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1. Mental Crises and Traumatic Memories
     In his celebrated Autobiography (1873), John Stuart Mill, subjected from his earliest years to systematic training by his disciplinarian father, writes about a severe mental crisis he suffered in the autumn of 1826 at the age of 20. Although, at the time, he was expected as a promising successor to Jeremy Bentham to become the leading proponent of utilitarianism, he felt “stranded at the commencement of [his] voyage with a well-equipped ship and rudder, but no sail” (139), and began wrestling in gloomy solitude with doubts about his former utilitarian beliefs. Eventually, through the reading of Wordsworth and other Romantic poets, who had been banned as enemies of the truth in his childhood, he found a way out of the crisis in his mental history; he saw that, for the cultivation of human character, the intellectual faculty of an individual must not be at odds with his emotional well-being.
     A similar mental crisis came upon his contemporary, the novelist Charles Dickens. In this case, Dickens’s crisis had been engendered by his pessimistic skepticism about his life’s purpose and meaning. A fragment from his unpublished autobiography, sent to John Forster in 1847, reveals his deepest feelings about the demons of his bitter history: “My whole nature was so penetrated with the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 I have a dear wife and children; even that I am a man; and wander desolately back to that time of my life” (Forster 1: 23). Looking back on his own past, he regretted sacrificing something precious on his way to the pinnacle of success and popularity. Such a pang of regret triggered his mental crisis.
     The mental crisis was at its peak in the mid-1850s during the period when Dickens wrote Hard Times and Little Dorrit. Hard Times is at once a satirical attack on the practice of utilitarianism in the Victorian education system and a strong vindication of human imagination, particularly its faculty for creating an integrating spiritual framework of love and compassion. The hateful treatment of children and their imagination impairs the normal development of their capacity for love and compassion. In January 1855, before beginning the writing of Little Dorrit, Dickens read David Copperfield again and lamented to Forster, claiming that the relationship with the adult David absorbed him with grief and loss: “Why is it, that as with poor David, a sense comes always crushing on me, now, when I fall into low spirits, as of one happiness I have missed in life, and one friend and companion I have never made?” (Forster 2: 197) Dickens’s depressed mental states, aggravated by his unhappy marriage to Catherine, revived in him the memories of his passionate love for Maria Beadnell and the too early death of his beloved sister-in-law Mary Hogarth.
     There are more than a few heroes racked by such mental crises in the works of Dickens, even in such minor stories as “The Holly Tree” and “Barbox Brothers.” It is highly probable that Dickens, aged 42, felt himself to be as broken and deprived of will and desire as his creation, the 40-year-old Arthur Clennam of Little Dorrit, who was haunted by memories of a repressed childhood and a laborious life. In his poem “London” (1794) William Blake refers to the psychological imprisonment London inhabitants put upon themselves as “mind-forg’d manacles,” that is, mental prisons of their own creation (Figure 1). Similarly, Dickens carries the prison theme into the lives of many characters in Little Dorrit, as they, ex mero motu, impose psychological restrictions on themselves. Dickens’s protagonist, Arthur, has been mentally imprisoned by family strictures all his life. On returning to London after working with his late father in China for twenty years, Arthur finds himself at a moment of mental crisis in middle life; he has decided to cut ties with the family business that epitomized a society dominated by utilitarian values and a Protestant work ethic. When he is sitting at the window of a coffee house on Ludgate Hill before going back to his austere mother’s home, he recalls traumatic memories of her puritanical Sabbatarianism, which he hated as a child. A mechanism, which filtered painful memories from his consciousness, kept him oblivious to his dark past, but this mechanism has ever since left his loving heart almost paralyzed. Dickens creates a living projection of Arthur’s feeling of these restraints set in a mental landscape; houses opposite to the coffee house look like “old places of imprisonment” (30).1 
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    In his Warren’s Blacking period Dickens would go to a coffee house, of which he recollected only that there had been a door facing the street with an oval glass plate on which “Coffee-Room” was painted: “If I ever . . . read it backward on the wrong side MOOR-EEFFOC (as I often used to do then, in a dismal reverie), a shock goes through my blood” (Forster 1: 25). Seeing that dismal moorland of “MOOR-EEFFOC,” he activated the haunting power of memory. If reading awakens his demons of the past, writing helps him come to terms with them. Dickens confronts the horrors of his traumatic memories and at the same time accepts them as painful realities from David Copperfield onwards. 
2. The Reliability/Unreliability of Idiots
     The works of Dickens have many instances of idiocy and lunacy being brought about by sundry forms of mental suffering. “Idiots,” a collaborative essay by Dickens and his sub-editor W. H. Wills which appeared in the June 4, 1853 issue of Household Words, discusses causality: “Little is known of the origin of the disorder, beyond the facts that idiocy . . . would seem to be generally associated with mental suffering, fright, or anxiety, or with a latent want of power in the mother” (Dickens 498-99). The kind of idiocy that is incurred by these experiences is exemplified by Mr. Dick in David Copperfield. The leading cause of his mental retardation, as Betsey Trotwood explains to David, is “his fear of his brother” (205) who sent him away to a private asylum to ensure his own respectability. A socially and psychologically adaptive mechanism is not at work in idiocy, and so Mr. Dick is placed in the sphere of unreliable narration, though his view of the world sounds deep and insightful: “How does the world go? . . . it’s a mad world. Mad as Bedlam, boy” (202). Here, the fact that David the narrator is also suffering from the trauma he experienced at the Murdstone and Grinby warehouse cannot be overlooked. Like Dickens himself, David dramatizes the healing process and the mystery of writing. One may reasonably ask, therefore, in what way he is differentiated from Mr. Dick. David is able to get rid of his latent madness by creating a spiritual distance from it through the process of writing; whereas, Mr. Dick creates a physical distance from it at times by flying a kite (Figure 2) made of the unfinished Memorial out of which he makes doomed efforts to keep King Charles the First at bay.
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      “David’s suspicion of the reliability of Mr. Dick,” claims Malcolm J. Woodfield, “is the source of David’s authority, [and] it is what makes him the reliable narrator” (84). David as narrator calls the text “[his] written memory” (690, 817) and repeatedly emphasizes the excellence of his mnemonic powers. However, there are some indications of this narrator’s unreliability when he refuses, whether consciously or not, to discuss what is uncomfortable for him. The narrator does not always face his painful memories. For example, his anxiety about the “want of power” in his mother, who failed to protect him from the physical violence and mental abuse of his stepfather Murdstone, ceases to be described before death glorifies her, and she is buried, lost to oblivion. Owing to the similarity of the names Dickens and Mr. Dick, it is possible to provide a new interpretation of Mr. Dick’s Memorial, the proceeding of which is interrupted by the constant mention of King Charles the First’s head being cut off. This could possibly be a satirical allusion to the unpleasant memories the narrator buried while writing the text. We must wait for the mature Pip as narrator to face up to most of his bitter memories in Great Expectations.
     The reader is occasionally left feeling insecure by the narrator’s unreliability and the extent to which he should be trusted. Valerie L. Gager has cannily observed: “The very basis of The Personal History and Experience of David Copperfield the Younger and of historical fact itself is challenged by Mr. Dick’s hopeful question, ‘I suppose history never lies, does it?’” (235) As for Mr. Dick, “his grey eyes prominent and large, with a strange kind of watery brightness in them” make David “suspect him of being a little mad” (194). Although it is through the narrator’s eyes that we see the novel’s characters, his own eyes are blurred by the impulse for self-justification or self-deception now and then, not least when David fails to see that his boyhood protector Steerforth’s engaging manner is nothing but a mask for his impulsive notions, and that his love for Dora Spenlow is not so true as his friendship with Agnes Wickfield.
3. Idiot Savants and Their Mnemonic Powers
     Among Dickens’s earlier novels, Nicholas Nickleby is the one most concerned with the issue of memory. After rescuing Smike, the 18-year-old idiot boy, from the bullying and brutality of Squeers at Dotheboys Hall, Nicholas asks him if he has “a good memory” (273). It can be learned from their conversation that Smike “began to lose [his] recollection” because Squeers’s physical and emotional violence made him “always confused and giddy.” His apparent idiocy is just a visual indication of amnesia as a response to that traumatic event. The works of Dickens have several idiot savants,2 such as Sloppy in Our Mutual Friend, a foundling gifted with a great capacity to “do the Police in different voices” (198) to keep an eye on Silas Wegg. It must not be forgotten here that Dickens portrays Smike as an idiot savant, especially in mnemonic terms, similar to Miss Flite in Bleak House. Natalie McKnight overlooks this, although she regards Smike’s role as structurally significant: “the posthumous discovery of his parentage serves as the central revelation in the resolution of the plot” (69). Smike retains a vivid remembrance of the room with a “trap-door in the ceiling” (274, 807) in which he slept as a child. Whether it is a fool’s memory sticking to only one thing or not, this is a literary device by which Dickens suggests not only Smike’s filiation with Ralph Nickleby but this disreputable father’s eventual suicide by hanging himself on an iron hook in the same room. Even more importantly, Dickens makes paradoxical use of the idiot’s memory skills to foreshadow that Nicholas and Smike are, quite literally, related characters; they are, in fact, cousins.

     Bleak House depicts madness in its various contexts, and the variety is richest in the later fiction of Dickens. The adjective “mad” is used about twice as often as in Little Dorrit and Our Mutual Friend. No character in the novel cuts such a conspicuous figure as Miss Flite, a madwoman always in the Court of Chancery and “always expecting some incomprehensible judgment to be given in her favour” (3). Miss Flite, like Smike, is an idiot savant in terms of memory skills, having the remarkable ability to recite all the names of the 25 small birds she keeps in cages.3 Worthy of note here is the number selection that indicates the possibility of Dickens’s tactics. Needless to say, the birds are metaphors for the frantic people spiritually imprisoned by the Court of Chancery, with which they have contended for years. The pillar of the people is Miss Flite herself. It is symbolically significant that the centrally positioned, 13th bird of evil presage is named “Madness” (200, 819). According to Allan Woodcourt’s diagnosis, Miss Flite was “made ill by the distress and agitation” (198) she felt about a death by poison in her own house. To suggest the real cause of her lunacy, however, Dickens seems to depend on the traditional dictum that fools and madmen speak the truth. Her lunacy stems from her memory loss as a result of her expectation of the judgment in her endless Chancery case: “. . . my memory has been drawn out of me, with everything else, by what I mentioned. Ve-ry strong influence, is it not?” (500) Considering her memory skills, her amnesia must have been triggered as a defense mechanism against the stress created by judicial procrastination in the Chancery case. The Court of Chancery has had so strong an influence as to drive many other trial-obsessed people to madness, including Richard Carson, a pathetically indecisive ward of John Jarndyce: “Call it madness, and I tell you I can’t help it now, and can’t be sane” (620). Like gambling, a lawsuit provokes a chronic relapsing disorder, and the dependency syndrome makes it extremely difficult to quit. The trial-obsessed are forced to keep up their unreal expectations of winning without reflecting on their actual experiences of loss in terms of legal costs.
Paradoxically, however, this madwoman is as wise as any, in that she is the most aware of the strong influence of the Chancery. It is of pivotal importance for the reader to catch the implied values of Dickensian idiots and lunatics and their raison d’etre. In his view, idiocy and lunacy often go hand in hand with unintentional irony-unintentional for the idiotic and lunatic characters-against the apparently sane people around them. Dickens deploys Miss Flite as a so-called wise fool to share the unintentional irony with the reader. The irony subverts the very reliability of the narrator Esther Summerson who, though unawares, puts Miss Flite’s discourse out of court: 
“Why, good gracious,” said Miss Flite, “how can you say that? . . . You must be rambling a little now, I think, if you don’t know that this is the great reason why titles will always last in the land!”

I am afraid she believed what she said, for there were moments when she was very mad indeed. (501)
Miss Flite insists that Woodcourt should have a title bestowed upon him for his generous and gallant deeds during a terrible shipwreck in the East Indies. Her insistence, it appears, is intended as an ironic comment on the custom in England not “to confer titles on men distinguished by peaceful services” (501). Moreover, whether Dickens intends it or not, it turns out a dramatic irony directed at the values of Esther Summerson who espouses that custom. Miss Flite suspects the heroine of “rambling a little” to the point of lunacy, but the narrator Esther sets her discourse aside by identifying her as “very mad.”4 Audrey Jaffe regards Esther’s self-effacing narration as serving “both a narrative and a characterological purpose, enabling her to structure her narrative and her character without appearing deliberately to do so” (132). However, there is little doubt that such a self-effacement, added to her own confession in the narrative that her experience was “very limited” (621), undermines the reliability of her allegedly rational narration when, for instance, she tries in vain to convince Richard about the madness of being absolutely obsessed with his fervent hopes for a quick settlement in the Jarndyce case.

4. Memories of Love and Hate
     Memory is always a matter of special concern to Dickens. Memory of their childhood is the master key that opens the doors to the hearts of emotionally imprisoned adults. Dickens seems to have a paradoxical belief that many of the effects of unhappy memories are beneficial. In Nicholas Nickleby, he does not so much develop the theme of memory as condenses it in the interpolated story “The Five Sisters of York” (Figure 3). The sisters are “all busily plying their customary task of 
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embroidering” (58) which, denounced by a black monk as wasting precious hours without purpose or object, is a beneficial tool for memory to Dickens: “. . . memory, however sad, is the best and purest link between this world and a better” (65). The embroidery work of their memories is done with Ariadne’s thread of love and fellow feeling, which connects their present to the past and binds their hearts together into a small and close-knit community for the future. Lucie Manette in A Tale of Two Cities is also seen knitting with “the golden thread which bound her husband, and her father, and herself, and her old directress and companion, in a life of quiet bliss” (74). Dickens uses knitting here as a metaphor not only for remembering but for Lucie’s weaving of her severed family back together in “the disjointed time” (265) of the French Revolution. 
     Mr. Redlaw in The Haunted Man finds that the gift bestowed by his phantom alter ego is a memory cleansed of all the sorrows and wrongs he has suffered. This is a fulfillment of his wish to forget the traumatic experiences. His motivation to forget is a defense mechanism employed by his mind to erase such unwanted memories; however, it has left him likewise bereft of all humanity as well as love and compassion.5 In addition, the moral amnesia conferred upon Mr. Redlaw infects those around him with a hardness of heart. Everyone he touches loses conscience, compassion, and love. Shocked and fearful of this evil contagion, Mr. Redlaw, despairing and contemplating suicide, shuts himself up in his room. This self-imposed shutdown of communication is due to the obliteration of painful memories. Memory, though, is a person’s silent communication network linking the past to the present and both to the future; the pathology of memory is manifested when the person, whether consciously or unconsciously, splits off from it. This process is to be noted in Arthur Clennam, Sydney Carton, and Philip Pirrip, all introspective characters. For them, in Diane Elam’s words, “time exists as the ghost, as the return of the repressed, in the everyday, and . . . the condition of the everyday is always haunted by the uncanniness of time, by the ghost of memory” (170). A traumatized person with a horrifying secret must confront ghosts from his past and make peace with them for a secure future.  
    What enables these characters to overcome their introspective states of mind is love-silent love-inspired by Amy Dorrit, Lucie Manette, and Joe Gargery, respectively. Love is what ultimately restores the traumatized heroes to wholeness; it rouses them and leads them away from their old, hopeless, and purposeless fates. They are regenerated by the beneficial, therapeutic, and healing effects of love. Mr. Redlaw is able to regain his memory through love, through the Christian charity and forgiveness of his daughter Milly Swidger. Milly explains to her father: “May I tell you why it seems to me a good thing for us to remember wrong that has been done us? . . . That we may forgive it” (Christmas Books, 393). No “softening memory of sorrow, wrong, or trouble” (378) can enter us until we can feel for others with the help of imagination. Dickens writes to Forster in a letter dated November 21, 1848: “. . . bad and good are inextricably linked in remembrance, and that you could not choose the enjoyment of recollecting only the good. To have all the best of it you must remember the worst also” (Letters, 5: 443).
     Nevertheless, memory is not necessarily beneficial in some of Dickens’s novels. It is presented in a more ambiguous form. Although memory must often hurt to heal, sometimes it may simply hurt, damage, or even destroy. Mr. Redlaw sensed this dangerous quality of memory and attempted to make himself impervious to it. The memory of sorrows and wrongs can lead the afflicted either to be driven to idiocy and lunacy, as discussed above, or to respond with hate and vengeance. As concerns Mrs. Clennam, Madame Defarge, and Miss Havisham, their traumatic memories are always kept fresh and are rendered injurious and destructive. For Mrs. Clennam in Little Dorrit, memory is crucial in justifying the existence of her ressentiment; “D.N.F.” (“Do Not Forget,” 355), the letters on the lining of the watch sent to her after her husband’s death, is a maxim adopted as a rule of her present actions. Her whole life is devoted to an implacable rancor and a self-destructive vendetta against the sins of her husband and those related to him. Time has also stood still in Miss Havisham’s mind in Great Expectations; since she stopped all the clocks at the very moment of being jilted on the day of her wedding, she has never forgotten about the event in order to “wreak revenge on all the male sex” (166). She fetters herself with the “mind-forg’d manacles” of her unrelenting hate and vengeance in their ironic embodiment, Satis House. Like Mrs. Clennam, she has not repressed the traumatic memory but retained (or rather, strengthened) it for what is most vital to her present and future. This is why Helen Small is right to say: “She may have stopped the clocks, but her life is a bitter testament to the power of devouring Time” (207). This less sanguine attitude towards memory pervades A Tale of Two Cities as well. The five sisters of York in Nicholas Nickleby can be seen as opposed to the Fates in the ancient mythology, the three sisters who spin, measure, and cut the thread of life for mortals. Dickens’s knitting imagery in the historical novel admits of the interpretation of Madame Defarge as a parody of the Fates. In contrast to Lucie Manette, she purposefully and silently knits the thread of her hate and vengeance, using her knitting as a memory device to remember the names of her enemies. 
5. The Madness of Love and Self-Deception 
     On the positive side, memory awakens love and fellow feeling by dint of imagination, the full release of which Blake sought by deploring what he called the “mind-forg’d manacles.” Real love in the works of Dickens is shown as silent, inherent mostly in virtuous young women. In the case of undisciplined protagonists, such as David Copperfield, a series of bitter experiences transubstantiate frenetic love into one of “goodness, peace, and truth” (232).
     David’s love for Dora, springing from the aberrations of youth, is consistently underscored by its fanatic aspect. Witness, for example, the letter David sends her after their first major quarrel: “our love had begun in folly, and ended in madness” (490). Along similar lines, Doctor Strong’s child wife, Annie, is thankful to him for having saved her from “the first mistaken impulse of [her] undisciplined heart” (661). David’s love is precisely defined by “the first mistaken impulse.” His heart was “undisciplined when it first loved Dora” (698) and frantic enough to warrant punishment. David undergoes the punishment of sensory deprivation through whipping and confinement in a dark room for the crime of biting the hand of Murdstone, who obstructed his love for his mother. In short, this cruel stepfather’s whipping and confinement are discipline and punishment. It can safely be said that they serve as an ex ante warning against the madness of David’s forthcoming infatuation with Dora.6
     Madness is supposed to be as vital a component of love as profundity and sincerity. Frank Tallis has the right opinion: “Love must be, by its very nature, the antithesis of reason” (83). Pip’s love for Estella in Great Expectations is also characterized by madness. Miss Havisham, who he believes is an unnamed benefactor, alleges real love to be nothing but “blind devotion, unquestioning self-humiliation, utter submission, trust and belief against [himself] and against the whole world, giving up [his] whole heart and soul to the smiter” (227). As the name of Miss Havisham suggests, what she defines as real love is all sham and no mistake. More importantly still, the disease of self-deception causes Pip to absorb her self-righteous definition despite its irrationality. The difference between the two Bildungsroman heroes, David and Pip, is in the extent of their self-deception. Pip deludes himself all the more into “lov[ing] her against reason, against promise, against peace, against hope, against happiness, against all discouragement that could be” (219), because he is forced to deny or rationalize away the difference between his social class and Estella’s, which is why his love is blind and always accompanied by madness: 
All the while knowing the madness of my heart to be so very mad and misplaced, that I was quite conscious it would have served my face right, if I had lifted it up by my hair, and knocked it against the pebbles as a punishment for belonging to such an idiot. (122)
Pip’s self-punishment (Figure 4), the source of which is most likely the punishing activity of his sister who brought him up by hand, is the act of hurting himself by his own hand for the madness of his self-deceiving love. That kind of self-deception could be defined as a coping mechanism, often involuntary, as he attempts to keep unpleasant realities out of conscious awareness. 


Ross H. Dabney claims that “[Pip’s] love has been an arbitrary infatuation essentially incapable of explanation, to be understood only by reference to the madness of love” (131). However, the issue of social distinctions lies plainly at the base of Pip’s insane love. What has inspired him to deceive himself but a low and mercenary motive? Dickens hints at the motive with the hero of his last completed novel, Our Mutual Friend. In the form of a monologue, John Harmon ponders the possibility of bringing himself back to life, to “come into possession of [his] father’s money, and with it sordidly to buy a beautiful creature,” Bella Wilfer whom he loves “against reason” (372). The motive reflects what Thomas Carlyle, Dickens’s mentor, called the cash nexus intervening in the relationship between master and man with the rise of bourgeois capitalism, which was the foundation of the general ethos during the Victorian era. The deluded Pip is gripped by the fever of great expectations under the remote manipulation of Magwitch, who assures him in their reunion: “[Bright eyes] shall be yourn, dear boy, if money can buy ’em” (305). Dickens’s views of society and human beings are typically seen in the metaphor of false money that he uses to explain Pip’s self-deception: “That I should innocently take a bad half-crown of somebody else’s manufacture, is reasonable enough; but that I should knowingly reckon the spurious coin of my own sake, as good money!” (213) This monetary metaphor, undoubtedly based on the “Gospel of Mammonism” denounced by Carlyle in Past and Present (1843) as a metaphoric personification for the materialist spirit of Victorian England, suggests two sides of the same coin, which represents a person’s dual nature. To Dickens, real love and madness are conflicting forces, like God and Mammon. He describes belief in Mammon as madness and an act of self-deception; however, such self-deception ultimately explains Pip’s plight as “a good fellow, with impetuosity and hesitation, boldness and diffidence, action and dreaming, curiously mixed in him” (234). To use Harry Stone’s words, Pip is a “wayward vulnerable man poised between good and evil” (304).
The original title of Little Dorrit was “Nobody’s Fault,” although it effectively becomes everybody’s fault. It is not only the creed of irresponsible government in Victorian England that is to blame, but the fault of self-deception that permeates Victorian society, as well. Self-deception has something for everyone of all ages and from all countries. We seldom see the world around us as it really is. Our memories are made treacherous, and our true motives are obscured. Self-deception allows Pip to ignore his low and mercenary motive and see le beau ideal in Estella, even when his ideal type of excellence may not be there. Q. D. Leavis maintains that Pip is designed to be “representative of the ordinary man, but with greater sensitiveness so that he cannot rest under the load of guilt and shame that other ordinary men managed not to notice” (330). Pip is the apotheosis of the mid-Victorian Everyman, and his self-deception evokes our empathy although his love is characterized by blindness and madness. 
6. Masochism and Heroism
     Apart from the social class factor, masochism must be also taken into consideration as a psychological factor in the discussion of Pip’s mad love. Masochism informs what Miss Havisham defines as real love. Such masochistic madness was very likely an underlying psychological problem for Dickens, as ascertained by an occurrence of 1857 when his relationship with Ellen Ternan started, despite twenty-seven years’ age difference, after their joint participation in The Frozen Deep.

     Dickens elsewhere delves more deeply into the madness of love. The crazy love of Bradley Headstone, a self-made schoolmaster in Our Mutual Friend, is practically based on masochistic pleasure, “a kind of perverse pleasure akin to that which a sick man sometimes has in irritating a wound upon his body” (546). His frenzied love for Lizzie Hexam is nothing if he is not the other person in a love triangle with the indolent barrister Eugene Wrayburn, who is a target for his hate and vengeance. This madness is largely due to Headstone’s obsessive self-laceration. That is to say, Wrayburn is all the more indispensable to Headstone, because the barrister plays the role of a sadistic personality, “goad[ing] the schoolmaster to madness” (542).

     John Jasper in The Mystery of Edwin Drood, as well, often takes masochistic pleasure in the love triangle that is formed with the eponymous character and his betrothed Rosa Bud:

“. . . in the distasteful work of the day, in the wakeful misery of the night, girded by sordid realities, or wandering through Paradises and Hells of visions into which I rushed, carrying your image in my arms, I loved you madly.” (219-20)

Jasper reiterates the sentence “I loved you madly” as many as five times in the confession of his love for Rosa. His frenetic love is clearly derived from a masochistic irrationality; he asks her not for her love but for her “hatred,” “rage,” and “scorn,” asserting that she is “more beautiful in anger than in repose” (220). “Paradises and Hells of visions”-the dream world into which he transports himself through opium-give him incomparably greater masochistic pleasure than the wakeful world of “sordid realities.” Dickens uses opium, as well as “drunkenness” and “animal magnetism,” to produce “two states of consciousness which never clash” (20), and this may explain the mechanism of Jasper’s masochistic madness in the visionary world. The reason is obscured as to why Jasper hurries to a Limehouse opium den in London after following Edwin and Rosa in a stealthy manner (152-53), similar to Orlick shadowing Pip and Biddy in Great Expectations. The most probable interpretation of Jasper’s deranged love characterized by deep masochism would be that he expands a bubble of “perverse pleasure” to breaking point in the love triangle and then bursts it to achieve climatic release in the bizarre masturbationary fantasy of the opium-den.
     Sydney Carton in A Tale of Two Cities, the barrister distinguished by dandiacal idleness and preceding Wrayburn in psychological terms, looks like a masochistic personality in a sense. Indeed, he gives up his whole heart and soul to Lucie as Pip does to Estella; however, his love differs intrinsically from that of Headstone or Jasper. Generally speaking, acting as a substitute for the prisoner sentenced to death is “madness” (333), as Charles Darnay calls it, in a surprise attempt to escape from the jail cell. However, Carton is far from such “a subject for the mad hospital” (30) as Gaspard, a Parisian laborer who has endangered his life by scrawling “BLOOD” (28) in red wine upon a wall. Carton dictates a brief note to Darney, before taking his place on the guillotine, so as to avoid the danger of writing and thereby to keep Lucie and his daughter safe (Figure 5). To put it another way, Carton follows the dictates of reason in his circumspection. It is superior reason in tact and intelligence. 


     No less important is the fact that Mr. Stryver, whose success is all thanks to Carton’s secret labors, calls him “Memory” (81). In order to know the importance of remembering, further attention must be paid to the phrase “Memory Carton,” which Dickens included in a list of possible titles for A Tale of Two Cities. This title attaches peculiar significance to Carton’s brief note: “If you remember . . . the words that passed between us, long ago, you will readily comprehend this when you see it. You do remember them, I know. It is not in your nature to forget them” (334). Since Carton’s love is strategically delineated as silent, the reader can see everything there is to be known about it. His love and metaphysical silence, transcending time and space, would be translated by Lucie using the code she shares with him. Memory is a way of changing the past into a source of love and hope for the future. Dickens connects the power of memory to “the vigorous tenacity of love, always so much stronger than hate” (350). The French Revolution is just the embodiment of hate and vengeance to him. The paradox he sets up in the novel is that, as Bert G. Hornback notes, “love is finally a radically better means of changing the world and ordering the chaos than revolution is” (118).
     The self-sacrificial death of Carton results neither from “a wild infection of the wildly shaken public mind” (267-68) nor from the collective madness Dickens discerns in the masses, which provokes even a revolution. Obviously, for the purpose of keeping Carton’s love away from such madness, Dickens had no alternative but to depict it as inseparable from the type of love of Christ on the cross. Far from the madding crowd, Carton’s self-sacrificial love rises above a world turned upside down by the Revolution in which sanity and insanity are almost indistinguishable. Renunciation of one’s life for the sake of another might be a form of masochistic madness. However, true heroism must involve self-sacrifice for all concerned in times of revolution and war. Carlyle kept issuing a warning against the idiots of a facile society, believing that the failure of the Revolution was owing to its lack of heroes. Although an idiot boy, the title character of Barnaby Rudge, centering on the Gordon Riots,7 brings to his public execution a “proud and resolute bearing, [which] might have graced some lofty act of heroism; some voluntary sacrifice, born of a noble cause and pure enthusiasm” (593). What interests Dickens most is not the heroism of a revolutionary leader who dies for all the people; rather, he places more value on the sacrificial heroism of a silent character struggling, unnoticed by all (but a loved one), in a corner of the historic bustle.
Carton is portrayed as a Carlylean hero who lives “in the inward sphere of things, in the True, Divine and Eternal, which exists always, unseen to most” (Carlyle 155). As Ruth Glancy points out, “it is memory . . . inspired by Lucie that eventually brings about the change of direction in him” (84). Lucie has removed the “mind-forg’d manacles” from Carton, who assumed a mask of dandiacal idleness for his repressed memories of the dark past. She is the only person that understands his potential for goodness within his dreadful life of apathy. A feeling of satisfaction with his own survival in the memories of Lucie determines him to die with the acceptance of God’s will and love. His self-sacrifice makes him a Messiah figure. Such heroism allows him to transcend the body and material substance of his time and space. A memory of Carton’s love will be eternally present in Lucie because the memory of love never grows old. 
Notes
1 All quotations from the novels of Dickens are taken from the Oxford Illustrated Dickens edition.
2 John Glavin considers Dickens himself to be an idiot savant, meaning that “we should treat him not as a genius in the Romantic sense but as a monstre sacré” (14). The imagination of the Inimitable (Dickens’s immodest self-entitlement) is characterized by Mr. Pickwick’s phrase “[e]ccentricities of genius” (407). The eccentricity of his imagination, usually conspicuous in his use of metaphors and similes, is not the result of his madness but the expression of his originality transcending all cultural and social norms.

3 Krook, the rag-and-bone dealer and landlord to Miss Flite, can also be a lunatic with the same memory skills (200). She says that he has no wish to sell strange lumber he bought piecemeal “in consequence of being a little-M-” (56). His activities imply the madness of the acquisitive society in which the craving for material things seems never satisfied.

4 Esther rejects Miss Flite’s speech as incoherent and meaningless, but the madwoman’s discourse is intended as a preliminary suggestion of a priori knowledge she has, of her innate and congenital ability to get through to the truth. This intention bolsters Shoshana Felman’s argument: “Madness integrated into literature immediately raises the question of how the unreadable can as such be read: How and why does nonsense produce sense?” (104)

5 Estella’s warning to Pip against loving in Great Expectations means that her heart has been expunged of “softness,” “sympathy,” and “sentiment” by the repression of early traumatic memories: “You must know . . . that I have no heart-if that has anything to do with my memory” (224).

6 Whipping and dark-room confinement were approved treatments for madmen in the times of Shakespeare. The conceited Malvolio, Olivia’s steward, when duped into believing she loves him, behaves so erratically that he is assumed to be mad and then imprisoned in a dark room (Twelfth Night, 5.1.301-10). Rosalind, disguised as a man, wants Orland, who is in love with her, to learn: “Love is merely a madness, and . . . deserves as well a dark house and a whip as madmen do” (As You Like It, 3.2.388-89).

7 Many psychological readings of Barnaby as a holy idiot fail to notice the symbolic function of idiocy. Patrick McDonagh is justified in arguing that “Barnaby, as an idiot, provides a useful metaphor for an unruly crowd deficient in proper leadership, which is much how Dickens represents the Gordon rioters” (181). 
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Figure 1: Blake’s watercolor illustration of “The Man in the Iron Cage” for an edition of John Bunyan’s The Pilgrim’s Progress. The naked man appears to be sitting with the manacles put on his ankles by his own hands in the cage, his body’s only real dress. 








Figure 2: David parting from Mr. Dick at the corner of the street; Mr. Dick’s great kite is at his back. Illustrated by Fred Barnard.





Figure 3: The Five Sisters of York. The monk describes the five sisters seated on the grass, with Alice in the center, all busily embroidering. Illustrated by Phiz.





Figure 4: “Ill used.” Pip’s self-punishment reveals his mad, self-deceiving love for Estella, a madness of passion that contrasts the honest and self-restrained love he receives from Biddy. Illustrated by F. W. Pailthorpe.








Figure 5: “O Miss Manette . . . think now and then that there is a man who would give his life, to keep a life you love beside you!” (146) Illustrated by Fred Barnard.
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