his “Frauds on the Fairies,” Dickens hotly wrote that Cruikshank hachhtorig
impose Victorian agendas such as temperance upon traditional fairy taleaséHhgickens

made was that if everyone changed fairy tales to suit his own agendas, much wdnder a



35

goodness would be lost to the world. Dickens, according to Harry Stone’s articleltVieéas
Fairy Tale: DickensDombey and Sqhviewed much of his writing as “fairy tales,” but the
author’s definition of such stories was “his special fusion of fairy story,dgntayth, magic,
and folklore” (2). InGreat Expectationickens’ literary code of ethics permitted him to both
use and critique the fairy tale genre in order to delight his audience and matereest about
morality, identity, and society.

WhenCruikshank published his didactic fairy tales, Dickens was incensed over what he
considered to be a corruption of folklore. To illustrate his opinion, in “Frauds on thesFhgie
rewrote the Cinderella story with great political correctness. énviision of the classic tale, the
Juvenile Bands of Hope, Board of Health, the King’s feast of “artichokes ang' gnae
Cinderella’s father’s death from shaving with “warm water insteadldf contribute to a
unique version of the story. According to Dickens, Cinderella deeply ponders thewguéshie
“Ocean Penny Postage,” and goes to the ball dressed in very non-traditionabcMthen she
finally marries the Prince and becomes his consort, she burns down all newspagetudtic
publish opinions that disagree with hers, and generally becomes a tyrant (“Frales on t
Fairies”). The difference betwe@&reat Expectationand the story in “Frauds on the Fairies” is
thatGreat Expectationsever claims to be a fairy tgber se Also, Great Expectationss much
too realistic a story to be able to smoothly conform to the fairy tale paradigny. & the
characters are too complex, the plot reverses the fairy tale, and the psy&ialagiative is too
involved for a standard folk tale. Dickens’ point in “Frauds” is that the enchantmentyofaiais
should not be distorted by false morality.

Like Dickens and his Cinderella parody, satirist James Finn Garnerdabigihand at

reinventing the tale, making it more politically correct and culturallgvant in the process.
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Both Dickens and Garner, although definitely trying to entertain, were a¢sopihg to engage
in meaningful social criticism. Both authors attempted to make the point that pdaptento
deconstruct, sanitize, force agendas upon, or otherwise twist fairy talasdcap distorting
them beyond all recognition. An example of Garner’s wit appears when Ciadargjlishes at
home, wishing to attend the ball. As she sadly sits listening to records, an unusueg-tadki
man suddenly appears in the room and addresses her: “l am your fairy godpensoivjaual
deity proxy... So, you want to go to the ball, en? And bind yourself into the male concept of
beauty? Squeeze into some tight-fitting dress that will cut off your atronl? Jam your feet
into high-heeled shoes that will ruin your bone structure? Paint your facehsitiicals and
makeup that have been tested on non-human animals?’ (33). Cinderella, of course, ielynedia
responds in the affirmative. As in Dickens, Cinderella’s clothing (and therefttural identity)
is an issue in the revised story, and Garner’s Cinderella ends with alethatrthe ball killing
each other and all the women starting a comfortable-clothing manufactotergrese. Dickens,
it seems, might well have approved of Garner’s parody-with-a-point, begalise Cruikshank,
Garner twists the story (like Dickens) to make fun of those who enforceotheicultural and
political agendas on children’s stories. Garner, like Dickens, wishes to présewender and
magic of fairy tales, because as Robert Siegel says, fantasy possgssgsr to take us out of
our skins—away from the small, limited, half-life that is our ordinary consciousress to
give us an experience of a larger, more complete life, in which we hear theeafnte turning
spheres” (356). Dickens uses fairy tale elemen@Great Expectations) an effort to give the
materialistic Victorians a larger, transcendent perspective on theirdnek priorities.

Jaded and disillusioned twenty-first century America has recently exhibiésdinating

Dickensian trend in the nature of its popular fairy tal@sie Magazins James Poniewozik



37

explains: “Once upon a time, in a land near, near by, there were fairy takes.pBreces slew
dragons and saved fair damsels. Princesses and scullery maids waitedddnioyhts and true
love. The good were pretty, the evil ugly, the morals absolute” (83). Many tratiamyaales,
such agCinderellg Snow WhiteSleeping BeaufyandSaint George and the Dragalo certainly
fit this pattern. In each story, a violent battle rages between uncorruptedrgbtardying evil,
and in the end the innocent protagonists are rewarded for their virtue and kindness.

With the advent of the twentieth century, and specifically a green ogralrtaimek,
however, Poniewozik argues that everything has changed in magical landsSimek@ovies,
Poniewozik says, suddenly “[hJandsome princes were mocked, damsels savetvdxrasd
ogres and dragons were shown to be decent folks once you got to know them” (83). Much of this
twenty-first century satire doubtless was intended to perpetuate humor enalgaaast Walt
Disney'’s incredibly numerous, wildly popular, and largely traditional fairyrigtiglings.
“Fractured” fairy tales are popular these days, and even the Disney Canptadibegun
buying into this postmodern mindset. In many ways, the United States hasddziltkens’
worst fears for his own society: with a loss of absolute morals and a cultureéiement, the
disillusion of postmodernism has caused many to become as socially blind salukseltfed as
the Victorians criticized by Dickens fareat ExpectationgCrossing the Atlantic and fast-
forwarding over a hundred yeat$SA Todaynotes that in 2006, Americans gave $295 billion to
charity; butForbesexplains that in 2007, Americans spent a much larger $390 billion eating at
restaurants. Although America does give more generously to the needy than st ita
citizens display a marked distortion of values, still spending on averagwfarmoney on
themselves than on benevolence. Dickens’ warning to his self-absorbed soci¢tyedyasoday

as it was one hundred and fifty years ago.
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Like most adolescents modern Americans, and several Victorians, Pip not only has
difficulty seeing the true value of worthwhile things, but also has greatudiff seeing himself
for who he truly is. In fairy tales, Cinderella’s identity is ultimatélgttof a princess who only
languishes for a while as a servant; Dick Whittington is actually LorgbMaf London, and the
frog is really a prince. Fairy tales are stories of transformatiorthbyttell of changing
circumstances revealing fixed identity, not malleable identity higtd) by more static
environments. Although Pip’s economic and social circumstances are indeetlyradica
transformed more than once throughout the course of the novel, the significant tnatisfors
in his identity.

The crisis of finding a meaningful identity is as old as the temptation in tlueGaf
Eden when man was offered the false chance to be like God, and in the world of fairy tales
identity is similarly challenged in the paradigm of the powerful versus therlesse
Historically, the concept of power has traditionally emanated from adfasisrality and virtue;
yet in Great Expectationghis is not the case. For young orphans like Cinderella, Snow White,
and Dick Whittington, whose wholesome characters remain unaffected by tha& host
environments, it is their circumstances, not their identities, which aredrarest from weakness
to strength. Their identities are completely upright and static throughoustbeas despite their
circumstantial transformations. In such stories, the good young orphanallyeg@ifrom poor
to rich or from unloved to loved, but their characters do not actually chanGecdn
Expectationshowever, Pip experiences a radical external transformation from poor to rich, but
at the same time his internal character begins to change from decent to snokarisially
Pip’s circumstances are transformed back to poverty, but at this point his icengiiyrmed

into a far more benevolent version of itself. Pip’'s multi-layered transfaymamitates that of
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fairy tales, but is much more profound because it occurs on multiple levels, not justde outs
circumstances and appearance. Stone states in “The Novel as Fairy Ttales thesis oGreat
Expectationsand many of Dickens’ other novels is the “waif theme,” that of the abandoned
orphan (11). Identity is a particular problem for young orphans, for under normahstances,

a person has identity bestowed upon him by his family—the powerful parents bestoty identi
upon the powerless children. Obviously, good parents generally confer a wholdsatitg i

upon their children, and abusive, absent, or apathetic parents generally impaediidentities
upon their hapless dependents. Pip is especially disadvantaged, for he is not only arbotphan,
also the ward of a physically and emotionally abusive older sister.

Although Pip was attacked by the Tickler, fed pins in his bread and butter, and half-
drowned in Tar-water, the real identity-distorting scars inflicted on hmedeom the emotional
abuse. In the article “Understanding and Reporting Child Abuse,” the authorglgeidedson
Textbook of Pediatrice defining emotional abuse as “a repeated pattern of parent or caregiver
behavior that conveys to a child that he or she is worthless, flawed, unloved, unwanted,
endangered, or only of value to meet someone else's needs’” (Behrman, ed., gtdiemaidvai
Rodriguez-Sredniki 446 Emotional abuse tends to radically undermine the personal worth and
value of the abused. As a result, abused children generally grow up with negéiivage$ and
struggle greatly with trying to find or create value at the core of theirigsnEmotional abuse
or neglect is often a factor in fairy tales as well. Hansel and Gretelrizel, and Shrek are all
victims of such emotional violence. To be more specific than mere abuse, though, Pip, like
Cinderella, Snow White, and Aladdin, is an emotionally abused or neglected orphan, and as such
grows up without the positive inherited identity that can be instilled even in childtie

abusive parents. Yet for Pip, unlike the fairy tale heroes and heroines, his aoatext
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bildungsromammakes his story one of a child transformed over the course of time into a
confident young person with a stable identity. In fairy tales, it is therostances, not the
protagonist himself, who is transformed.

Devoid of an inherited family identity, like several fairy tale heroes, Pgtesehis own
identity from virtually nothing. In one of the very first lines of the novel, he exgldl called
myself Pip, and came to be called Pip” (9). A “pip” is another word for a seedooy@nand
Pip is consistently defined by his potential for growth that is always just eeach until the
coming of Magwitch near the end of the novel. Tragically bereft of any fansilgriyior
anecdotes, Pip not only has to name himself, but also does not know anything about his dead
parents and brothers—he imagines who they were based upon his examination of their
tombstones. Joseph Gold explains that Pip’s first awareness of “the iadénlilygs” in the
graveyard on Christmas Eve is an outstanding English illustration “of the masttaspeestions,
‘who am I?’ [and] ‘why am | here?” (242). In Pip’s search for a meaningentity, Dickens
has incorporated the desire of all humanity to understand its existence and firglia fiac
world. Because Dickens allows Pip’s story to be narrated by a sadder, oldersan®iwj Gold
states that Pip becomes the person he is as a result of telling his story, for to cgdeunt the
history of his life, Pip is forced to come to terms with his past (244). Although Pip’'dqest
not make him who he is, but is rather a significantly influential factor, ackdgwig his past
mistakes and delusions in narrative form does aid Pip in forming a more cohereslestid
identity. The only identity aspect that Pip really inherits at the begirofing story, from his
family, is the degradation by his abusive older sister.

Like Cinderella, Snow White, Dick Whittington, Hansel and Gretel, and even Harry

Potter, Pip faces many instances of dehumanizing emotional abuse whileggupnw\When
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unjustly harangued by Mrs. Joe, Pip remains polite as he asks about the prisorMtsp3oé
... I should like to know—if you wouldn’t much mind—where the firing comes from™ (12).
Mrs. Joe eventually responds by implying that little boys who ask too manyomsestll end
up in those same prison ships. During the unfortunate tragi-comic Christmas dittmigirsvi
Joe’s friends and relatives, Pip is forbidden to talk. To make matters worserdgjplesd by
snide and nasty comments from the grown-ups. He is admonished to “be grateful,”ttthid tha
young are wicked by nature, and unjustly compared to a pig. Mr. Wopsle describgsifor Pi
graphic detail what terrible things could have become of him as a baby, wetéat the
charity of his sister. Encouraged by Mr. Wopsle, Mrs. Joe recounts an enormotithiest
troubles that Pip has caused her, and Pip’s only response is his understandable desire to “pull
[Mr. Wopsle’s Roman nose] until he howled” (25-26). Rather than throwing a tantrum,
answering back, or even resorting to violence in the face of such abuse, Pipdesirely to
engage in a little nose-pulling.

Yet while Pip does not fight the emotional abuse, his identity is indelibly scariied b
Treated as an animal by Mrs. Joe and her friends, Pip is left with the ideahisaultimate
core, he has no value at all as an individual. As a result, Pip’s very identity muistadlyebe
reconstructed in order for him to be at peace with himself. Due to his sistenshaaled
upbringing, he has become “morally timid and very sensitive” (59). Becauséveagdtie is
bestowed upon the orphaned Pip by his abusive sister and her friends, growing up, Pip eventually
comes to define himself by what he is not in order to have any hope of a valuable, faéaning
identity in Dickens’ secular fairy tale paradigm. J. Hillis Miller t&s that Pip “is characterized
by desire rather than possession. His spiritual state is one of an expeciatided on a present

consciousness of lack, of deprivation. He is, in Wallace Stevens’ phrase, ‘an empthess t
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would be filled™ (251). In many fairy tales, from Snow White to Harry Pottez disadvantaged
protagonist generally elicits sympathy from the reader due to thdadgnarents, love,
acceptance, or power in his life.

Made to believe by his abusive society that he is an inherently worthless pepson, Pi
would rather be defined by what he lacks than by what he has. Miller explaias thagsult of
his obsession with the haughty and wealthy Estella, Pip’s “essence is definelgt byt
negations (he lacks the education, language, manners, and fine clothes of a gentlenban . . .)
even a definition in terms of what he is not is better than no definition at all” (266).néet w
Magwitch appears and shatters the fagcade of gentlemanly education, largubgeanners,

Pip’s identity is re-formed as he is forced to come to terms with who he acsuatig what he

has become, not who he hopes to becom@litrer Twist a far more traditional fairy story in
terms of plot thaiGreat Expectationghe questions of Oliver’s identity are somewhat artificially
resolved. Miller writes that young Oliver’s noble identity is bestowed upon xtenrally by the
circumstances of his past (330). Pip, however, is a more realistic protagonistanl@xpaly
more realistic fairy tale, who unlike Oliver has to find and create his owntiydaata result of

the abuse and orphaning he has suffered. Pip’s struggle is to discover what idualdievia his
life and social priorities.

Pip largely loses the good intentions that originally shaped his identitygthtavo major
social events: meeting the wealthy Miss Havisham and becoming infatu#ideistella, and
inheriting at age eighteen “great expectations” from an unknown benefactor.kKA€la&sterton
states, the story @reat Expectationss the account of a civilized human being who becomes so
overwhelmed by the socio-economic demands of civilization that he comes to etholietray

his true friends (197). In Dickens’ paradigm, Pip’s identity and moral valuestogted by
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external forces and pride (Pip’s natural response to those forces) Inattnéxyta real Christian
conception of original sin residing destructively within his heart. Therefotlee &nd of the
story, the eventual redemption of Pip’s soul or moral identity is more of amaixseicial
reconstruction than a spiritual and internal regeneration. G. Robert Strangge“Bligt@imself
renounces his childhood by coming to accept the false social values of middlsatgety”
(116). In a world in which evil is a social and symbolic concept rather than a taagible
spiritual crime, Pip’s worst problem is external—the socially accep@btgional abuse and
identity distortion he has suffered as an abused, lower-class orphan.

Great Expectationsontains tremendous irony in its critique of unrealistic and harmful
social expectations. Dickens'’ title seems deliberately ironic: msesntirely appropriate that an
upside-down fairy-turned-realistic tale should possess a paradoxicdiditiedints to the social
issue that the author is attempting to turn inside-out through critical analgsiainG/, though,
most of Dickens’ books involve happy expectations and end happil@ad Expectationss a
notable exception, for even if one accepts the second ending as definitely involvinthag#
union of Pip and Estella, both characters have been so scarred and broken throughout the course
of the novel that one might seriously wonder if either will ever be truly happy in heror
lifetime. Although bearing strong influences of folklore in its settings;aditers, and plot, the
novel stands ultimately as a fantasy-edged piece of biting social comynentar

Dickens views his task as an author to dramatize how Victorian society hasdishert
fairy tale; he pokes fun at Pip’s lack of perspective while using that myopigidqoi€ Victorian
social blindness. Pip’s identity, which comes to be characterized by hisesmriomic-romantic
expectations, is largely defined (and in the process distorted) externdtlg members of his

society. In Dickens’ retold fairy tale, Pip’s wildest dreams all come-tfior a while. Yet when
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he, like many of the Victorians, focuses more on external magic than internéitynbravalues
are subverted in his fairy-tale quest to have all his wishes granted. Not cdynjadilame,
however, Pip’s great fairytale expectations are heavily encouragedrpens of his society. As
a result of his and his contemporaries’ flawed value system, Pip’s be&ittidrella world
violently explodes when he discovers that the socially disreputable convict tdagvas
responsible for his dreams coming true all along. In Dickens’ own life, thessgdwas that
while he achieved a fairytale lifestyle of tremendous wealth, fame,pgord\al, one of the most
important aspects of the fairy tale—his romantic life—did not end the way thaioallfgiry
tales do: happily ever after. (reat Expectationghe hero suffers and changes for the good,
which is not generally a fairy-tale theme. The plot of the novel is an antitéide: the hero goes
from riches to rags, all his dreams are shattered except perhaps the tasadest one, that of
marriage to the lovely Estella, and he must go through great difficulty in torfiad

redemption (which does not appear in fairy tales). Dickens’ inverted fagrietles the reader

with the breathtaking magic of the invisible realm and the virtuous moral ofaheedd.
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Chapter 3: The Characters Who Enable Pip’s Identity Distortion

In the magical Dickens world, one of the greatest evidences of literargdwiza in the
creation of Dickens’ characters. Dickens’ novels are rife with Ebei$&zenges, Miss
Havishams, David Copperfields, and Madame DeFarges. Whether round or flateranidat
complex or ludicrous and cartoonish, Dickens’ characters are inescapably meniiais
something of an Everyman: a child with decent instincts who wants what neanlgralvant—
to be someone the world will take notice of. Pip is not remarkable for his horde of gold, his
moldering bridal feast, or his fascination with the guillotine: rather, hearmon man who is
influenced more than influencing and is unusual, in part, for the effect of the factestacters
in the novel upon him. In the non-Christian but virtuous Dickens world, characters araaatlue
and shaped by their society rather than their personal sins, and as a resulieRtfy comes to
be defined by his great expectations that are largely the result of thelalesepthe other
characters in the novel and society in general.

Literary giant G. K. Chesterton has remarked, “All [Dickens’] books migitialied
Great Expectations(200), and such a title might appropriately be given to Dickens’ own life as
well. From his earliest days, Dickens desired to be a prosperous and respattaddrrise
above the station to which he had been born. Young Pip, like Dickens, holds very high
expectations for himself. A poor boy destined to become a blacksmith, Pip has gneat drea
instead of becoming a rich, respected, well-educated gentleman and winniagdhs rthe
cold but beautiful Estella. Like many who desire greatness, however, Pip becvags\s
disillusioned throughout the course of the story as he discovers that his reasonsify want

everything he had ever wanted were based upon false assumptions.
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These expectations were fairly typical of the hopes of many in the \Agtera. In the
age of the railroad, industrial revolution, Great Exhibition, and British colonial expamsany
Victorians were changing their destinies. Men born into servitude, hard labor, otypeogss
suddenly being given the opportunity to amass untold wealth if they worked hard enougé or we
in the right place at the right time. No longer were the upper classes the onlyitnie
money and power. “Great Expectations” was a specifically monetary termabalso
peculiarly Victorian, and generally referred to the socioeconomic prosgetispportunities of
a gentleman. Yet the title of the novel by Dickens has lost some of its evocative foower
today’s world, “expectations” usually refer to guidelines placed upon someormdarsts to
live up to, a vast difference from Victorian socioeconomic hopes, dreams, and opportunities.
Pip’s expectations possess striking moral implications in the context of the novel.
William Axton notes the connection between social expectations and moralityDickens
literary paradigm: since the source of evil in Dickens is social ratheritidividual, Axton
writes that Pip’s crime is “asking more from life than, under the limitaiimp®sed by one’s
nature, station, or the general conditions of existence, it can reasonabliedxpaeturn. The
habit of holding great, but unrealistic expectations of life is the source of jandpevil . . . in
Great Expectationq279). Although Pip’s expectations are unrealistic, they are in some ways
very understandable, and even noble in that it is a good thing to aim to walk among thieestars: t
problem is that Pip wishes to be great for his own satisfaction, not for the good of Bipers
wants desperately to leave his blue-collar blacksmith job behind and become a ladrned a
distinguished gentleman. Left with nothing, not even an identity or a past inheoitetis
parents, Pip the orphan desires a future and a life bright with happiness and.preti&p’s

expectations are not entirely of his own making, and it is in the absence of an dnpasiteand
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identity, as well as in the deception and encouragement of those around him, that his
expectations flourish.
Pip’s expectations are partly rooted in the boy’s lack of a past, and therefdentty.i
This deficiency of an inherited self is clearly displayed from his finsslat the beginning of the
novel:
My father’s family name being Pirrip, and my Christian name Philip, naninf
tongue could make of both names nothing longer or more explicit than Pip. So |
called myself Pip, and came to be called Pip . . . As | never saw my father or
mother, and never saw any likeness of either of them . . . my first fancies
regarding what they were like, were unreasonably derived from their tomaisst
9)
Not only does Pip name himself, but he even imagines a family history for hoos&dining
hypothetical personalities for his dead family members. Pip’s self-nasiindicative of his
having not only to find but also to create his own identity. Scholar Keith Selby dedgieed a
deal from this opening:
[Pip] literally does not know who he is . . . Pip has no past, and hence no
relationship to anything. Consequently, not only does he possess nothing (and
much ofGreat Expectations about the desire to possess), but he also has no
status in the world, because he is wholly alienated from it. He has no place
anywhere, and is nobody . . . [This situation] impresses very forcefully on our
minds a sense of Pip’s isolation in the world, and the need for him to build

relationships with other people in order to discover who he is. (35-36)
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While the statement that Pip “has no place anywhere” may be a bit of an exaggers Pip is
provided with food, shelter, and clothing by his sister and with genuine love by Joe, itas not f
off from the truth.

From the beginning of the novel until the return of Magwitch, Pip’s identity is defined by
the expectations placed upon him by the adults around him. Critic Philip Allinghamesmpa
Pip to the orphan-hero of another fam&ilslungsromanHuckleberry Finn. He writes that “in
both novels the protagonist struggles to find a morality of the heart, even though it atay be
variance with society’s expectations and dictates” (447). Pip, like Huck, id ayserelative
who cares little for him. Pip relates one of his sister’'s constant atteonpiske him feel guilty
that he is alive:

“If it warn’t for me you’d have been to the churchyard long ago, and stayed there.
Who brought you up by hand?” “You did,” said I. “And why did | do it, | should
like to know!” exclaimed my sister. | whimpered, “I don’t know.” “I don’t!” said
my sister. “I'd never do it again! | know that . . . It's bad enough being a
blacksmith’s wife (and him a Gargery) without being your mother.” (14)
Because Pip is an orphan, raised by a shrewish sister many years oldeks lledlanemories of
parental affection that usually begin to shape the identities of young childoemtte
beginning, his sister's mistreatment of him sends young Pip a cleargee$éau are not worth
the trouble it takes to raise you.” Psychologist Saul Kassin explains tHeglthef psychology
has explored the “nature versus nurture” debate for many years. Many psystsdhold that
nurture, or the way in which someone is raised, makes him who he is. Kassin wrisev¢nat
other experts in the field believe that nature, or a person’s “biological bitieprorks together

with nurture to create a person’s identity (363). Both nature and nurture are imparthntile
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Pip’s nature is mostly innocent, his nurture leaves much to be desired, resultinganteblief
his identity. A sad and universal truism of human nature is that people’s impressions of
themselves are generally formed or at least influenced by how others vieyatieg while Joe,
Pip’s sister’'s husband, has always been a kind presence in Pip’s life, Joe is nmoegwdilahan
a father, and a child without parents is a child without an inherited meta-natoatwéch he
can connect his identity.

As a result of Pip’s lack of inherited identity, he can in some ways becomerany s
person he wants to be. On the other hand, at the start, he is too young to be very different from
the picture of himself that cruel or neglectful adults present him with. At thetidiga
Christmas party, Pip is informed by the foolish Mr. Hubble that the young are ttéta
wicious” (26), and Pip is expected to take heed accordingly. Without any evidensesvies, it
is implied to Pip constantly that he is “wicious” and “ungrateful,” and that he should do
everything within his power to make amends for these sins. Pip knows in his subconscious that
somehow, he has no intention of being “wicious” or ungrateful and that his sisteriseinéaif
him does not encourage gratitude, but he is not yet sure what he is, if not defined by these
derogatory labels.

Both Pip and Dickens’ identities were shaped by several traumatic definidgntscin
their lives. Pip’'s meeting with Magwitch, first visit to Satis House, and aitoun of
Magwitch’s money all occur in the first third of the story. Reconnecting with Mabwifter
several years, learning that Miss Havisham is not his benefactor, and pybdeadifying with
Magwitch all define Pip in the second and third parts of the novel. Dickens was definad by hi
terrifying experience in the blacking factory, his parents’ favoritism®sister Fanny who was

allowed to attend a prestigious school as a child, his rejection by Maria Be#undeath of
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Mary Hogarth, the purchase of Gad’s Hill, and the eventual failure of his maiagéath Pip,
several of Dickens’ defining incidents involved either love or money and so@a| elad
Dickens has translated many of these incidents into Pip’s semi-autobicgtagiory.

The first defining incident of his life that Pip is able to remember is hientiol
introduction to the convict Magwitch. In the novel’s first few paragraphs, Pipasléss and
turned upside-down by a fearsome-looking, manacled man who demands that Pip bring him food
and a file or be horribly killed. After overcoming his initial terror, at hioeadaneeting with
Magwitch, having brought file and food, Pip kindly opines about Magwitch’s health and remarks
that he is glad the man enjoyed his meal (21). Despite his polite treatmentohtina, Pip is
long-scarred by the event: believing himself, like Huck Finn, to have broken an abd¥oc
social rule by aiding a man on the wrong side of the law, and feeling tremenddas gisltheft
of the food and file from his brother-in-law and sister, Pip thinks that he islyntaiated for
years afterward, so much so that this idea becomes a part of his identity. Atite&s dinner
shortly afterward, when the soldiers come to look for the blacksmith, Pip belietvbe tkanot
only the one sought by the law, but that he deserves to be so hunted. In an “agony of
apprehension” (30), Pip is terrified that he has been caught at last by the isstfmrielping
the convict, and realizes later as he is unable to tell Joe the truth of the incitbstithdoo
cowardly to do what [he] knew to be right” (37). As a result, insidious guilt defhytgnaws at
Pip’s identity for years as he believes himself worthy of condemnatiorefjeinly the convict,
for stealing the food, and for failing to tell Joe of the truth afterwards.

As his search for identity continues, Pip’s life is shaped by a second definoninc
when he is asked to come and visit Miss Havisham. Treated like literal dirt bgugaty

Estella, and like a servant merely useful for taking orders by Miss HavishaisgRaat
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expectations surprisingly begin to form and become part of his identity ssliaafehis dreadful
visit. G. Robert Strange indicates that as a result of Satis House, “Pipeadysifalse
admiration for the genteel; he falls in love with Estella and fails to seslthas the cold
instrument of Miss Havisham’s revenge” (116). Raised by an uneducated blhcl&imis
suddenly exposed to great wealth, cruelty, and eccentricity when he meetwistegakhs. Their
ill treatment of him would certainly have some kind of devaluing effect on Pip riermadtat, as
anyone would likely have difficulty remembering his or her inherent value as anhoming
when treated as badly as Pip was. But Pip also experiences emotional abuse Farmyhsister
Mrs. Joe, who constantly reminds him that he has no right to be alive, so his identitgadyg al
been distorted by unjust devaluation of his person. Discovering Satis House is so much more
definitive and damaging to Pip, however, because of his ensuing self-destructissiatsvith
his primary tormentor, Estella.

Having been suddenly introduced to such a beautiful, superior, rich young ladytithe rus
Pip feels ashamed of his upbringing due to Estella’s disdain, and also a desire te &ecom
gentleman—so that he can impress both Estella and himself, proving to himself that her
contempt of him is (or will someday be) groundless and undeserved. Pip’s expectadions a
identity begin to center on and flow from his dreams of Estella from this point onwaad. As
result, Pip’s expectations are destined never to be realized because ftdwheelrfocus, and his
identity doomed to incompleteness and distortion until he is able finally to sée Bstehis
affection for her for as shallow and destructive. Pip believes that he is capbbtofing a
gentleman “someday,” an admirable assumption that lends itself more padilgps, to a poor
orphan than a poor child who has parents to tell him that he will never rise above dnarstati

life to which he is born. With some education, money, manners, and reputation, Pip schemes, his
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very identity could be that of a gentleman. Unfortunately, it takes Pip marg/tge@alize that
external trappings contribute little to no part of what makes a true gentlema

In his quest to find a valid identity, Pip has a self concept that is largelydshgpast
and subtle deception, some self-made, but mostly other-made. The self-madeadpigcs
illusions are straightforward: Pip believes that Miss Havisham is histdsnefactor first
because heantsto believe it—he hopes that through this patronage, he will eventually be able
to obtain the hand of his love Estella, and second, because he simply does not know any other
rich people who might be prompted to take the slightest interest in him. Also, his benedactor
chosen to use the lawyer Mr. Jaggers as an intermediary between Pip anf] andsela tragic
coincidence, Jaggers is Miss Havisham’s lawyer as well as Magsvitch’

Yet much of the considerable deception in the novel surrounding Pip’s expectations and
identity is foisted upon Pip by others. Comparing Pip and Huck’s moral educatios,storie
Allingham notes that both are “self-told tales of the growing up of children in harsh
environments and among deceptive adults” (449). Pip is deceived about his identity and his
expectations in life from the beginning. When Pip is first invited to Satis Housésteis s
remarks that “this boy’s fortune may be made by his going to Miss Havish@®)s and
thereby Pip is encouraged from the beginning to believe that Miss Havisham may dechia
benefactor. When Pip does eventually inherit a great deal of money, the first mirzatehio
mislead him is Uncle Pumblechook.

When Uncle Pumblechook learns of Pip’s inheritance, he erroneously assumgsshat P
benefactor is the eccentric Miss Havisham, whom Pip has entertained for so$baugtly
attempting to take some measure of credit for Pip’s newfound wealth, Uncle Ehodie

comments, “To think . . . that | should have been the humble instrument of leading up to this, is
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a proud reward™ (119). Had Miss Havisham been Pip’s actual benefactor, thetehagel been
at least slight justification for Pumblechook’s pride, as it was initiallwhe orchestrated Pip’s
first visit to Satis House, but the truth, of course, discovered much later, wagthata®on
was not Miss Havisham.
Yet while Pumblechook and the other townspeople of Pip’s village simply jump to wrong
conclusions about the identity of Pip’s benefactor, it is the lawyer Jaggerssgogdall
knowledge of the benefactor’s true identity, who encourages Pip’s illusions fronryhe ve
beginning. The first to inform Pip of his expectations, Jaggers begins to degelwe dtission.
In the entire novel, Jaggers is one of perhaps only three characters who knowgshat M
Havisham is not Pip’s benefactor. Yet while Jaggers realizes that Pip belibeaegarding the
identity of his benefactor, Jaggers makes no efforts to discourage Pip fsmretheneous
beliefs. Philip Allingham illuminates the situation:
Jaggers . . . proposes that Matthew Pocket, to whom Pip has heard [Miss
Havisham] assign a place of honor at her funeral, serve as Pip’s tutor. The lawyer
in his capacity as mentor of the criminal class is well aware that RimEng to
a spurious conclusion because the boy so desperately wishes to believe that the
eccentric brewery heiress is grooming him for marriage with her waggetda
... deceives Pip by withholding information, an act that for Dickens is
tantamount to lying. (465)
When Pip finally discovers that the convict Magwitch has been his benefactongll and
confronts Jaggers regarding the subject, Jaggers utterly refuses to angaityan Pip’s
illusions. Pip generously absolves Jaggers of his silent deception, sayemq, bt so

unreasonable, sir, as to think you at all responsible for my mistakes and wrongioosglust |
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always supposed [my benefactor] was Miss Havisham.’ ‘As you say, Pipriedtir. Jaggers
... 'llam not at all responsible for that (251). Despite his obvious involvement in Pip’s
illusions, however, Jaggers would seem to bear far less of the blame than MissiHavisha

The next character to deceive Pip regarding his expectations, in a far nioeeade|
manner than Pumblechook or Jaggers, is Miss Havisham herself. When Pip comdsystensi
take his leave of Miss Havisham on his way to London to become a gentleman, bubreally t
thank her for what he believes is her patronage, one of Miss Havisham’s dibbgrelzdives,
Sarah Pocket, is present throughout the whole exchange. Miss Havisham craftibngu@ist
about his expectations, acting as though she has an intimate knowledge of the sinthfon, a
says that “she quite gloated on these questions and answers, so keen was heneajd&yanah
Pocket’s jealous dismay” (123). Sarah Pocket is angry at this point because shieves tiet
Miss Havisham is giving money to Pip rather than to her and her relatives. Mishain,
according to Linda Raphael, “acts on the belief that it is only through dehunggaid often
brutal deceit and abuse” (709) that she can control Estella, Pip, and her rdiaipoast of fact,
Miss Havisham actually seems to enjoy Pip’s delusions. When Pip sadly asksefteer or not
it was kind of her to encourage his illusions, Miss Havisham replies with furii¢ghawn life
has been so tragic that she bears no responsibility to ever show anyone kindne¥gh&&9)
Pip’s deceptions are in part air castles stemming from his own desiresi|ad seem that far
more deception was practiced upon Pip, especially through Miss Havisham, thartemtigiria
him.

This deliberate deception on Miss Havisham’s part in the face of Pip’s obviousndus

likely has a twofold cause. William F. Axton analyzes the situation:



55

By making Estella into an object of Pip’s idolatrous infatuation . . . and by
encouraging the young man in his erroneous belief that he is Miss Havisham’s
protégeé, secretly elevated to genteel status in order to make him a suitatge par
for the celestial Estella, [Miss Havisham gets] revenge . . . in raispegtations
that must be frustrated. (290)
It is little wonder that Miss Havisham would play a significant role in dashie@xpectations of
someone else, however, because Miss Havisham herself presents a strikidglicture of
dashed expectations. Having lived for years a willing prisoner of the past,ssloelked herself
away in grief and self-pity over being jilted on her wedding day. Axton goes on tdhabte t
while part of Miss Havisham’s motivation in using Estella and deceiving Popargenge herself
upon the male sex for her long-ago jilting, the other part of the issue is that as Pipglanks
that he is Miss Havisham’s protégé, the despicable Pockets will think so asandIMiss
Havisham despises her cousins enough to take great pleasure in their and Pip&iédése
about his patron (68). Pip, unfortunately, like Estella, is being used by Miss Havisham
throughout most of the novel, and it is only when she finally realizes the damage sheehi@s don
him that she begins to suffer any remorse.

While characters like Pumblechook and the other townspeople of Pip’s village
innocently believed that Miss Havisham was Pip’s benefactor, and while pé@phdisis
Havisham and Jaggers either made no effort to undeceive Pip or deliberately deedite
him, the Pocket family’s attitude about the matter is equally damaging yoding man, perhaps
because it is so entirely unconscious. The Pockets, Miss Havisham'’s sglsitivply take it for
granted that Pip is receiving the inheritance that could be rightfully thei@hapter 22, Herbert

tells Pip of how he once hoped that Miss Havisham would like him enough to bestow some of
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her money on him, but even though Miss Havisham clearly rebuffed him, and seemed to have
accepted Pip instead, Herbert clearly bears no ill will. Pip states,t'héeds perfectly
understood Miss Havisham to be my benefactress, as | understood the fatt flysBl Yet
while Herbert and Matthew Pocket’s family is generally good-naturedrtiswiip from the
beginning, some of the other Pockets are not so kind. They, too, believe that Pip has supplanted
them, but they react to this in a very negative way. Sarah, Camilla, and &b@ar§iocket are
not at all pleased that, as they suppose, Pip has stolen away their fortune, lama [Satacular
gives Pip evil looks every time he visits Miss Havisham after coming istfotiune.

From the innocent support of Pumblechook and the Pockets to the deliberate support of
Miss Havisham and Jaggers, Pip’s illusions are yet supported by one other majduaidi
Magwitch, the convict. Abel Magwitch is the source of Pip’s expectations, in moretiay
one. After Pip’s kind but terrified act of supplying the convict with food and gdies earlier,
Magwitch makes a fortune in Australia and is eager to reward the young countiodelped
him. Yet Magwitch’s motives are not entirely pure. While his generosity tasRipyiond
guestion, bequeathing to the boy hundreds of pounds every year, Magwitch is using Pip for his
OWN purposes.

Magwitch’s identity is defined by poverty and desperation from the very begiohims
life. Having no family to speak of, the uneducated and starving Englishman bezonnefsof
necessity, and eventually falls in with a gentleman criminal by the na@engbeyson. In
Chapter 42, Magwitch tells Pip the story of how Compeyson betrayed him, and when the two
stood trial together, Magwitch’s sentence was double that of Compeyson’s, anddiagas
treated far worse than his erstwhile friend, because of the simple faCiotimgieyson was an

educated gentleman, and Magwitch was an uneducated convict. In Pip, Magwitch sawea chanc
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to exact a complicated kind of revenge on the society that betrayed him due to his lack of
gentility. Magwitch decides to give Pip a fortune, with instructions that Pip chake it and
become a cultured gentleman as a result. In “George Bernard SlargatrExpectation’
Humphrey House’s criticism is pointed: “Magwitch is no benevolent idealist witmsingss

may regenerate society; he is a power-lover and a snob, whose specioustyeaiebosi

corrupts Pip and brings about his good almost by chance” (217). Although this perspagtive m
be slightly overstated, it certainly bears a measure of truth. In makinggéiglaman, although
Magwitch genuinely cares about Pip, the convict comes to create and “own” a mansvho wa
what he himself could never be—a refined and educated male respected by tloeibighisat
once betrayed the lowly convict.

Magwitch’s expectations of Pip are far different, however, from those ofshefrBip’s
society. In contrast to the cruel adults at the Christmas dinner table, Magwats Pip with
great kindness when he tells Joe that it was he, Magwitch, who stole the food and fde. Pi
shocked and horrified to learn that Magwitch proceeded to spend years ranchingaligdus
faithfully sending Pip money and “liv[ing] rough so that [Pip] should live smooth” (2@)the
fact remains that Magwitch wanted to provide Pip with the means to be happy amd atajus,
unlike Mrs. Joe’s friends who would have been glad to see Pip grow into a hypocritical,
sniveling blacksmith. Finally, Magwitch is so desperate to see his beloved “son”t{@agdhet
throws caution away and sails back to England where a certain death pea#kyhaw if he is
caught. Although Magwitch’s motives are not completely pure and to an extent lbaiaesof
turning Pip into the gentleman Magwitch could never be as a form of social rettengél

convict does truly love the boy.
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Whatever the motives behind Magwitch’s generosity, however, the fact retinains
the face of Magwitch’s silence, Pip is inevitably led to wrong conclusions. Thagwitth is
also indirectly responsible for the illusory nature of Pip’s expectationo@$e, the convict
might have feared that Pip would refuse the money if he knew its source, but tHidipossi
unlikely because when he finally returns to Pip years later, he asks, itBut ybu never think
it might be me?” to which Pip fervently replies, “Never, never!” (241). Magvistinexplicable
silence on the matter of his generosity may simply have been a plot device usaessitndy
Dickens. Philip Allingham believes that “Dickens deliberately misleadsetheer (as Pip
himself was misled by Miss Havisham) as to the source of the Great Biqrectnd the
intention behind bestowing them. The question of Dickens’s relative dishonesty i/ direc
related to the serialized publication of the novel” (452). Dickens could not allow Magwit
reveal his patronage early on in the novel, for his readership might have f§li@mdothe
suspense of the work would have been aborted. The novel is, indeed, far stronger with
Magwitch’s shocking revelation two-thirds of the way through the story than itvib@uvithout
it—however, in this act of deception perpetrated by Dickens himself, Magwileh gerhaps
the guiltiest conspirator of all in the deceiving of Pip. Jaggers and Misshidavisould have
and probably should have undeceived Pip, or at least failed to encourage his illusions—but the
secret of the expectations was not theirs—it was Magwitch’s. Yet Melgwithe center of
Pip’s expectations in more than just a financial way, for it is Magwitchis/ttze father of the
beautiful Estella, the love of Pip’s life and the reason behind much of his expectations.

Estella Havisham—or perhaps rather Pip’s idea of Estella—is probably mpoasdde
inadvertently for Pip’s expectations than any other character, but unlike the ledhacters,

Estella actively discourages Pip’s expectations. Before he ever obtaawudteth’'s money, Pip



59

wanted to be a gentleman for the sake of the ethereal, wealthy EstellneXtsable series of
events that was Pip’s expectations was set in motion by Pip’s very fitsbv&atis House. At

the end of the visit, Dickens writes, “Pause you who read this, and think for a moment of the
long chain of iron or gold, of thorns or flowers, that would never have bound you, but for the
formation of the first link on one memorable day” (60). And that first link was Piggetate
infatuation with Estella.

When Estella first meets Pip, she labels him “common,” an insult which Pip can hardly
bear. Later she exclaims, “He calls the knaves, Jacks, this boy! . .. Andeens¢ hands he
has. And what thick boots!"” (52). Insulted for his lack of culture, education, and apped&ance
is devastated. He writes, “Her contempt for me was so strong, that it bedeateus, and |
caught it” (52). Yet he is fascinated by the beautiful girl, although niikefeom her scorn.

Although Pip’s entire life comes to revolve mainly around the slender hope of winning
Estella’s hand in marriage, Estella bears almost no complicity in Pip'®ilkishowever, for she
repeatedly informs him that she has no heart and that she will never love him. Pipalieams
however, “against reason, against promise, against peace, against hopehappinssts,
against all discouragement that could be” (179). As a result of the impossibly fiamvelations
of his expectations, Pip’s dreams are doomed to destruction. Eventually, Estefla and t
expectations she engenders in Pip become a part of his very identity.

Because of their foundation of illusion, Pip’s expectations are doomed from the
beginning, but they cause tremendous devastation in Pip’s life as a result ofcbkarpature.
Because he believed that Miss Havisham intended him to marry Estellarf@ny years, Pip’s
ruinous illusions lasted so long that they began to distort his soul. Not only was Mishathavi

not Pip’s patron, but neither was Magwitch’s money nor Estella a meaningful opgctwhich
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to build his hopes, dreams, and identity. For almost the entirety of the novel, Estatla’s
indifference to Pip plays an ironic part in the reason why he is so infatuglelden Gwen
Watkins discusses the hopelessness of Pip’s infatuation:
For [Pip] [Estella] is Circe, the Siren, the Lorelei, Rappacini'sdbaer, all myths
of alluring and unattainable love, so that it is a shock to the reader when Herbert,
who is not one of her victims, coolly reduces her to the level of an ordinary girl:
“She’s a Tartar . . . That girl's hard and haughty and capricious to the lasedegr
She would be as effectively lost to Pip if she married him as she is when she
marries Drummle, since her rejection of his love is as disastrously ngctssa
him as that love itself. (55)
Not only are Pip’s expectations based upon delusions about the origins of his money, but they
are also based upon love for a girl who is incapable of love. Pip’s expectations ang his ve
identity are destined for destruction, because they are based upon a world that ddst aot e
world in which Estella could return his love and Miss Havisham is his fairy godmutagkins
describes the pathos of Pip’s tragedy: “If what is loved is not lovable and cannat tetern, if
water will not cure a man'’s thirst, if Adam forever longs for a Parddieser lost, what is he to
do?” (57). Until Pip realizes the truth about the origins of his money, until Estetdanbsc
capable of love, and until Pip is able to form a more realistic identity, he is cedsiutter
failure.
Pip’s identity is so completely tied to Estella that he comes to the point alh@vst
every decision he makes stems from his obsession with her. When she tells hint tablouge

her, Pip exclaims:
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You are part of my existence, part of myself. You have been in every line | have
ever read since | first came here . . . You have been in every prospect | have ever
seen since . . . The stones of which the strongest London buildings are made, are
not more real, or more impossible to be displaced by your hands, than your
presence and influence have been to me, there and everywhere, and will be.
Estella, to the last hour of my life, you cannot choose but remain part of my
character, part of the little good in me, part of the evil. (272)

Pip knows that Estella is not good for him, due to her cruel scorn, her carelessenddf and

her general lack of humanity, but for most of the novel after he discovers she is nbtanea

him, he finds himself incapable of letting her go. It is only when Pip learmdinguish his

desperate infatuation that he is afforded the opportunity finally to possess whatshddras

desired. Pip’s impossible love for Estella is impossible until both he and Estellgecha

dramatically, and until Estella becomes capable of love and understanding. Thad/efithe

novel, however, in both versions, would seem in fact to support the idea that at last, Estella is

indeed transformed through suffering.

Encouraged by everyone from the unwitting Uncle Pumblechook and the Pockets, to the
actively or silently deceptive Jaggers, Miss Havisham, and Magwitch, é&Xpéctations are
conceived in illusion. Yet as with Dickens’ deception via Magwitch, the very world which
Dickens has created for Pip lends itself to fantasy. Paul Pickrel introducsthéheal qualities
of Great ExpectationsThe story is a fairy tale, with a terrible ogre, Magwitch, a wildly
eccentric fairy godmother, an exquisite princess, and a sudden magical natisici (96).

With the fantastic and bizarre elements introduced by Magwitch and his gold, Mist&ta

and her haunted house, Wemmick and his castle Great Expectationsontains many
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characteristics of fairy tales which intensify the fictional expegeof external factors that
contribute to Pip’s identity and illusions.
Pip’s identity is built on fairy tales because his life has actually beeryadha. Pickrel
explains that Pip is only so culpable for his false expectations and selfidacept
Pip is not entirely to be blamed in all this. His early life was fantdsiSacontacts
with creatures like Magwitch and Miss Havisham could only encourage the habit
of fantasy in him; and then in adolescence to have his wildest dreams realized, to
be suddenly transformed from a humble village apprentice to a young Londoner
with great expectations—what result could all this have except to make the boy
suppose that the world is indeed whatever his fancy would like it to be? How
could he avoid supposing that he was one singularly excused by the gods from
facing consequences? (227)
Until Magwitch returns, Pip does not have to face any consequences of his aateptsax
emotional anxiety. Before the return of the convict, Pip’s life is a Cindestelig.. Tzvetan
Todorov explains that fairy tales are the “stablest narrative form,” anohealve situations that
are currently static, but open to change. Change transpires, and the maitecharatdeal with
the crisis. Eventually, “equilibrium is . . . reestablished, but it is no longer that bégnening”
(163). Pip’s story fits beautifully with Todorov’s narrative form: it involvestatic situation that
changes with the arrival of Magwitch, the introduction to Estella and SatiseHaus the
acquiring of Magwitch’s money. Pip’s identity is defined not only by others’ opirobhan,
but also by the social narratives available to him. Pip begins to see hisdifainstale, even
until the time when Magwitch comes and shatters all his expectations, turning hys happ

Cinderella fairy story into the dark Misnar’s Pavilion fairy t&¢eat Expectationsddly
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enough is in many ways an anti-fairy tale. Harry Stone speaks of the stargarsy to
Magwitch’s holding Pip upside-down over the gravestone as “the inverted faitjaal
Dickens... tell[s]” (299). Pip’s saga is the story of a boy whose dreams callgjicome true
for a time, but at the end of his fantastic tale he loses the money, the identitye dhsitons of
a gentleman, and it is only possible, not certain, that he gains Estella in the end.

Pip’s expectations of becoming a well-educated, wealthy, and respecteningentl
parallel Dickens’ own, but unlike Dickens’ expectations, which seem to have beentetbfara
more by simple internal willpower than external encouragement (exggpgmegative
reinforcement of the blacking factory), Pip’s expectations are formed byeatel @lmost
exclusively on others. From those who innocently assume erroneous conclusions about the
source of Pip’s expectations to those who deliberately deceive him, to the ooe\ghbm he
sells his soul, giving up his internal values of kindness and humility for pride and good
appearances, Pip’s expectations are largely formed by and on account of otrerseBéc
Dickens’ unbiblical theological perspective, Pip’s identity is distorted byduiety, not his
personal sins. After striving desperately for years to forget andeebmpumble origins
through becoming a gentleman externally, Pip finally discovers that one neraveahoney,
class, or education to be a true gentleman. All one really needs is kindness anéthoughA
Pip’s identity rehabilitation is not Christian, as it does not involve personal sinsibdo@w
from Christian ideas of love and sacrifice, affirming the true worth of postival values.
Only after Pip’'s moral transformation can his quest to become a gentlemadfopemed on a

genuine, meaningful foundation, and his expectations become realistic.
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Chapter 4: The Nature and Effects of Pip’s Identity Distortion

The concept of what it meant to be a gentleman or gentlewoman in Victorian Brigain wa
a highly complex and socially nuanced one. For centuries in this remarkalshzofegious
world of dukes and dustmen, a person’s parentage had defined his station in life. The well-born
and titled were highly respected by society, whether or not they had any ntiacéed to their
family names. Several of these upper class citizens possessed the oppotbumisiey well, sit
in the houses of Parliament, and go nearly anywhere and do practically anythingtheg to.
In Dickens’Great Expectationghe question of what a true gentleman is strongly permeates the
entire story. In order to achieve his great expectations, Pip decides titignity must be
defined as that of a gentleman, the Victorian symbol of all that is civilizédaltivated. Yet for
both Pip and his society in general, the popular image of a gentleman was fundamentally
economic and social, translating into an idea of correctness and power imappeather than
personal qualities, and therefore it is not until he receives the power of tdagwnoney
(which he thinks comes from Miss Havisham) that Pip has any hope of realizingthéesrganly
expectations. After spending countless pounds and hours in becoming a quintesseatiahVic
gentleman, however, Pip is violently forced to confront the twisted moral starshatds
counterfeit socioeconomic identity that he has constructed for himselfjmgahat they are
based on false expectations of a life spent with Estella and living richly apgdihaver after”
without moral responsibility to the Divine, society, or anyone else.

The physical stability between economic comfort and abject poverty couldechang
quickly as a walk through the door of debtor’s prison in Victorian England. Enjoying tinétgec
of a supposedly stable family financial situation, Charles Dickens wasl rassa lower-middle

class boy until the appalling day when his father was hauled away to prisandrgditors.
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Suddenly, everything changed for Dickens. Robin Gilmour writes that the authavelied for
himself how thin and precarious was the partition that separated a lower-mat#idamnily

from the abyss of urban poverty in the early nineteenth century; and he knewdrownhi
experience how intensely that partition might be valued by those threatenedendtiop into

the abyss” (107). Dickens would go on to spend the rest of his life rigorously avoiding the
financial difficulties of his parents and fighting to maintain his gentlertetns with the
ominous threat of debtor’s prison looming above them, this obsession with retaining both the
status and security of the middle class was a struggle for many in the &fidwa. This battle
would translate int@reat Expectationst is the thinness of the partition between comfort and
poverty and the moral principles that separate the two with which Pig@ad Expectationare
S0 urgently concerned.

Like Pip, Charles Dickens experienced more than one significant changeainssaitis;
he went from being a Navy officer’s highly literate son to a desperateydumy to the most
celebrated author in England. A. N. Wilson quotes Walter Bagehot, stating thaken®ic
death, the novelist’s influence over the entire nation was unparalleled byhanyEaglishman
(336). Yet despite his widespread popularity, Dickens always struggled to ipécalcog the
elitist aristocracy, a conflict mirrored somewhat in the social agpisaof Dickens’ protagonist
Pip. Dickens’ father was born of illiterate servants, but his mother was the eiaafatNavy
pay officer. As a result of his father’s “marrying up,” Dickens’ sostatus was something
approaching middle class. Yet this established place in the social steaterifgingly
challenged in 1824 when Dickens’ father was sent to debtors’ prison and young Charles wa
forced to work in a blacking factory so as not to be a burden to his family. Suddeniyutize y

Dickens saw all his long-cherished hopes of becoming a well-educated gentlanish into the
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evil smoke of the factory. The great expectations and identity itself of the Bittkl{poy who

loved to read were severely and horrifyingly challenged. Of this time iffdi®lckens wrote to

his friend John Forster:
No words can express the secret agony of my soul as | . . . felt my earlyofiopes
growing up to be a learned and distinguished man, crushed in my breast. The deep
remembrance of the sense | had of being utterly neglected and hopelbss; of t
shame | felt in my position; of the misery it was to my young heart to belieye tha
day by day, what | had learned, and thought, and delighted in, and raised my
fancy and my emulation up by, was passing away from me, never to be brought
back any more; cannot be written. (Forster 22)

Dickens would never forget his terrifying brush with poverty, and to the end of hielife

relieved its torment. Forster reproduces a statement in which Dickenssis¢che permanent

distortion of his identity caused by the factory experience: “My whole @atas so penetrated

with the grief and humiliation of such considerations that, even now—famous and caressed and

happy—I often forget in my dreams that | have a dear wife and childrem-teael am a

man—and wander desolately back to that time of my life” (Forster 22). Althleisgservitude in

the factory lasted only three months, the young Dickens was not to know that he would be

released so soon from his torment. He was never to forget his hopeless feelinggpai@mitin

a seemingly futureless existence, and it is understandable that he spest tidnis life driven

by a powerful ambition to become “learned and distinguished,” a position far remomethft

of the blacking factory boy.

Like Dickens, Pip wants desperately to leave his blue-collar blacksmith jatoestl

become a learned and distinguished gentleman. Written in a semi-autobiogrdplacalreat
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Expectationgells Pip’s story, but at various times it also tells Dickens’, and as a Daskéins
made sure to re-read his more directly semi-autobiographical Daved Copperfieldbefore
writing Great Expectationgo avoid repeating himself. During his childhood in the blacking
factory, Dickens always held himself aloof from the other boys, because he cedsigam the
common sort of people who actually belonged in a blacking factory. In an autobiographica
fragment, Dickens wrote of his fellow workers: “Though perfectly famiigh them, my
conduct and manners were different enough to place a space between us. They, amd the me
always spoke of me as ‘the young gentleman’ (qtd. in Forster 28-29). Dickensipljle=®ms
to have desperately longed to be better than his early surroundings. Having lived thrbighout
life in the lower, middle, and upper class, however, Dickens himself came te thaliheing a
gentleman involved deeply held moral values, not just education, money, and reputation. Pip,
however, is forced with great difficulty to learn that great expectationsandy are not the
sum requirements for being a true gentleman.
In the strictly class-conscious Victorian England, despite the growmgfrithe middle
class, men like Dickens, who wanted to be more than they were, were mocked by tthe lande
aristocracy. Noted scholar G. K. Chesterton describes Dickens’ difficulties:
When people say that Dickens could not describe a gentleman, what they mean is
... that Dickens could not describe a gentleman as gentlemen feel a gentleman.
They mean that he could not take that atmosphere easily, accept it as thHe norma
atmosphere, or describe that world from the inside . . . Dickens did not describe
gentlemen in the way that gentlemen describe gentlemen . . . He descrbed the

... from the outside, as he described any other oddity or special trade. (125)
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Although Dickens might have wished to be a born gentleman, it seems that hisliyinima
middle-class birth may have been a great artistic asset. Critic Rdmoueidiscusses the
differences between Dickens and his greatest literary rival,anilMakepeace Thackeray, who
was of more genteel birth than Dickens, and therefore was able to describengarifrom the
inside.” But Dickens, it seems, had the distinct advantage over his competitor,en®ic
outsider status “gave him an insight into the Victorian pursuit of gentility, anadlgefrthe
gentleman in the structure of nineteenth-century society, which a born insidéhéikkeray
could never have” (107). Despite the talent and insider knowledge of his rival, Diskans
more widely read by the common man today than the more elitist Thackeray.

Dickens’ fixation with the idea of the gentleman was one common to his society in
general. Gilmour writes, “Dickens shared to the full in the Victorian amdaeal about the
relative claims of inherited and acquired status . . . Dickens was capablerthgdss qualities
as a self-made man as well as his claims as a gentleman’s son” (108). Altiwddige son of
landed aristocrats, Dickens was minimally able to assert status gaiaedit good birth. In the
new age of industrial tycoons and oil barons, however, wealth and status began to have less and
less to do with birth, and more and more to do with talent and hard work. If being a gentleman
was a matter of external wealth, education, and accomplishments, then Dickentadicitain
gentleman status. But Dickens was wiser than perhaps the average gentlemanealizete r
that a true gentle man was not so much rich or educated but kind and respectful to everyone.

One of the great difficulties in Pip’s search for identity in a Victodantext is the
guestion of what makes a true gentleman. The Era of Victoria saw a change in the
socioeconomic status of certain members of the populace. For hundreds of yestigetigeof

England had been more or less consigned to be who they were born to be. Dustmen begat
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dustmen, and dukes begat dukes. Yet with the tremendous technological and industrial
innovations that began occurring during the 1800s, some Englishmen obtained the opportunity to
alter their fate. As the poor English protagonist of the medievalXikmight's Taleso aptly
said, “A man can change his stars.” Although a dramatic reversal of fortumnasu¢illiam
Thatcher experienced in the film would have been wildly improbable in his own fotlrtee
century, by the Victorian era, such things, while not common, were at |egutysinore likely.
A. N. Wilson writes that the Victorian era “was the period of the most radasedformation
ever seen by the world. Before [the Victorians] major industrialization wraaed to a few
towns in Britain. After them the whole world was covered with railways actdrias; and the
unstoppable rise and spread of technology would continue into the age of Silicon Valley” (1).
With the coming of the Industrial Revolution, imperialism, and tremendous advanceéments
science and technology, common working men began to have access to economic advancement
Untitled, new money citizens were not viewed in the same way as old money, tgtedrats—
but during the Victorian Era a strong middle class composed of originally warlagg people
began to arise. Terry Eagleton writes, “The landed aristocracy increaseddrial strength and
social standing throughout the nineteenth century, but at the same time tlie majpdrtance of
agriculture and the wealth of the landed class in relation to other classesdsafidrarp decline”
(5-6). Working class men such as merchants and bankers who had made great foutdnes ¢
marry aristocratic women and have aristocratic children, particudmin such aristocratic
women came from respected and titled but poverty-stricken families.

The Victorian English gentleman was the social pinnacle of his society.dHedtin
states, “The leisured gentleman was the ideal at which the whole society; aima by which it

measured its happiness and ambitions” (55). Becoming a gentleman was the hopginfthean
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middle and lower classes of Victorian society. Gentlemen were universgtigated, and had
seemingly endless social, political, and economic opportunities. According talHasHi,
speaking of the concept of the English gentleman that was formed in the Vidoaid'the
gentleman had persuaded the world to believe that he was the final term of humaarévolut
(29). All of common society looked up to the gentleman and aspired to be like him, but only a
select few were able to obtain gentlemanly status.

In 1748, Philip Dormer Stanhope, Lord Chesterfield, wrote letters to his illeggison
on the distinguishing characteristics of a gentleman, that a centunhkatéictorians would still
use to define an aristocrat. According to Chesterfield, such a man had to be independentl
wealthy, generally deriving his income from owning land. His gentlemaniiwts included
poise, social acceptance, flattery of others, dress, manners, and conversation (58174080
106). In other words, one could not be a gentleman without acting, dressing, and thinking the
part. Chesterfield does make some mention of “introspection,” the treatment ehwiaenghing
inaudibly, and a few other things that could be an attempt to focus on internal rather th
external qualities, but Chesterfield’s main thrust throughout his writirghate good manners,
treat women well, and avoid conversation about one’s flaws solely in order to apfdaede
as a social norm, not as a moral virtue.

By contrast, published just a few years prioGt@at ExpectationsSamuel Smiles’
hugely populaSelf-helpexplicates the moral ideals identifying the Victorian gentleman. The
true gentleman, Smiles writes, is honest, hardworking (if necessary), and @ mtegrity. He
IS given to courage, generosity, and self-sacrifice. Smiles writes theg gentleman’s nature is
defined by his “moral worth,” and says that “the Psalmist briefly desdnib@sis one that

walketh uprightly, and worketh righteously, and speaketh the truth in his heart [Fsalm
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The ultimate tests of true gentility, however, are how much kindness and compassion the
gentleman displays to those subordinate to himself (360-80). Although Smilesiveleagood,

and his book was well-read (especially by the working and lower classes), untgtunany of

the more wealthy Victorians felt that it was both easier and more importantivate external
appearances than internal qualities, and as a result, while there were naaMiagoeians of

fine Christian character such as Charles Haddon Spurgeon and John Henry Cardinal,Newma
there were many more who went to church only because they were expectedtyycaaeso,

and otherwise lived self-centered lives.

Although Great Expectationss one of the only novels in which Dickens closely
examines the idea of the gentleman, another popular Victorian author, Anthony Tnothgpe
obsessively fascinated with the gentleman question throughout his writings. dh Drodlope’s
novels,Doctor Thornethe gentleman question is answered emphatically by the character of
Mary Thorne, who asks “What makes a gentleman? What makes a gentlewoman® téhat i
inner reality, the spiritualized quintessence of that privilege in the woilchwhen call rank . . .
? What gives, or can give, or should give it? And she answer[s] the question. Absolatggjntri
acknowledged, individual merit” (75). Pip himself, being “new money,” and lackingaupf
noble inherited past or others-centered upper-class social priorities, findf thesert of
gentleman that Chesterfield, but not Smiles or Trollope, would have approved of in many way
For much of the novel Pip sees the concept of a gentleman too simply; until the return of
Magwitch, he believes that a true gentleman is defined only by his outward tsappihg
possessions.

In addition to concerned fathers like Chesterfield, social critics likéeSpand novelists

like Dickens and Anthony Trollope, scholars like John Henry Cardinal Newman also hiad muc
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to say on the subject of the gentleman. InThisldea of the UniversityNewman discusses the
goal of education. He writes that education should not just involve pouring useful facts into
people, but that education should rather equip them to live life better. The man who lives life
well, the true gentleman, according to Newman, is “one who never inflicts pta is
compassionate, patient, self-controlled, and wise, and cares more about hiaractec than
his material affluence (1041). Dickens, it seems, would have appreciatedulesir
characteristics inherent in this ideal, because in the end it is this sort diah&mpt realizes he
needs to become in order to be a true gentleman.

Pip comes to understand this truth, but he learns it the hard way; while it is a good thing
to wish to become a better person, become better educated, and have more influence/on societ
Pip goes further than this. He wants to be rich as only the poor man can, and hisohisiezey
admirably larger than many of his contemporaries, but his motivations for wamtiegame a
gentleman are fundamentally selfish, focused on escaping Estella’s coatediyts. Joe’s
emotional abuse of him, and as long as he attempts to become a gentleman tw plgasss
someone else, he will never achieve his goal.

As a result of Estella’s painful scorn, in a desperate desire to impregshbegins to
see the world through her eyes and values things from an external perspecti/epbase
whether or not Estella (representative of the upper class of England) waligdith in them.

After his first visit to Satis House, he realizes that Estella would probabipink well of Joe,

the person who loves him most in the world: “l thought . . . how common Estella would consider
Joe, a mere blacksmith: how thick his boots, and how coarse his hands. | thought how Joe and
my sister were then sitting in the kitchen, and how | had come up to bed from the kitchen, a

how Miss Havisham and Estella never sat in a kitchen, but were far above the weH of
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common doings” (60). It is little wonder that when Pip suddenly obtains a fortune duaitya
turns his back on Joe, as one unfit to fraternize with the gentleman Pip thinks he has become.
Thus, the essence of Pip’s identity begins to be inextricably woven into his obsegision w
Estella.

Pip fails to perceive true worth accurately in people and situations on ateohbasis.
When he has been recently installed as a gentleman in London, and Joe makes the triptup to visi
him, Pip is unhappy. He says, “Not with pleasure, though | was bound to him by so reany tie
no; with considerable disturbance, some mortification, and a keen sense of incorfgraawld
have kept him away by paying money, | certainly would have paid money” (169). Pipnseasha
of Joe, for Joe is “not a gentleman,” defined by Pip as one who is uneducated, ill-mannered, and
poor. Pip’s motivation doubtless stems from the fact that he has so lately renouncea his ow
humble origins, and does not wish in any way to be reminded of them. Pip’s utter rejeti®n of
past, however, leads him to become a sort of faux gentleman, as he becomes aconsh@med t
external looks, manners, education, and money of a gentleman, but does not work at all on
making his character truly gentle. Instead, Pip values the empty wealth of yipeambe like
the Havishams and the Finches of the Grove. Throughout Pip’s rise as a gentlteman, a
Magwitch’s responsibility in that effort, Dickens is clearly makingadeshent about the nature
of a true gentleman; as Pip learns to his chagrin, a real gentleman is ndtmisesa externally,
but instead is a person like Joe who treats others with kindness and respect desprd&dieing
advantage of by them.

Men like Joe, Herbert, and even Magwitch are contrasted with Pip as exahplee
gentility. After Pip has consistently snubbed Joe, Joe returns to London as Beatidy ill. Joe

patiently nurses Pip back to health and pays off his frivolous debts. Herbert, born maenide
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nonetheless extremely poor. Yet he always has a cheerful attitude mgdasdiortunes or lack
thereof, and works hard to get ahead in the world, not expecting things to be handed to him.
Even Magwitch, a criminal and a social outcast, draws blame away from Pip foothand file
theft, then years later bequeaths great sums of money and educational opotpaitiaim.

Both Pip and Magwitch fail to realize that while one does not have to be of noble birth to be a
true gentleman, regardless of money, education, and respectability, one mustlgljsrdaess
kindness and humility, or utterly fail in being a gentleman. Yet despite ht®nusptions of

what it means to be a real gentleman, Magwitch actually manages to accomsghsdryt feat. It

is only when Pip comes to appreciate the love that despised, felonious Magwitch has hrad for hi
for years, watches the uneducated, poor, and lowly blacksmith Joe pay off hisndeftsse

him through his long iliness, and manages to forgive the finally repentant and ruined Miss
Havisham that he fully understands that a true gentleman is one regafdiesssocial status or
bank account. When Pip finally realizes the irony that sometimes a criminbéaaore of a
gentleman than he himself can be, and that the qualities of a true gentlemaneargennal

than external, it is then that his moral education reaches its climax, andriadlysafble to truly
begin to find his identity.

Because his identity as a gentleman is based upon flawed assumptions, Msbaasi
not his fairy godmother, and Estella is not his fairytale princess, Pip&ctations must of
necessity end in failure. To Magwitch, the origin of his expectations, and to Pip, thepotyc
boy, becoming a gentleman requires only money, manners, connections, and educatiaifi, Aft
the black-hearted villain Compeyson was viewed as a “gentleman” by thetaiuried him
and Magwitch, and all he had to support this claim were manners, bearing, educatamn, and

accident of birth. When Magwitch finally explodes back into Pip’s life, the old convict is
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delighted to discover the material aspects of Pip’s gentlemanly statusalkiearound Pip’s

rooms remarking first upon his pocket watch, “a gold ‘un and a beauty; that’s a gerifein
hope! Look at [the] linen; fine and beautiful! Look at [the] clothes; better aifetgot! And

[the] books too . . . mounting up, on their shelves, by hundreds!” (241) Like Magwitch and the
vast majority of Victorian society, Pip has come to believe that a gentlerdafined by his

social, rather than moral attributes. As long as he only understands windeage is on a
surface level, Pip can never be truly gentle.

Pip is not the only character in the novel who is challenged and molded by distorted
moral and socioeconomic standards, however, and his pursuit of the ideal of nineteemgh-cent
gentility is sharply contrasted with and formed in relation to the secret daofjctenvicts who
is ironically raised as an aristocrat, Miss Estella Havisham. Comptegparadoxical, Estella is
the beautiful but severely emotionally damaged adopted daughter of the eccésgric M
Havisham. Estella and Pip meet when she is about fourteen years old, and her sdgtiltity i
being formed. Pip and Estella have a great deal in common, despite their véstindif
socioeconomic upbringings and social expectations. Harry Stone remarksdhghout the
book, Pip “is contrasted with Estella, who has been distorted by the same agéndietswst
him” (“Fire, Hand, and Gate” 668). Ideas of gentility and social status, enadliyy or physically
abusive mother figures, and self-delusion all play significant roles in thetehigtof Pip and
Estella’s identities.

Like Pip whose upper-class life is made possible by a member of the crataiss|
Estella is surrounded by similar irony. Stone notes that Estella, far from thei lovely fairy
tale princess that Pip believes her to be, is actually the daughter of thasMwagpvitch and

Molly (677). Although Estella was born into the lowest class imaginable, hexéateatterly
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changed when the lonely Miss Havisham adopted her. But Miss Havisham’s famecs dut to

be so detrimental that Estella might well have been better off if she had s&ehara orphan in

a workhouse. Stone explains:
Estella possesses only the externals of ladyhood; in reality she is adlight
creature who mirrors Pip's own blight. Estella is a "lady" in the same isenise
that Pip is a "gentleman"—both have been "made"; both have been fashioned
impiously as instruments of revenge; both unknowingly stem (one by birth, the
other by adoption) from the déclassé Magwitch; both are further distortée by t
witchlike Miss Havisham. (677)

Estella and Pip both hold to radically distorted views of gentility, as each of thamedmmsaised

or encouraged to be genteel in outward appearance only. Although one is the daughter of a

brewer and the other a daughter of convicts, Miss Havisham and her ward Estglla en;

significant social status as a result of an external quality, theirisamifvealth.

Although both Pip and Estella are responsible for making their own ill-advised moral
choices, both young people are largely products of harsh and vengeful mother figuedsy, th
making the attaining of true gentility extraordinarily difficult for both.dllats mother figure,
Miss Havisham, having been jilted on her wedding day, has become shockingly selfisheand bitt
in response to her pain. Having no friends or relatives able or willing to meehbtomal
needs, Miss Havisham allows her soul to become twisted and scarred, tryingwaioly time,
to live in the dead and lonely past, and to seclude herself rather than fageorestémpt to
meet others’ needs. Pip speaks of how Estella grew up, “her baby intelligencesivingats
first distortions from Miss Havisham’s wasting hands” (235). As a resu#ts Mavisham’s

“daughter” Estella is raised to deny and suppress her emotional needs ofraxecapthmercy,
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corrupting those internal needs into external scorn and cruelty. Mrs. Joe makiesnpdsatio
meet Pip’s emotional needs whatsoever, and is constantly complaining that gbad&sa
great deal of trouble in “raising” him. Raised by women with badly twisted rmachémotional
priorities, Pip and Estella find themselves morally deformed from the venyreg.

Raised by the twisted Miss Havisham to wreak revenge upon the entire malstsix, E
never really had the opportunity to develop healthy emotions or values, because frart tfe st
her life, Miss Havisham taught her to develop a cruel and unsympathetic psysbe. Mi
Havisham, haughtily ignoring basic internal values of respect and compassiorsatiaér
interactions with Joe, Pumblechook, the Pockets, and others, teaches Estella to devityan i
based on pride and indifference. Apparently, Miss Havisham did mean well when stk star
raising the little girl: she tells Pip, “When [Estella] first catoene, | meant to save her from
misery like my own. At first | meant no more . . . But as she grew, and promisedéeoybe
beautiful, | gradually did worse, and with my praises, and with my jewels, ahanyit
teachings, and with this figure of myself always before her . . . | stoleclagr away and put ice
in its place” (298). Out of an initial desire to protect the young orphan girl, butates
manipulating a unique opportunity, Miss Havisham, like Dr. Frankenstein, createsraekbf
creature that was never given the opportunity to be fully human in order to attartijat a f
vengeance upon the male sex. Similarly, the despised and lower-class Mageftgiisato
transform Pip into a high society gentleman as another variety of so@abe Both Miss
Havisham and Magwitch, like the majority of Victorian society, perpethateistorted moral
and socioeconomic principles that first warped them to begin with by encouragiagvaiser

than themselves to value wealth and social status above kindness and decency.
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Eventually, both Pip and Miss Havisham are faced with the horrific consequences of
denying internal values when Miss Havisham asks for Estella’s lovateEstmarks with
chilling indifference that she is incapable of love, explaining to Miss Hawistihyou ask me
to give you what you never gave me, my gratitude and duty cannot do impossil{ge). In
contrast to Estella, Pip is taught at first to have external social g#otiitrough want; while
Estella’s shallow priorities are centered on her silks and jewels, Pipissv@defore he possesses
the money from Magwitch) are formed in reaction to his lack of money and educationthmit
end, the effects are the same: both the “made” gentleman and gentlewontamdre fhave
badly twisted socioeconomic principles.

As a result of Miss Havisham’s emotional abuse, Estella’s moral and stenaty is
formed without normal emotions, her soul extinguished, and all that is left to aid her in
constructing her self-concept are external identity-substitutes sueWwels pnd money. Miss
Havisham’s eccentric lifestyle of vengeance is a luxury that onlyeherich could afford: were
she a working-class woman forced to value mere survival above emotional Batisfdess
Havisham would have probably been propelled back into honest labor after being jilted, and
might never have ended up a self-destructive recluse. Pip’s social and emdegatig}, like
Estella’s, is badly distorted, but Pip at least possesses enough of a moral touthddthe balks
at cruelty and tries to treat others well, for the most part. In this way, Pgrésaha gentleman
than Estella is a gentlewoman, for Pip at least occasionally demonsteatksite to be kind,
noble, or generous, whereas Estella does not, except in the matter of Pip and BentijeDrum
Pip’s identity, like Estella’s, however, is twisted by having money andtgicial position in the

upper classes. As a result of Estella’s scorn upon his first visit to SatseHPip is made to feel
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the shame of his lower-class status. Morris explains that to counter this siamegdgmes his
life as an upper class fairy tale:
In [Pip] . . . there is an awakening of desire for all that is perceived as uncommon:
for the glamour, refinement, and exclusivity of Estella as a carefullytrooted
image of desire . . . Pip as character is seduced by a fairy tale of wealth . . .
indicated in the images he is represented as inventing . . . Coaches, golden dishes,
enormous dogs, flags, and swords are props from a spectacle of fairy tale pomp.
(112)
Subsequent to his introduction to Satis House, Pip knows that he is poor, that being poor is
shameful, and that the rich, known by their material status symbols, are not ashameed of t
socioeconomic state.
Because of this physical observation of the visible differences betveteand poor,
Pip’s ideal upper class gentleman is external and insincere. Handed largef soomey and
instructed to go to London and “become a gentleman” through means of education and wealth,
Pip is at a loss to even begin to understand the nature of a true gentleman. Giloussedithe
fact that due to his low birth, unlike the other Dickens heroes David Copperfield and Oliver
Twist, “Pip is always and only the blacksmith’s boy, his struggle is to acalrerrthan to
recover gentility, and he is not allowed to forget or ever truly escapehitornde beginnings”
(116). Like Dickens himself, who was born into the middle class but achieved essgicial
status, Pip begins in humble origins but arrives at great social succedse Biuietnal price that
Pip pays for his external gentlemanly status is far higher than heeudrhave imagined.
Unfortunately, aside from going into debt obtaining the proper clothes, jewemitufer,

friends, and education, Pip has no idea what gentility truly is, and Dickens constructs a
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fascinating analysis of the idea of the Victorian gentleman through Pigisstned journey to
refinement.

While the internal qualities of a true gentleman were genuinely far img@artant than
the external ones, both kinds of characteristics were essential to the ninetagntl British
conception of a gentleman. Pip’s idea of a gentleman is uniquely Victorian, inhighsituiated
firmly in the era’s social expectations, but it is also born out of the simple dedie better than
he already is and to be the kind of gentleman that Estella would marry. DaipfeEp®that
after Pip is made aware of his “coarseness” and “poverty” by Estelladnéd ideals change,
and later “his patronage of Joe and insensitivity toward Biddy are elplicked to the image
of Estella in his mind” (130). In order to be socially good enough for the coldly ragiarRip
knows that he will have to become a gentleman externally. Because Estellidsevolves
around external signs of gentility, and because she had never had an examgiéiofteue
nobility, the only sort of gentleman she cared about was one who was equal to her in social
status, regardless of his “moral worth.”

While still a small boy in the village on the moors, Pip is generally hondst a
hardworking, happy in his destiny of becoming a blacksmith and possessing positae mor
standards. Even at a young age, Pip exhibits the desire to better himself, andihas seem
to be healthy and noble. While teaching Joe to read one night, Pip tells Joe that he ‘shoold li
be” a scholar (39). From Joe, Pip learns to value friendship, loyalty, and honestyisHe fee
extremely guilty for stealing food and a file for Magwitch, then not telliog afterwards. After
his first visit to Satis House, Pip is dismayed by the Havishams’ condesgendernal
standards which clash so violently with Joe’s. His ideas about his own unimportance and

uncertain status and his plans for the future are irreparably altered friopoititzonwards. As
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he is about to become Joe’s apprentice, he remarks, “I had believed in the forgg@sitige
road to manhood and independence. Within a single year, all this was changed. Nowllit was
coarse and common, and | would not have had Miss Havisham and Estella see it on any account
(86). Pip’s valuation of honest labor and his happy anticipation of a steady, workiagetlas
completely fade when he comes into contact with the superior and aristbtaaisham ladies.
Suddenly, his identity is sharply realized as lower class rather thanal@ggrand coarse and
common instead of cultured and refined. His previously anticipated blacksmith jobdseaom
reminder of everything about him that is lowly and unrefined. With this devastaghgation

of commonness comes Pip’s intense desire to cross the class partition and bewoat cul
refined, and upper class, or in other words a gentleman worthy of upper-clags astethe

hand of the cold but beautiful Estella.

Although there were some, like Samuel Smiles, who insisted that gentlemsnlines
involved qualities like courage and kindness, many in the Victorian era knew thatjuéuliky
character might make them decent individuals, it would probably not bring them good social or
economic opportunities, so many chose to be gentlemen and women as defineddly a lar
exterior value scale. Pip’s human and reasonable desire to get ahead umlifpiedy Victorian
and appearances-oriented, but at its core, it largely springs out of theicotesine to be good
enough for the proud lady Estella. Dabney makes the connection between sowgfity, and
Estella:

Moral corruption spreads in two ways@teat Expectationdy overt act—
dramatically direct influence—and by seepage from a generally corruptysocie

The direct line of infection runs from Compeyson, through Miss Havisham and
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Magwitch, through Estella, to Pip, who is rotted by his expectations. The

expectations are at the centre of the novel, and they are centred on Estella. (128)
Pip’s identity is focused on his society’s class expectations, and thoszadiqme originate in a
person who cannot possibly fulfill them.

As Pip comes to focus on outward appearances more than inward qualities, he inexorably

begins to lose his soul or identity while it is yet forming, as he comes to thieoparisis in
which he meets Estella at the young age of thirteen. Pip comes to despiseipaion as a
blacksmith, and is discontent with his “coarse hands and . . . common boot$'e(53¢,
external reminders of his life as a poor commoner. Pip detests his lifeehdsfr(for they are
common), his occupation, and those interior and exterior qualities in himself whiclchwegr
to be “coarse and common.” As the objects and ideas Pip values become more and more
distorted, especially after he begins to receive money from MagwitchtaPip ® lose his
understanding of what truly matters in life. Pam Morris relates that nptorPip’s closest
relationships become distorted as a result of his expectations, but also thay ldemy is
lost. “The materialization of that fairytale ‘golden image’ of wealth epresents a second
loss—or forging—of self. Pip is shown to mark his changed expectations by a nygtasigiof
self-image” (113). Because his priorities are based on the dreanetéasid the society around
him, and because these values are largely external, Pip’s standards begiblyn® shift and
change. Whereas prior to meeting Estella, Pip valued Joe for his kindness and lovgetfer fo
its proximity to Joe, and his home for the presence of Joe, post Estella, Pip beginswalespi
of these things as he comes to see them through the eyes of the haughty anchelrabsw

Morris states that Pip’s furniture, accessories, servant, and club memlarspresent his
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transformation into gentleman as merely a matter of buying the appropylatefdisplay”
(114). Pip comes to literally wear his values on his sleeves.

Although Pip’s values come in large part to mirror Estella’s, Pip is set aphis uilty
conscience and his lack of accurate self-assessment. An importanndéfeetween the two
young people is that Estella, while far less compassionate than Pip, doss @tdéaa highly
accurate self-evaluation. Barbara Hardy notes that Estella, agsatbllee other Dickens women,
“see themselves for what they are, and do not like what they see” (59). Estelis that her
moral standards are distorted, but while she does not see fit to remedy thishesilees
nonetheless attempt to be honest with Pip about it. During a stroll in the negkected gt Satis
House one day, Estella informs Pip, “You must know . . . that | have no heart” (183). Although
Pip refuses to believe this disclosure, Estella does her best to convince him ohtbéheart
dehumanized soul. Throughout the novel, Pip is unable or unwilling to see his own actions and
motivations clearly or objectively, however, and it is this ambiguity whichyeapples him in
time of crisis. Pip’s illusions are a microcosm of the larger belief<ctiatcterized certain
members of Victorian society who thought that they were morally superior bothetonattions
and their own poorest citizens, and were unable to see their hypocrisy.

Pip, in contrast to Estella, feels genuine shame and regret regardingdesaail
misdeeds, indicating the presence of a painful conflict between pride andtyuniis soul.

For Estella, however, because her ethical principles and human nature have beadfglydre
warped by Miss Havisham, the girl feels little or no real guilt, shamepwrse for anything
that she does. Having been raised with the presence of at least one genuinelydimongn his
life, Pip is far better able to feel the difference between love and haticednbke Estella, Pip

every once in a while experiences a twinge of conscience as he watdassgbikis soul burn to
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ashes. When Joe awkwardly gives Pip’s indenture papers to the boy rather than to Miss
Havisham, Pip says, “I am afraid | was ashamed of the dear good fellemewthat | was
ashamed of him—when | saw that Estella stood at the back of Miss Havisham'swctahat
her eyes laughed mischievously” (82). Narrating in retrospect, Pip the gnaw realizes that
his being ashamed of Joe was an act of disloyalty, and was so only because he tellasd Es
good opinion more than he valued Joe’s. Later, Pip states, “It is a most miserapte feel
ashamed of home. There may be black ingratitude in the thing, and the punishment may be
retributive and well-deserved; but that it is a miserable thing, | canytg&). Looking back,
Pip realizes that he displayed ingratitude in his discontent with his home and-Heumdse

held to that ingratitude nonetheless. Pip explains to the reader that althoughaniginally
looked forward to being a blacksmith prior to meeting Estella, his happy hopes aohgrfoey
trade are dashed upon meeting the icy Estella, who is socially far above anltlsisksoy (86).
Thus, Pip’s contentment with his friends, home, and trade is relentlessly diminished, and
although Pip feels guilty for his pride and ingratitude, he continues to displaystmoge
qualities.

Pip’s greatest acts of perfidy, however, are in relation to his truestfrloe. When Joe
comes to see Pip in London, Pip makes no effort to make Joe feel welcome or wanted (172). Due
to Joe’s lower-class upbringing, Pip no longer wants to be associated with an indivad uned
deems so beneath him. Upon his next visit to Miss Havisham, instead of staying wRipJoe
rationalizes himself out of such an awkward situation, and stays at the Blué¢HBdalls
himself that Joe is not expecting him and that he would be imposing upon his brothetan-law
come and stay with him. Knowing that this small act is one of betrayal, however, deddulir

with guilt, Pip sends Joe “a penitential codfish and a barrel of oysters . .e@aation for
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having not gone myself” (189). At this point, Pip has learned to substitute exteamail
values for internal personal ones. Pip’s values have come to be inverted asd hesult
selfishness, self-delusions, social environment, pride, and obsession with Estella.

Although Pip is certainly at fault for snubbing Joe and Biddy and giving himsglioaie
strong and shocking reason for Pip’s withdrawal from his friends does createia hasfavor.
Having worked so hard to become a socially acceptable gentleman, Pip naktiesligvgay
from all reminders of his early involvement with the lower classes, eigdugmexperiences
with convicts, the ultimate lowest class of society. Morris statesiestt Expectationsnot
only unmasks the interconnection of money, crime, and power hiding beneath glamorous
spectacle, but also it stages a scandalous return of the repressed aralizeidpoor” (108).
Joe is a study in unfortunate collateral damage—because he reminds Pip of thehmokas
tried so desperately to eradicate and forget, and is so ill at ease in Londorgdcoms, Pip
comes to see Joe as someone who is both socially unacceptable as a friend, anditlypleasa
reminiscent of his lower-class past.

Though Pip tries desperately to escape from the humiliations of his old life, therane t
that relentlessly haunts him is the unmistakable violence of his early ydentitation. Having
experienced violence through his abusive sister and her friends, his early cahtdtagwitch,
and his later contact with other convicts, Pip is unable to shake the shame of thendlmusk a
from having aided an escaped convict, eventually discovering that his atisthigstyle holds
an unbreakable connection with the lower classes and even the underworld itsaliav
society was just barely removed from the rampant and savage violence ohtkergig century.
The Victorians were just starting to pull away from the “shocking brytatithe criminal code”

(Gilmour 128), and it is for this reason that DickensGretat Expectations the earlier part of
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the nineteenth century, although he actually wrote the story in 1861. Gilmounsexplai

significance of the novel’s historical setting:
By evoking the earlier period so deliberately, and in particular by reminding his
readers of the brutal way in which a primitive society treated its crispina
Dickens is able to show the complex origins of the Victorian preoccupation with
refinement and gentility—how the desire to become a gentleman was not just a
snobbish aspiration out of one’s class, but was also a desire to be a gentle man, to
have a more civilized and decent life than a violent society allowed for most of its
members. (129)

The Victorian idea of the gentleman was in part a reaction against an old worlgioatrd

shocking violence. In a world of exhibitionist public hangings, humiliating pikorie

overcrowded prisons, and extremely harsh punishments for minor offences, manyopéuople

Victorian lower classes longed, like Eliza Doolittle of a slightly latae, for a “loverly” life in

which bare survival was not their highest concern, and their basic needs weydgaiagnmet.

For Pip, survival had been a part of his life for as long as he could remember. Gilrtesitista

“Mrs. Joe’s system of bringing up by hand is sanctioned by a primitive ruratygoand it is

harsh, unjust, brutalizing and morally diminishing” (130). Throughout his childhood, Pip is

physically and verbally abused by Mrs. Joe. Her friend Mr. Hubble, who unlike Didkess

apparently believe in original sin, calls Pip “naturally wicious” (26), an@gxior Joe, the other

adults in Pip’s life generally treat him as little better than an aningkven “consider[s]

himself a young monster” (58) after he lies to Joe about the visit to Miss Hangshause.

Upon meeting Magwitch and stealing food from Mr. and Mrs. Joe, Pip himself becomes a

perpetrator of the violence of the lower class.
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Violence was inextricably linked to moral standards in the Victorian Ergwiieh
illustrates the plight of the poor with terrifying clarity; at this timeany turned to thievery or
prostitution simply to get enough food to eat. Morris states, “Magwitch is inteadegresent
the scapegoat poor of prosperous Mid-Victorian England, criminalized and punisheel darlt
of poverty” (117). Although poverty led many of that era to commit crimes, povegy wa
certainly not always avoidable for any industrious person, and therefore mangate
responsible for their poverty. A. N. Wilson explains that the Victorian “middissdiberals,
with their sanitation acts, education acts, board schools and churches, throughoutekathinet
century and beyond, wanted not merely to improve conditions for the poor but to improve the
poor . . . Dickens always knew that this was a misguided, not to say odious, ambition (335). The
idea of progress was so utterly vital in the period, partly because theidfistbadly wanted to
leave their violent past involving the inhumane treatment of criminals behind. Mdhy w
meaning Evangelicals of the time and others perpetrated great judgmadenppression on the
poor and the criminal, patronizing them by viewing poverty as a disease anddryieat it.
Although crime was certainly an undesirable social problem, many religrmigovernment
officials tried to solve it using unethical religious, emotional, physical fenancial
manipulation.

As poverty and violence shape Pip’s self-definition, his experience is far moresahive
than merely personal: Gilmour notes, “His predicament is representative@ébctass in the
act of emergence; specifically, of the Victorian middle class in iexgamce from primitive
origins. He needs civilization because he is so acutely aware (as the miblemge Herbert
cannot be) of its opposite, and consequently he overvalues it” (137-38). Pip’s dilensnaddis a

as class distinctions themselves, and his eagerness to escape from the parte civilized is
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a macrocosmic example of “keeping up with the Joneses.” For moderakegnafimericans
today mere survival is not a vital concern; therefore, having a nicer housepdaiply or
vacation has become the equivalent social standard for the Victorian socioecontiange
desire.

Pip’s illusory world of external socioeconomic expectations comes crashiegtyol
down on his head when he learns that Magwitch is his mysterious benefactor. When Magwitc
reveals the truth, Pip says, “All the truth of my position came flashing on mesand it
disappointments, dangers, disgraces, consequences of all kinds, rushed in in sucudse riinatit
| was borne down by them and had to struggle for every breath | drew” (240). Not oy is Pi
devastated to learn that Miss Havisham is not his benefactor, and that thesdiarerfot been
groomed and dandified for Estella’s sake, but also, he is horrified to discovet thetadiempts
to escape the dark violence of his past are for naught, and that it is that vergevitdelf that
has made his rise in social status possible. Because Pip’s great expeatatigasy identity
itself are constructed upon an external foundation, his expectations aresittatgred by
Magwitch’s revelation. Stone writes that “Pip must take responsibility ocdrruption. Yet the
moment of corruption is imposed upon him” (“Fire, Hand, and Gate” 676). Although Pip’s
exposure to Satis House and Magwitch’s money do result in Pip’s corruption, Piplgertai
possessed some opportunities to resist the creeping decay of his soul. When Pipa®ioes f
face with Magwitch towards the end of the novel, Pip is suddenly forced to ribaizas very
soul, his entire identity, is based on a lie. All his hopes and dreams for the future atehyedi
appear to be distorted and unattainable, and Pip is left to wonder who he really is, tuigtt he

values in life, and how on earth he can live in poverty after having lived as a gentiara
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world where a gentleman is defined by either his parentage, or his money, or both. Pip
snobbishly decides that Magwitch’s money is “tainted” and that he, Pip, can no long#riacce

One ironic aspect of Pip’s disillusion, however, is the fact that even had he known all
along that Miss Havisham was not his benefactor and even if he had loved Biddy, nat Estell
might well have ended up becoming the same kind of gentleman that he did in fact turn into.
Dabney notes, “Pip dreams of marrying a beautiful lady whom he loves to distraictl living
happily ever after on an unearned income. This is a standard dream . . . it is thedachieve
ambition of a majority of all the heroes of all the novels written in the eighteeit nineteenth
century” (136-37). Pip is the consummate class-conscious Victorian gentlanthhe values
the same external things that his society values, neglecting the impaife&am@muel Smiles’
internal qualities of nobility. Here Dickens’ brilliance is displayed extglisiin making Pip like
S0 many other eighteenth- and nineteenth-century novel heroes but allowing @ap's do be
smashed and severely disrupting his fairytale ending, Dickens createsctahidat is much
more realistic than other heroes such as Mr. Darcy, Wilfred of lvanhoe, de€barnay.
Because Pip never really encountered any true gentlemen in his lifehatheloe and Herbert—
and both of these men were poor and struggling to survive—Pip did not readily have access to a
model of true gentleness. Lacking this sort of guide, Pip had only society ahdlitav external
standards and his obsession with Estella to guide him. Joe was far too coarse in his, manne
birth, and upbringing, and Herbert was far too poor and hardworking to present to Pip viable
models of generous, sophisticated gentlemen. As a result, Pip’s story takes atherbéiter
when his deeply flawed ideas of a gentleman are completely destroyed.

The devastation of Pip’s illusions is in some ways similar to Estellsitudionment.

Raised without authentic love or empathy, Estella’s identity never included nmadrreks or
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compassion. However, Dabney says that “Dickens constructs . . . a purgatory far Estél)

in her abusive marriage to Bently Drummle, and through this torment Estellg fiealizes, like
Pip, that she has been proud and selfish, basing her identity upon meaningless eateenals
than internal priorities.

When Pip and Estella are confronted by great suffering and the destructiom of thei
illusory values, only then is the opportunity for any kind of redemption possible in thesr li
Faced with the reality of their value distortions, each is challenged tomehis or her identity
in correlation with kindness and humility. For Pip, being expected to show gratitude and
friendship towards Magwitch becomes the turning point in his shallow existence. Afte
attempting to help Magwitch escape the country, Pip finally comes to eapatith the
convict, and he tells the reader that “in the hunted wounded shackled creature . . naas] a
who had meant to be my benefactor, and who had felt affectionately, gratefulgeraarusly,
towards me with great constancy through a series of years. | only $am 8 much better man
than | had been to Joe” (332). Only once Pip finally comes to terms with his selfis#f love
money and prestige at the expense of his humanity is he able to show gréablnydbve to
Magwitch, humble himself before Joe and Biddy, and obtain a sort of works-basediabsolut
from his guilt. For Estella, the turning point takes place outside of the story, ssteherized
and abused by Drummle. She tells Pip that “suffering has been stronger tharnr alaathieg”
(358), and has clearly been changed for the good as a result. Once the ident#ielaohid
Pip are thus brought to crisis, the two are then afforded the capacity for nedptiieir souls,
and re-forming their identities into that which is more humble and compassionate.

Throughout the trials and frustrations that Charles Dickens experiencedjinekisto

become a Victorian gentleman, the author came to believe deeply in thdatgexddssdding an
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accurate perception of one’s life priorities. Like many Victorian socretynbers, Pip’s moral

and socioeconomic values have an external, social, romantic, and monetary slant, aadhis ide
the nature of a true gentleman is deeply flawed. When Pip’s expectations artknéty are
shattered by the appearance of Magwitch and his inescapable relationship tewelanthe

end of the story, Pip is prompted to come to terms with the hollow and false identity that he ha
constructed for himself, based upon flawed premises of what was truly valuéfdelt is only
when Pip’s gentleman identity is inadvertently destroyed by Magwitch, rspahat Pip is able

to begin to understand his need for the internal values that define a true gentlasiks Esul,
scarred as it was being formed, is similarly undone by her abusive husbandBantinle

outside the pages of the book, and it is only after this suffering that she, too, iscaff@erde

opportunity to construct a new identity for herself based upon qualities of true nobility
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Chapter 5: Identity Transformed

Great Expectationg a story about identity, specifically the identity of the protagonist
Pip and the origin, distortion, and transformation of his identity and the resultiriggateon of
the relationship between himself and the world around Gireat Expectationbegins with
Pip’s announcement in the second sentence of the novel, “I called myself Pip, and came to b
called Pip,” and several lines later that “my first most vivid and broad isipresf the identity
of things” (9) was formed during the story’s opening incident with Magwitch in eneegard on
Christmas Eve. Pip’s name, emphasizing the concept of growth, is extraoydittard. Unique
names often characterize their possessors in literature: Peter Raxgrfgle, another orphan
boy, has a name appropriately reminiscent of the Greek god Pan, a god oandtoyenphs. As
an abused orphan, Pip is not only completely lacking in a positive bestowed identity, but he is
also so undefined that he actually names himself. Consequently, Pip’s journey tg fiisdiue
character involves great struggle and conflict and contains many misstepdes.f
Throughout the course of Dickens’ nowegltransformation, Pip must learn to claim his identity
through recognizing the difference between morally-induced guilt andlgen@duced shame,
and coming to accept the loss of his illusions and the love or forgiveness of those whom he has
wronged and been wronged by, regardless of whether his redemption ends up beingialore soc
or moral in nature.

Despite his belief in moral virtue, Dickens substitutes the more religious caricapt
for the more secular idea of crime in his nov€lstic Dorothy Van Ghent theorizes that “the
Dickens world requires an act of redemption” (166). However, this redemption does net invol
the Christian idea of original sin. In Dickens’ literary paradigm, Van Gheaaies, individuals

and society itself are in need of social redemption: all of society should cotsetirvith
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helping the poor, proactively discouraging crime, and giving to the needy. Althquighifie
apparently does not involve original sin, he nonetheless possesses an incredibly guil
conscience. Van Ghent goes on to state that Pip’s perpetual sense of guilt isitamaghef a
collective social and metaphorical “sins of the fathers” (166-67), and in sominiwdiys with
Dickens’ views of evil originating in society rather than individuals. Howeves vidgue
hypothesis fails to take into account any specific wrongdoings that Pip hasyamoainitted or
the emotional abuse he has suffered. Pip’s guilt is different from his shamef dtich haunt
him daily. Pip confuses the two, however, and his social shame resulting from the abuse he
suffered at the hands of his sister, her friends, and Estella and Miss Havsmas to
overshadow his actual guilt for attempting to assume a shallow gentlelantyy at the
expense of his true friends. Gwen Watkins writes, “In few children is the yelfrgps

developed that it can sustain its ‘first feelings’ against the disapproval pgetiea
condemnation, of those it loves and needs” (8). Like most children, young Pip was uttelty una
to retain or even begin to form a healthy identity in the face of his orphanedmstale aviolent
physical and emotional abuse perpetrated by most of the caregivers in hshifejdentity is
defined from the first by shame.

Pip feels ashamed of simply being alive, and worthless and unloved as a resi#itadis
constantly reminds him that she brought him up “by hand,” yet simultaneouslysriiePip
was not worth the upbringing. When he has been to visit his parents’ graves in the c¢durchya
without informing her, Pip is appalled by his sister’s outraged reaction. He retioeints
conversation: Mrs. Joe asks, “Who brought you up by hand?’ ‘“You did,’ said I. ‘And why did |
do it, I should like to know! exclaimed my sister. | whimpered, ‘I don’t know.’ ‘| dors#id

my sister. ‘I'd never do it again™ (14). From his earliest years, Pipised to believe that he is
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utterly valueless as a person. Despite Joe’s kind assurances of Pip’s valuggdévs a far more
powerful and dominating figure in Pip’s life, so she is the one Pip listens to, not thelkinndly
powerless Joe. In this way, Pip becomes an unwitting accomplice to the destofittis still-
forming identity. Watkins cites a relevant case study by Karen Horney ohle patient
articulates the self-destruction of an emotionally abused person’s identity
How is it possible to lose a self? The treachery, unknown and unthinkable, begins
with our secret psychic death in childhood—if and when we are not loved and are
cut off from our spontaneous wishes . . . It is a perfect double crime . . . not just
the simple murder of a psyche, that might be written off [but] the tiny self als
gradually and unwittingly takes part. He has not been accepted for himselsas he
.. . Therefore henustbe unacceptable. He himself learns to believe it and at last
even takes it for granted. He has truly given himself up. (10)
Pip’s identity is distorted from his very earliest years. Having no paoem®gen parent
substitutes to instill in him a positive identity, and having only the loving but paksévt
combat his abusive and powerful sister’s violence, Pip’s identity is igisgddimped with the
insidious marks of negative worth. It is not until Pip goes through achieving convesoorall
acceptance and then deliberately choosing social rejection that he is able éoplasitive
identity and see his actual worth.
Yet prior to his ultimate identity transformation, when he first meetsl&skp
suddenly begins to envision a self-worth paradigm which he supposes may afford him a
foundation upon which to build a positive identity. Watkins states that an emotionally deprived
child who is raised to believe in his “badness” or worthlessness “may find kefllwve so

intolerable that unconsciously he decides to destroy his ‘bad’ self and createsalf that will
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be loved and accepted” (8). Upon first being introduced to the wonders of the upper class
through his initial visit to Satis House, Pip suddenly begins to dream of an identitgtteome
day attain that could bring him social acceptance: the identity of the mantle

Because all he consciously searches for is social acceptance, thmgelytieentity that
Pip begins to construct in earnest at eighteen when he inherits a fortundastéy that is
solely focused on external social mores. In America today, adolescentseduétoavear the
most stylish (i.e., expensive) designer clothes, be seen at the most popular Baageboivn
the most popular devices such as cell phones, iPods, and laptops. Neil Howe and Bsll Straus
explain that for major consumer corporations today, marketing is aimed axobssively at
children and their parents, creating a child-centered consumer economyir{2g§per-class
circles, teens are expected to engage in all the correct musical, sporéinggemic
opportunities such as orchestra, soccer, or vy League educations. Sim#didyydl writes
that the Victorian Era was “[a]n industrial economy that emphasized algisvduction
combined with a social order that recognized possessions to be the final measpeesoh’s
significance” (10). Human nature in the Victorian Era was similar in tiesatfainment of
respect from one’s peers meant that in his tortured quest for personal valueuRifhave to
obtain the correct education, spend the right amount of money, be seen at popular logations, |
in socially acceptable accommodations, and wear all the proper clothes asgbaeseln this
way, Pip was trying desperately to be accepted by his society and to eohviself that he did
in fact possess genuine worth as an individual, as he looked to society’s acceptaticate
his worth. In allowing his society’s views of power (which translated into ecananai class
distinctions) to determine his values, Pip moves further away from establishaadjstic

identity and genuine relationships.
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Dickens is correct in recognizing that society at large needs to bemredeleut since he
rejects the Christian paradigm of original sin, he must look to purely sociasctariind the
root of societal evil. Criminals such as the dishonest and cruel, but not excessilealglent
Compeyson, or the dishonest, vengeful, and uncouth but otherwise honorable Magwitch, and
crimes such as greed, self-centeredness, false piety, and matearaidme social and abstract,
rather than personal and religious misdeeds inhabiting the Dickens world, and ¢isisiad
sphere consequently perceives itself as needing a social rather tharoagelagiversion. The
idea of social redemption, especially for the poor and abused, appealed to DickaestIn
Expectationsmuch of Pip’s tremendous shame stems from his haunting sense of worthlessness:
as a result of Mrs. Joe’s abusive upbringing, he feels almost that he has cdraroittee
merely by being born. He states, “I was always treated as if | had theisteeing born, in
opposition to the dictates of reason, religion, and morality, and against the digsarggiments
of my best friends” (24). Pip’s “crime” in being born is clearly not a moaalsgression,
however. Watkins explains that for unloved children in Dickens’ works, the crime of lb@ing
is an enormous source of anguish. In examining this problem, Watkins postulatesc¢kan$Di
may have been trying to convince himself that ‘the crime of being born’ wasah sne and
that therefore it could be forgiven, and the innocent little criminal redeemadclkety” (111).
Characters like Magwitch and Orlick are viewed by Dickens as unforturataqts of their
society, and not really morally deficient human beings. Pip’s materialghsnobbishness, as
well as the shame he feels as a result of being badly mistreated bygibig,sare according to
Dickens effects of destructive social expectations rather than mouaéfail

The Victorian novel, almost by definition, required some kind of conversion or change of

heart. From Eliot’'s Daniel Deronda to Dickens’ Scrooge, from the remorsebeiss [ray to
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the horrific Mr. Hyde, from Kurtz oHeart of Darknes$o Mr. Rochester alane Eyredramatic
transformation occurs repeatedly. However, the various kinds of conversion are netfabray
worse to better, and can be of any variety from economic to moral to social orimmmant
Oftentimes, though, the Victorian literary transformation is positive.&8arblardy explains that
“The typical conversion of the great Victorian novel is not a religious conversianthuing
from self-regard to love and social responsibility” (27). To the educated Mict@ading
public, highly-catechized but adrift in an intellectual sea of Higherdiami, Darwinism, and
secular humanism, the message of love and social responsibility wageasenach than that
of the forgiveness of sins. Such intellectual confusion made a major contributionisztbe r
the Tractarian and Broad Church parties on the Victorian religious front, amdiaccto
Hattaway, these high church factions tended to elevate the Incarnationthayhére
Atonement in their teachings (20). The difficulty with this trend was thatitexkthe humanity
and charitable works of Christ while neglecting His divine nature, theretmugaging loving
social reform but downplaying any obvious need for genuine conversion from sin. Dickens was
perfectly happy to accept these unbiblical ideas as his own, and this mindedtmyeit into his
creative writing.

Yet despite Dickens’ secular views of the loss and redemption of the soul, which
translated practically into the social distortion and transformation of thetigdns novels are
filled with Christian virtues and biblical allusions. Bible stories and chersare mentioned
throughout Dickens’ novels, not a surprising occurrence in literature of thardit Era. With
church attendance in significant decline, but thorough Biblical knowledgensaty pervasive,
the population of Victorian England in general both expected and enjoyed Biblicabradlirsi

its leisure reading material. Dickens used biblical references throulgisoutiting to both
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appeal to his audience and draw upon established cultural capital to enhance the depth of his
works. In Dickens’ stories, as in traditionally moral fairy tales, egeiserally punished, good is
generally rewarded, and those who cause pain to others end badly, while the abused and
oppressed usually end well.

Great Expectationpresents no exception to this general rule, and Pip’s story is rife with
Biblical allusions and Christian virtues. Joe, clearly an admirable ¢bgarabhows compassion to
Pip and pays off his debts. Herbert, another noble individual, always treats othensdasinot
jealous of Pip, even though he believes that Pip has usurped his inheritance. G. Rolgert Stran
explains that at a certain point in the narrative, “Pip’s story culminatesudden fall, the
beginning of a redemptive suffering . . . which illustrates several religiaagloxes: he can only
gain by losing all he has; only by being defiled can he be cleansed . . . Imgufiéh and
finally loving the despised and rejected man [Magwitch] he finds his own rea(E&)f"In
Biblical terms, it is only when Pip chooses to “lose himself” for the sake giMieh and give
up all his social aspirations, his revulsion of the convict, and his personal selfishhégsisha
able to find the existential boundaries that define him and his relationship to theavoarhd
him. Nina Auerbach discusses the Fallen Woman in nineteenth-century léeeatdrexplains
that for Hester Prynne, her “fall alone enables her to stand up” (37). Similaslpnly through
the shattering of his false identity and social expectations that Pip idl#deome a
transformed individual with a stable and genuine identity, at peace with the losslfsions.
From Dickens’ secular, but Christian-flavored perspective, Pip must leammbt@aee the Other,
the thing he least wishes to do, in order to truly be able to define himself. The dmsiiict
Pip’s illusions affords him the opportunity to reshape his identity in a way that hadbeere

emotionally possible for him previously.
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For most of the story Pip is defined by his expectations, those great dreamslpf socia
educational, and economic advancement, but his expectations are shattered wheéchMagwi
returns two-thirds of the way through the novel. In Pip’s life, BarbarayHarplains that “the
main converting event is his discovery of the source of his expectations” (46)s Tbtsat all a
religious experience. Pip is merely shocked and horrified to realize that paos$ tid
mysterious benefactor not Miss Havisham, but also that the benefactor I/ actamvict. As
the devastated Pip discovers, since Miss Havisham is not his benefactress, sheot destined
either for marriage to Estella or life in the prestigious Satis House. A. @clsidut explains
Pip’s pathos: although Pip thought that it was acceptable to live irresponsibly on Miss
Havisham’s money, when he discovers that it is Magwitch instead who is his bendfaasor
brought to terms with his financial, moral, and social irresponsibility. As a réBig is forced
to realize that his horror of Magwitch is irrational; and hence to question lewegryte has taken
for granted” (165). Having blithely believed his life a fairy tale, Pip suddesdyns to
understand that the loss of his illusions is the loss of his very self.

Pip begins to see the colossal foolishness of having built his identity around the idea of
becoming a socially acceptable gentleman and marrying Estella; shockimeggreat
expectations that he had thought were being realized are immediately laapsgerever out of
his reach. Pip is unable to accept that the convict, a man who represents the lowésh@art
lower classes, an aspect of his identity from which Pip has deliberagelydrescape, is actually
financially responsible for making Pip the gentleman he has become. Oncézas tbat the
money is “tainted,” Pip refuses to accept it (256), although this is quite simplt ahpride.
Although Magwitch’s motivations for his generosity were complex and someeHagerving,

they did involve genuine love, and the money was honestly earned. Pip had no charitable reas



100

for refusing to continue to accept the money. Because his identity was so classusoasd
external, he simply could not stand to obtain his social status through the meansesdtalass
citizen.

Although after inheriting “great expectations” Pip believes that his léefabulous fairy
tale, when Magwitch reappears he discovers that his tale, rather than bedigoa#ia
Cinderella story, is closer to a cautionary tale in which everything goebliiavrong at the end
and they all live unhappily ever after. Jerome Meckier remarks, “Dickansi*$airy tale not
only turned Cinderella upside down, but actually replaced it with a more pertimadigma for
the nature of things. In Dickens'’s retelling of the century’s favoritg faie, Cinderella’s rise,
which Pip thinks to emulate, turns into a fall, a replay of the collapse of Msgoarilion in the
Tales of the Geriii(2). The nature of Pip’s fall is complex. He does not, like Faust, simply make
one terrible, enormous choice, a “deal with the devil” that destroys his soub@padamises his
integrity. Rather, his fall is more like the gradual degeneration of Dorian Gheywished for
eternal youth and discovered that in the process he could sin outrageously and Hardiyguf
consequences as a result. Dorian Gray went to one insidious tavern he should not have gone to,
then another. He thoughtlessly ruined one innocent girl, then another. In the end, he found
copious amounts of blood and debauchery on his hands, or at least on the hands of his portrait.
Pip, consumed with guilt over having stolen from and lied to Joe about the food and file for
Magwitch, tries desperately to forget his shameful early connection to tlaé®acast. Upon
meeting Estella and Miss Havisham, he decides that he wants to escagdeoas ttae lower
classes as possible, and desires to become a gentleman. When Pip is &saiiyegrwith the
money that can make his dream possible, he, like Dorian Gray, fails to rbalemotional

price he will end up paying for becoming the person he wants to be. The person thaGbayian
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became was pure evil: from Dickens’ perspective, the person that Pip becan enal but
merely hollow and snobbish. Through small compromises such as neglecting to wisie or
Joe, and allowing himself to be ashamed of Joe and his lower-class upbringing, Bipvidyls
into the deceptive abyss of selfishness. On another level, however, Pip “ladis"the
economic source of his upper-class status is revealed to be from the lowest, piestiddass
of society, and realizes that his very identity is completely based upon an iflasgnale.

Although Pip’s fall does consist in a betrayal of his true friends, in Dickengiasec
paradigm it is not a religious fadler se Yet what Dickens could not escape was the fact that in a
moral universe, all moral falls must of necessity be connected to that wisgintisal.

Therefore, Pip’s fall was certainly spiritual in some ways, despitkeD& secular intentions.

Joseph Gold explains:
Faced with choices, burdened by fear and obligation, what else is Pip undergoing
but the Fall? First Birth, then Fall, and finally Redemption through understanding
and love: this is the story @reat Expectations€Even the hint of the redemption
to come is contained in this first chapter, for the boy has the capacity to feel
compassion for the man, the compassion that is later to reassert itself when Pi
returns to the best impulses of childhood. (243)

Redemption is an integral part of most truly magnificent stories—whethandinas his true

love, finds himself, gives his life to save his friend, or gives away his fortuinelpp the poor,

the deeply meaningful resolution of grave conflict in most great novels is a kiadeshption,

on its most simplistic level an exchanging of something broken for something \Diesigite

Dickens’ attempt to borrow from Christian morality while ignoring Chnissgirituality, Great
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Expectationgpresents in Joe’s forgiveness of Pip and Pip’s acceptance of Magwitch an echo of
Christ’s ultimate redemption of sinners.

When Magwitch unexpectedly arrives, Pip’s self-concept is shattepelkéns the
return of Magwitch to a scene from the Arabian fairy tale “The EnchanterssoaiMhe Sultan
of India.” In this story, a great rock is suspended beneath the ceiling of@avdsin. One night
in secret, the deposed hero, Misnar the sultan, is led through caves to a rope, and told to cut the
rope. The released rope snakes at lightning speed through a series of tunnels tbdhge pavi
where two evil sorcerers are sleeping below the stone. The stone was suspehdedie, and
so when the rope is cut, the ceiling of the pavilion suddenly falls on the sorcerehg, utte
destroying them. Pip says, “In an instant the blow was struck, and the roof of nghstcbn
dropped upon me” (235). Magwitch’s return is similar to the annihilation of the sacerer
because for Pip, it is nearly as devastating and just as surprising.

Pip is forced to come to terms with his twisted identity when Magwitch returns to
England. With the shocking re-entrance of the convict in his life, Pip’s identiigldesly
shown to be external and illusory, based upon his desires to create a soomtalaecself,
especially one that would be fit for marriage to Estella. Ever since thddiygshat he met her,
Pip desired to become the kind of man who would be “good enough” socially for Estella.
(Because Estella had no religion and virtually no heart, Pip never had to be cdradeyae
being good enough morally or spiritually for his beloved.) J. Hillis Milletegrof Pip and
Estella’s first meeting, “On this day [Pip] makes the original choiceadsired self, and binds
his destiny inextricably to Estella . . . In choosing Estella, Pip altelslefines the entire world,
and gives it a permanent structure pervaded by her presence” (265). Pigs tiebe found

valuable, rooted in his experiences of emotional abuse, to possess a unique and defined identity,
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although unfortunately one based on social and emotional illusions, and to be a gentl@man, th
personage who enjoyed the height of society’s respect and admiration, were il pal
comparison to his desire to be defined by Estella. Yet if one attempts to defsedf toynwhat
cannot be, his identity will be doomed to destruction.

Pip’s self-defining love for Estella was as self-destructive and illus®iywas
desperately impossible. He loved Estella with a love that was “againshre@sinst promise,
against peace, against hope, against happiness, against all discouragement that@aakl be
for all; I loved her none the less because | knew it, and it had no more influenceaimiregtr
me, than if | had devoutly believed her to be human perfection” (179). Hopelessly bound to
Estella with emotion rooted in the unmet needs of childhood which Estella could neverypossibl
fulfill, Pip was illogically and unbearably in love with an illusory idea that dowdver become
reality. J. Hillis Miller writes, “Pip’s love of Estella is by its vemgture a self-deception,
because it is a love which is based in its own impossibility. It depends in its iratate on the
fact that it can never be satisfied” (265-66). Pip’s fictional search fomagdikely born from
Dickens’ eternally unrequited search for romantic happiness in his own resVétkins
theorizes that Dickens may have spent all his life emotionally as tleeted]jchild seeking
desperately . . . for the mother he never had,” and that this tragic emotional agamgsponsible
for Dickens’ constantly unfulfilling relationships with women (24-25). Pip, withaakéns’
knowledge, even, may have spent his life until the end of the novel searching for a woman to
replace the “mother he never had,” as not only did Pip not have an actual mother, but also his
surrogate mother (older sister) was abusive, the opposite of what a mothdrishdAs a result
of the emotional abuse that both Dickens and Pip received from their mother figunegy;cvot

up used to relationships with women that were neither fulfilling nor healthyteFdbsckens’
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longtime friend and biographer, reproduces an autobiographical fragmeatuagtDickens, in
which the great Boz explains the details leading to the end of his employmenbiadkiag
factory, possibly the most damaging experience of Dickens’ life. Dickatesghat while his
father was agreeable to his leaving the factory, he remembers witingmdgentment his
mother’s opposing feelings: “I never shall forget, | never can fohgétnhy mother was warm
[eager] for my being sent back” (qtd. in Forster 32). In other writings, Dgkentinues to
clarify the fact that he harbored almost nothing but ill feelings toward hisemdfaving such
damaged mother-son relationships, for both Dickens and Pip, in attempting to escape their
maternal abuse, these victims rejected their damaged mother-son relatiopsatibrig for
whatever crumbs of emotional satisfaction they could derive from demeaning tisfyimga
romantic relationships rather than attempting to forge healthy givéaiedsonds with others.
Watkins surmises that for Dickens, “perhaps betrayal and loss were soystesgtiated with
his pattern of love that he needed them as much as he needed the love” (24). Certamly no on
needsbetrayal, but for those that have been emotionally abused, sometimes they havegrown s
accustomed to betrayal that they are uncomfortable living without it.
Pip’s fairy-tale identity is based on his desires to escape the lies of tleehetbhas

suffered and be found a valuable and meaningful human being in a highly class-conscious
society. He has come to define himself by Estella and by socio-ecoarp@ctations. Estella is
a part of Pip’s very soul: some time after he realizes that Miss Havisheanmeant him for
Estella, Pip exclaims passionately:

You are part of my existence, part of myself. You have been in every line | have

ever read since | first came here, the rough common boy whose poor heart you

wounded even then . . . You have been the embodiment of every graceful fancy
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that my mind has ever become acquainted with. The stones of which the strongest
London buildings are made, are not more real, or more impossible to be displaced
by your hands, than your presence and influence have been to me, there and
everywhere, and will be. Estella, to the last hour of my life, you cannot choose but
remain part of my character, part of the little good in me, part of the evil. (272)
With the coming of Magwitch, Pip realizes that both his dreams of being a respmttty sian
with education, manners, and money and also his dreams of possessing Estelléeaablyna
disrupted. He realizes that his identity has been based upon the unrealities afdnijftisian.
He is not a male Cinderella, Estella is not to be his bride, he has completely matouiehat
it means to be a true gentleman, based his social identity upon things of extberahiat
internal significance, and he has lost the kindness and integrity he once hadimgrajedrue
friends for the sake of his illusions. Pip, like all of Victorian society and Dickenself, has
been living in a world of rosy expectations and blithe impossibilities. Yet unidesbs, who
was never truly happy because he never discovered how to be content with attainadlanking
unlike some prominent Victorians, especially those consumed with imperialismaRages in
the end to construct an identity that is grounded both in reality and in genuine love.
Pip’s identity is reconstructed through love. When Magwitch returns from Aastoali
England and Pip is first confronted with the repulsive but pathetic and loving convicbuihg y
man is horrified and disgusted. Magwitch represents not only an unwelcome and criminal
problem in Pip’s life, but also the utter destruction of his previous identity. Shaken and
distraught, Pip wanders about attempting to make sense of the wreckagefefamnd tio decide
how on earth to go on. Eventually, however, a change comes over Pip. In one of the lagt chapter

of the novel, Pip has decided to take Magwitch safely out of England and help him escape to a
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foreign country. In doing so, Pip will be leaving his friends, his social realm, and his money
behind him. But on the morning of the escape attempt, Pip says that instead of wdroying a
where he would end up or how long he would stay there, that all he cares about is “Provis’s
[Magwitch’s] safety” (322). In all likelihood, Pip’s emotional evolution from dss to loving
Magwitch was heavily influenced by his prior experience with forgiving Misgisham.

After Miss Havisham has deliberately misled Pip to believe for yearshieas his
benefactress, she asks to see Pip one last time. Pip, still in awe of thigy/\waaleclusive
paragon of society who was born to things he could only dream of, returns to the houdaisvhere
dreams of a great identity were first born and distorted. During the visg,Hiéigisham reveals
her own limited redemption as she desperately explains her final realization badbwshe has
hurt and distorted both Pip and Estella’s identities and begs for Pip’s forgivensss. Mi
Havisham’s redemption becomes a part of Pip’s as he forgives her. A hint of tleidram
reversal in Pip’s snobbish and illusory life is evidenced in his speech to her: haexplaer
that in his life “there have been sore mistakes . . . and | want forgivenesseatidulifar too
much to be bitter with you” (297). In humbly coming to identify with and forgive one of his
foremost tormentors, Pip begins to recognize and forgive what is distorted kitiself, and
realize his transforming identity in relation to the world around him. With enowayis, yeagedy,
and distance between them, Pip at last is able to see himself as a valicepatigyesfrom the
powerful, damaged old woman, and comes, as John Henry Cardinal Newman advises, to begin to
be a man who “never inflicts pain” and is able to identify with everyone (1041) bduaise
finally able to see his own faults in clear enough perspective that he carotienally detached

enough to truly care for others.
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From this position of a humble, separate identity grounded in the realistic knowledge of
his own faults and illusions and an understanding of the distance between himself a)dtother
is a short step for Pip to become Magwitch’s closest friend. Pip resolves toVeaythiag
behind him to help Magwitch escape, then faithfully refuses to leave the dyingnelidtc
throughout his subsequent trial, imprisonment, and death. In finally coming to acappitdha
the symbol of all that he has desperately been trying to escape socialbpandcheally for so
many years, as his friend rather than his enemy, Pip at last is able teeletw® gentleman
with a clearly defined identity that is founded in reality rather than fales. Pip’s identity
transformation is completed when Joe forgives him, tends him through his iliness, antf pays o
all his debts.

Although Pip is unable in the end to return home permanently, marry Biddy, or become a
blacksmith again, these sad difficulties add to the novel’s realism and do not tletrelip’s
identity restoration. The ultimate question of the story, however, is in the ending.d he tw
endings each present a picture of two different types of redemption. Urged bydEBuwer-

Lytton to change the unhappy original ending of the novel so that Pip and Estella walljd fi

end up together, Dickens surprisingly listened to his friend and changed the endingayeihe
Bulwer-Lytton was a literary critic who devised standards for gremature, and Edwin Eigner
states that “as regards@®eat ExpectationDickens was probably urged to forego what his
friend [Lytton] considered a fashionable unhappy ending, designed to gain imnpegiatarity,

and encouraged to substitute for it a conclusion more in keeping with what looked in 1861 like
the time-tested rules of English narrative romance” (107-8). The contrdvetsigle endings

to the novel have given rise to many questions. Critics argue that a happy endingtdibes

with the rest of the novel, which is in some places almost unbearably sad, andettahBst
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been so cruel to Pip that he is better off without her. The novel is more reaisbetter
artistically if Pip and Estella remain forever apart, they say.

One ending presents a more social and secular view of redemption, while the other
ending displays a more moral perspective. Critics have argued for decade$falbalievability
of the revised ending: the general consensus is that Dickens should have peitsigtezifinst
ending and that the second ending does not fit with the tenor of the book. However, there are
few notable exceptions to this. One of the foremost critics in the majority casopye&sGissing,
opines that had not Dickens changed the ending of the novel as per Bulwer-Lytton’sthdvice
Great Expectations/ould have been “nearly perfect,” and that since the entire novel was written
in a “minor key,” the tragedies and lessons of the novel would have stood out in sharper relief
had not Lord Lytton suggested a happier ending (627-29). Famously acerbic Geoiaye Ber
Shaw also disliked the lighter ending, stating thegat Expectatiorisbeginning is unhappy, its
middle is unhappy, and the conventional happy ending is an outrage on it.” Shaw thought the
idea that “anyone could ever have been happy with Estella [was] positively samgléand that
because no one could live “happily ever after” with the icy Estella, the sendimtjavas overly
sentimental and unbelievable (638). For most of the novel, the emotionally abused<£stella
cruel and nearly heartless towards Pip and completely ruthless towartieatlnen; however,
Shaw’s reading does not consider the idea that Estella may have been drasiacajed by
suffering, so much so as to become a different and possibly much better person. In bgt) endi
she has changed enough that she extends true sympathy to Pip, in any event. Iretioniyst
however, Pip must make do merely with Estella’s shared social empathg;nevised ending,

Pip and Estella finally may be able to enjoy the happy reward of forgivandgsumility.
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An unusual perspective that is nonetheless favorable towards the first ending is
Christopher Ricks’. The critic writes that in the second ending the awfulness®Hdvisham’s
destruction of Estella is “made hollow by this softening of Estella” (673), bsedms to
overlook the fact that Miss Havisham has been forgiven for her misdeeds, howelviey, &md
that as a result it would seem permissible for Estella to have broken freMissrilavisham'’s
abuse and to have found genuine forgiveness herself. Although as Herbemp téls®
Havisham may have raised Estella as cruel and unfeeling so that she caak rewrenge on all
the male sex” (139), in the end Estella has certainly overcome this emotg&iodial to some
extent, finding either a social or moral redemption, depending on the different verfsibas
novel’s ending.

With its extensive details of London middle and upper-class society, itsé&eadf
crime and criminals, its pictures of education and abuse, and countless otlseoff&tetorian
society,Great Expectationsontains a great deal of realism; yet it does not seem as though the
realism is marred or the meaning distorted by a final and permanent reutmeeh®ip and
Estella in the book. By the end of the story, both Pip and presumably Estella have suffered and
changed so much that they are completely different people from who they oncénvtieise
way, while they could never have previously attained a healthy or reallatiomship, by the
end of the tale they have both presumably changed enough that while probably nevext thest
be completely happy (years of constant, distorting abuse do not wear off so daslypinly
seems possible that both Pip and Estella are now capable of finding some megealistiof
respectful happiness with each other, as they are each finally ableds thesether for who he
or she truly is. Their identities have finally been formed and transformed, aresbtitis are

hauntingly lovely.
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This later version of redemption is more complete than that contained in the novel’s
original ending. In the first ending, Pip merely finds peace in working hard anddé&atella’s
expression of empathy for him one afternoon from a carriage window. In thiggeRdbp has lost
everything but his friends Herbert, Biddy, and Joe, finds some satisfaction in lateesahd
receives a measure of vindication from Estella’s confession of her alibhsehainds of
Drummle. Yet this redemption, although perhaps more realistic than that of othksr s.esreas
A Christmas Carol, is less-satisfying and even perhaps less grandadiidior if after
everything Pip has suffered through and learned at the end he only receives a iistice real
identity involving a little peace and a little vindication, the reader may b&ekditg that the
entire core of the story was not worth the tragedy that Pip experienced.

If, however, one accepts the second ending, and believes in the most optimistic
interpretation possible of it, Pip and Estella’s identities and relationship havedeéeastically
changed that it seems entirely appropriate for them to finally end up tagetleatifficulty here
is that because Estella’s transformation occurs off stage, it is diticcgauge the depth of her
growth. Also, in Shakespearelfaming of the Shrewthe witchy female protagonist is tamed
through the well-intentioned emotional abuse of Petruchio, and all’s well that endBywel
contrast inGreat Expectationshowever, Estella apparently experiences character reformation
through badly-intentioned and brutal physical abuse. This mechanism does seem an unlikel
vehicle to bring about redemption, but the women of Dickens’ novels were not generally
changed for the better in any other way. The second ending, if perhaps matcfasta
certainly more satisfying than the first, and contains a more completeof/r@gdemption for

both Pip and Estella.
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Angst-ridden and brilliant, Charles Dickens lived an unhappy life that wasshk of
abuse, rejection of God’s supernatural power, and poor choices. Although achieving phénomena
wealth and fame in his lifetime, Dickens was never satisfied, and eventaakgd himself to
death for the applause of his audiences. A man with fabulous expectations thegalieed
economically but never emotionally, because he could never quite come to terms with hi
weaknesses and form a unified and healthy identity of his own, Dickens achienze lite
greatness, but never true happiness. In one of his most significant @oeks Expectationghe
protagonist Pip manages to achieve in his life what Dickens never did, for despitatnesed
and deceived by almost everyone around him from his earliest years, being geddarfmrm
great and illusory expectations, being handed large sums of money for which he \was near
unaccountable, and being rejected by the one great love of his life, Pip manages indhe end t
come to terms with his eventually shattered false identity and form areadistic, secure,
humble, and compassionate self-definition. Pip becomes a vicarious savior asrhad int
qualities finally match his external reality, and he finds contentmentigingshere. He might
never live a completely happy life, but in the revised ending he at least has patiabl/ed the
two things he sought most all along, to marry Estella and to be a true gentleméesanaduld

seem to be accomplishments worth all the pain and tragedy it took to get Pip there.



112

Works Cited
“Americans Give Record $295B to Charity/SA Today5 June 2007: n. pag.

A Knight's Tale Perf. Heath Ledger and Mark Addy. Dir. Brian Helgeland. 2001. DVD. Sony
Pictures, 2002.

Allingham, Philip V. “Patterns of Deception kuckleberry FinnandGreat Expectatioris
Nineteenth-Century Literatu#6.4 (Mar. 1992): 447-47ASTORJSTOR. Liberty U
Lib. Lynchburg, VA. 05 Jan. 2009 <http://www.jstor.org >.

Auerbach, Nina. “The Rise of the Fallen WomaNinheteenth-Century Fiction 35(Jun. 1980):
29-52.JSTORJSTOR. Liberty U Lib. Lynchburg, VA. 5 Aug. 2008
<http://www.jstor.org >.

Axton, William F. “Great Expectation¥et Again.” Dickens Studies Annual(1972): 278-93.

Capes, J. M., and J. E. E. D. Acton. “Dickens Knows Nothing of Sin When It Is Not Crime.”
RamblerJan. 1862: 274-276. Rpt. @reat ExpectationsEd. Edgar Rosenberg. Norton
Critical Edition. New York: Norton, 1999. 623-624.

Chesterton, G. KCriticisms and Appreciations of the Works of Charles Dickeasdon: J. M.
Dent & Sons, 1911.

Cockshut, A. O. JThe Imagination of Charles Dickerdew York: New York UP, 1962.

Dabney, Rosd.ove and Property in the Novels of DickeBsrkeley: U of California P, 1967.

Dickens, Charles. “Frauds on the Fairidddusehold Words: A Weekly Journal Conducted by
Charles Dickens8.184 (1 Oct. 1853): 97-100. Ed. Philip V. Allingham. 23 Jan. 2006.
Victorian Web 27 Feb. 2009 <http://www.victorianweb.org/authors/dickens/pva/
pva239.htmi>.

---. Great Expectations=d. Edgar Rosenberg. Norton Critical Edition. New York: Norton, 1999.



113

---. The Life of Our LordNew York: Simon and Schuster, 1934.

Eagleton, TerryMyths of Power: A Marxist Study of the Brontdsw York: Barnes & Noble
Books, 1975.

Eigner, Edwin M. “Bulwer-Lytton and the Changed Endingsoéat Expectation’ Nineteenth-
Century Fiction 25.1Jun. 1970): 104-108STORJSTOR. Liberty U Lib. Lynchburg,
VA. 5 Jan. 2009 <http://www.jstor.org >.

Epstein, NorrieThe Friendly DickendNew York: Penguin, 1998.

Forster, JohnThe Life of Charles Dickenkd. Ernest Rhys. London: J. M. Dent & Sons, 1927. 2
vols.

Garner, James FinRolitically Correct Bedtime Storie®dew York: Macmillan, 1994.

Gissing, GeorgeCharles Dickens: A Critical Studyondon: Blackie & Sons, 1898.

Glimour, Robin.The Idea of the Gentleman in the Victorian Nolzehdon: George Allen &
Unwin, 1981.

Gold, JosephCharles Dickens: Radical MoralismMinneapolis: U of Minnesota P, 1972.

Hardy, BarbaraThe Moral Art of DickendOxford: Oxford UP, 1970.

Hattaway, Karen Ann Kennett. “Entering into the Kingdom: Charles Dickens arge#reh for
Spiritual Regeneration.” Diss. Rice University, 1981.

House, Humphry. “George Bernard ShawGmeat Expectations All in Due Time: The
Collected Essays and Broadcast Talks of Humphry Hduselon: Hart-Daivs, 1955.
201-220.

---. The Dickens World_ondon: Oxford UP, 1960.

Howe, Neil, and Bill Straus#illennials Rising: the Next Great Generatiddew York:

Vintage-Random House, 2000.



114

Kassin, SaulPsychology3? Ed. Upper Saddle River, NJ: Pearson-Prentice, 2001.

Kotzin, Michael.Dickens and the Fairy Tal®&owling Green, OH: Bowling Green U Popular P,
1972.

Laski, Harold JThe Danger of Being a Gentlemdew York: Viking, 1940.

Linder, Melanie. “How the World Spends its Monekldrbes30 July 2008: n. pag.

Marlow, James E. “Memory, Romance, and the Expressive Symbol in Dickénstéenth-
Century Fiction30.1 (Jun. 1975): 20-32STORJSTOR. Liberty U Lib. Lynchburg, VA.
11 Feb. 2009 <http://www.jstor.org >.

Meckier, JeromeDickens’s Great Expectations: Misnar’s Pavilion Versus Cinderella
Lexington, KY: UP of Kentucky, 2002.

Miller, J. Hillis. Charles Dickens: the World of His Novezambridge: Harvard UP, 1958.

Morris, PamDickens’s Class Consciousness: A Marginal Vislew York: St. Martin’s Press,
1991.

Newman, John Henry. “Discourse 8. Knowledge Viewed in Relation to Religibe.ldea of a
University. Norton Anthology of English Literatur&d. Stephen Greenblati" &d. Vol.
2. New York: Norton, 2006. 1035-1042. 2 vols.

Ostry, ElaineSocial Dreaming: Dickens and the Fairy Taitudies in Major Literary Authors
16. New York: Routledge, 2002.

Perkin, HaroldOrigins of Modern English Societyondon: Routledge, 1969.

Pickrel, Paul. “Teaching the Novébreat Expectations Essays on the Teaching of English:
Reports on the Yale Conferences of the Teaching of Enlykst York: Appleton-

Century-Crofts, 1960. 216-229.



115

Poniewozik, James. “The End of Fairy Tales? How Shrek and Friends Have Changezh@Ghild
Stories."Time21 May 2007: 83-85.

Rawlins, Jack P. “Great Expiations: Dickens and the Betrayal of the CStlatdies in English
Literature, 1500-1900 23.@Autumn 1983): 667-683ISTORJSTOR. Liberty U Lib.
Lynchburg, VA. 22 Sept. 2009 <http://www.jstor.org >.

Ricks, Christopher.Great Expectations Dickens and the Twentieth CentuBd. John Gross
and Gabriel Pearson. Toronto: U of Toronto P, 1966. 199-211.

Rosenberg, Edgar. “LaunchiG@yeat Expectation’ Great ExpectationdNorton Ciritical
Edition. By Charles Dickens. Ed. Edgar Rosenberg. New York: Norton, 1999. 389-426.

Selby, Keith. Excerptdow to Study a Charles Dickens Nouabndon: Macmillan, 1989. n. pag.
Rpt. inReadings on Great Expectatioisd. Lawrence Kappel. San Diego: Greenhaven
P, 1999. 34-45.

Shaw, George Bernard. “Introductioristeat ExpectationBy Charles Dickens. London:
Hamish Hamilton, 1947. v-xx. Rpt. fAreat ExpectationdNorton Critical Edition. Ed.
Edgar Rosenberg. New York: Norton, 1999. 631-641.

Smiles, SamuebBelf-help London: J. Murray, 1958.

Smith, Karl AshleyDickens and the Unreal CitiNew York: Palgrave Macmillan, 2008.

Stanhope, Lord Chesterfield, Philip Dormieord Chesterfield’s Letters to His Son and Others
London: Dent, 1938.

Stone, HarryDickens and the Invisible Worl&loomington, IN: Indiana UP, 1979.

---. “Fire, Hand, and Gate: DickenGreat Expectations The Kenyon Revie®4.4 (Autumn
1962): 662-691JSTORJSTOR. Liberty U Lib. Lynchburg, VA. 27 Jun. 2009

<http://www.jstor.org >.



116

---. “The Novel as Fairy Tale: DickenBombey and SohEnglish Studied7 (1966): 1-27.
JSTORJSTOR. Liberty U Lib. Lynchburg, VA. 27 Feb. 2009 <http://www.jstor.org >.

Strange, G. Robert. “Expectations Well Lost: Dickens’ Fable for His Ti@ellege English
16.1 (Oct. 1954): 9-1USTORJSTOR. Liberty U Lib. Lynchburg, VA. 28 Jan. 2009
<http://www.jstor.org >.

Todorov, TzvetanThe Fantastic: A Structural Approach to a Literary GenfFeans. Richard
Howard. Ithaca, NY: Cornell UP, 1975.

Tolkien, J. R. R. “On Fairy-StoriesThe Monsters and the Critics, and Other Ess&yb
Christopher Tolkien. Boston: Houghton Mifflin, 1983. 109-161.

Trollope, AnthonyDoctor Thorne London: Dent, 1967.

Twaite, James A., and Ofelia Rodriguez-Srednicki. “Understanding and RepohildgAbuse:
Legal and Psychological Perspectives: Part Two: Emotional Abuse and Sgcondar
Abuse.”Journal of Psychiatry and La@2 (Winter 2006): 443-481STORJSTOR.
Liberty U Lib. Lynchburg, VA. 10 July 2009 <http://www.jstor.org >.

Van Ghent, DorothyThe English Novel: Form and FunctioNew York: Rinehart, 1953.

Walder, DennisDickens and ReligiarLondon: George Allen & Unwin, 1981.

Watkins, GwenDickens in Search of Himselfotowa, NJ: Barnes & Noble Books, 1987.

Whitehouse, John Howard, égluskin the Prophet, and Other Centenary Studiesdon:
George Allen & Unwin, 1920.

Wilden, Eldred J. “Enjoy Dickens With MeThe Dickensian 62.35@utumn 1966): 185-187.

Wilson, A. N.The VictoriansNew York: Norton, 2003.

Wilson, Angus.The World of Charles Dickenslew York: Viking, 1970.



