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Abstract

This article draws on Thackeray's appropriationtte apparatus of theatrical culture in
order to examine the complex negotiation of pupécformance and private life engendered
by the practices of dandyism in the period Pendennisthe figure of the dandy appears
inherently artificial in its reliance upon spedta@nd display, yet it also enables self-
creation and the maintenance of privacy. Differgmies of the dandy are isolated in the
novel as forms of masculine performance to beousty emulated or rejected in the
formation of individual identity.

While Thackeray is often considered to be scaptaf dandyism, his sustained
employment of dandiacal personas in this noveyests that his view of such performative
practices was more ambivalent. Costume here offersallure of display to both fictional
characters and actual readers, while retainingt@entially impenetrable barrier between self
and society. In a society that seems at oncesterf@ culture of surveillance and spectacle,
and to retreat from such theatrical practice astimentic and artificial, such close attention
to dress may be considered as simultaneously casply vulgar or effeminate, and
cautious or protective. In the novel examined h&hackeray charts the development of his
hero with an emphasis on the role of costume énetkperience of masculine identity. In
doing so, this article suggests, the text engagan exploration of performance as privacy.

Through an exploration of the dual influences afgey and performance, W. M.
Thackeray's?endennig1848-50) identifies the ways that male youthlakedo create
and sustain authenticity by means of negotiatiotwéen public indulgences or
physical pleasures, and the moral values of thendagh emphasised the primacy of
interiority. Loosely adhering to the generic forrhthe Bildungsroman the novel
charts the fortunes of its eponymous hero from umgversity years, to dubious
success as a writer for the periodical press. &kienarrates Pen's various forays into
love and friendship, concluding with his marriage ltaura Bell, who exerts a
stabilising influence over the young maendennignay be seen variously to draw
on, or set itself against, popular and theatriedliperformances of masculine types
governing masculine development and the sociabisadf young men in the mid-
Victorian era. Thackeray's novel may be seen axample of a growing acceptance
in this period of the male body at its most obvlgusexually fraught epoch. The
physiological changes of puberty hold an obvioupeap for the emotional and
psychological response elicited, and for the maweatds social integration and
participation that such a process may herald, qdsily for male youth of the
middle classes.

Pen's narrative development represents a growwagesess of a social cohort
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that gains increasing visibility in mid-Victorianriing: adolescents. His youthful
body is manipulated by Thackeray to indicate thecarious balance between public
and private in youthful male experience, as adelese emerges in the novel as a
discrete age group responding to newfound free@dorasult of the move away from
the parental home, and to the difficulties in faggian adult male identity in the
wider world. Contemporary attempts to understare wlays that adolescence was
constructed in this period placed a greater emphasiits evolution as a social and
cultural response rather than just a biological erative, leading to recent
observations that nineteenth-century adolescenae thae response to an observable
fact — the fact of a youth culture’, that it was a iabcole’, or 'a socio-cultural
construction’, rather than a period of purely ptgschange heralded by puberty and
experienced in the same way by each generatiiinis 'social role' or 'youth culture'
is clearly gendered ifPendennis producing coded types of masculinity through
examples of the clothed male body on display.

Thackeray charts the history of his protagonisthiwr Pendennis, with careful
attention to both the individual and cultural sigrance of his physical presentation,
and the reader is introduced to the different $daiactions of the male body. Pen's
body is variously represented as a cover or sceehighly visible source of pleasure,
a means of self-display and ornamentation, or ea®ra disguise. Costume, as a
visual indicator of the body beneath, thereforeolb@es a crucial part of Thackeray's
interrogation of male development and exploratiamawing attention to the
performances of masculinity in the social arena.

The novel draws frequently upon theatrical geiaras tropes recognisable to a
mid-Victorian reader. This extends from the usepahtomime imagery in the
vignettes at the start of chapters and referermce=al contemporary figures of theatre
and melodrama such as James Quin and Sarah Sidaorigtional characters
associated with the stage, such as the musiciars Bom the provincial actress with
whom Pen falls in love, Emily Costigan or "the Faihgay". While much of the
allure of theatre is later exposed in the novelsaam and artifice, forms of
performance and theatrical suggestion remain aceoaf apparent fascination for
both the young hero and for the authdn particular, costume, or dress, features as a
persistent reminder that the theatricalising gadst® in polite society beyond the
stage, and that flamboyant costume serves a culpurpose in the formation of
identity in everyday life, as well as for the drdaimgurposes of play or production.

1 John Demos and Virginia Demos, 'Adolescence sidfical Perspectivelournal of Marriage
and Family 31 (1969), 632-8 (p. 638); Jenny HdMblic School Literature, Civic Education and
the Politics of Male Adolescen¢€arnham: Ashgate, 200&. 8; John SpringhalGoming of Age:
Adolescence in Britain, 1860-19¢Dublin: Gill and Macmillan, 1986), p. 8.

2 Critics such as John Carey have noted Thackdrdagi®st in theatrical forms of entertainment,
from plays and pantomimes to ballet and opera.J8ba CareyThackeray: Prodigal Genius
(London: Faber & Faber, 1977), particularly chafi@n Theatre'.
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As Emily Allen has outlined, ‘theater provided th@vel with an unstable opposite
that served both to repel and attract.'3 Costun@atining is isolated in Pendennis,
especially in relation to masculine performance aeselopment, as not merely
functional, but as enabling a complex negotiatibthe boundaries between social
spectacle inviting the public gaze, and interioatyprivacy. The binary of public and
private evinced in the discussion of dress in tit$ may be seen as a response to this
tension between the individual, isolated practiteavel-reading, and the collective,
communal experience of theatre-going and publitoperance’

In each stage of his career, whether first love time at Boniface College, or
his forays into the bohemian London of the literaman, Arthur Pendennis is
provided with a new opportunity for self-creatitmoth in the visual terms of his self-
fashioning and in terms of his experience and syem® (it is to be supposed)
character development in the novel, as he leaoms &ach new scene of his life:

Mr Pen said that anthropology was his favouritespity and had his eyes always
eagerly open to its infinite varieties and beauteemtemplating with an unfailing
delight all specimens of it in all places to whicé resorted [...] And, indeed, a
man whose heart is pretty clean can indulge inghisuit with an enjoyment that
never ceases, and is only perhaps the more keandet is secret and has a touch
of sacéness in it; because he is of his mood andbutanely, and apart though not
alone:

Pen, as an occasional student of ‘anthropologgerebs those around him with the
same interest and amusement as that of the redmder studying him. The process of
observation or spectatorship, however, necessamelgtes a distance between subject
and object, and Pen finds that this 'pursuit’, @/kijoyable, is nonetheless isolating.
By creating for his young hero this literary wordll of other fictional people,
however, Thackeray allows Pen to create an idemtdy just through his own

3 Emily Allen, Theater Figures: The Production of the Nineteendm@ry British Novel
(Columbus: Ohio State University Press, 2003),.p. 7

* Thackeray's reliance upon the theatre as a sofiroaterial for his journalistic work in
particular, has been noted by Ann Horn in 'Thed®uynalism, and Thackeray's "Man of the World
Magazine™ Victorian Periodicals Reviewd2:3 (1999), 223-238. Horn draws attention to
Thackeray's self-conscious performance as authtorddr the Cornhill Magazine, although the
relationship constructed between the theatre ariddieal press may also be read iRtendennis
Richard Salmon has also noted the 'wilfully supgafiand theatrical aspect of Thackeray's
representation of fashionable society’, in his bablkam Makepeace Thackergyavistock:
Northcote House, 2005), p. 57.

> William Makepeace Thackerayhe History of Pendennis: His Fortunes and Misfoes, His
Friends and His Greatest Eneprad. and intr. by John Sutherland (Oxford and Nevk: Oxford
University Press, 1999), p. 588. All subsequerdgrezices are to this edition, incorporated in the
body of the text.
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experiences, but also by distinguishing himselfd(&is body) in relation to other
characters, or by imitating the physical preseotatf those around him: Pendennis
was a ‘clever fellow, who took his colour very mdaffom his neighbour, and found
the adaptation only too easy' (p. 476).

Pen's mimetic capacity for 'adaptation’ figures $elf-conscious presentation
in terms of theatricality or performance. The canstpossibility of comparison or
contrast is what Peter Brooks Body Work: Objects of Desire in Modern Narrative
identifies as an erotic dynamic. He states that:

The relation to another body is repeatedly presemevisual terms, and the

visual as applied to the body is often highly enstd, a gaze subtended by
desire. The desire can be a desire to possesslsm@ desire to know; most

often the two are intermingl€d.

Through a process of coveting, emulating, or digtishing himself against the
bodies of the men that surround him in his fictiog@aciety, Pen creates a complex
web of display and appropriation, in which he igaeled by the reader as 'apart,
though not alone' (p. 588), and alienation becoaessitive, formative force. The
interchange between desire and knowledge that Bradéntifies develops as Pen
matures, and the resulting self-consciousness sll@an to see his physical self as
both a private and a public body. By regulating mmsage, and adapting the
presentation of his body through dress, occupalomation and company, Pen learns
confidence in both how he sees himself and hovs Ipeiceived by those around him.
Balanced against Pen's scopophilic urge, or eseticdesire to see those
around him, is his developing awareness of hinesedf the figure that he presents to
any chosen audience. Pen's initial, and hesitdt@mpats to make himself a more
noticeable figure in his community, are often asgsed with the theatre, or with
different forms of theatrical display and performansuch as burlesque or
harlequinade. It is a typical of Thackeray's fintithat dress frequently indicates
character, or reveals an individual's charactegstin an echo of the significance
accorded to dress in Thomas Carlyle's esotericopbyhy of clothes irSartor
Resartug1838), J. C. Flugel writes in his work on thetbiig of fashion:

Apart from face and hands [...] what we actually aed react to are, not the
bodies, but the clothes of those about us. Itamftheir clothes that we form a
first impression of our fellow-creatures when weetrthem’

Thus, in Pendennis Blanche's pale costume, Foker's outlandish aigthi

6 Peter BrooksBody Work: Objects of Desire in Modern Narrati@ambridge, MA and London:
Harvard University Press,1993), p. 11.
7 J. C. FlugelThe Psychology of Clothe@ew York: AMS Press, (1950, reprinted 1976)1%.
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Warrington's jacket and Major Pendennis's canegrbecemblematic of themselves
as individuals, or symbolic of elements in theiacter. Blanche, who wears 'a dove
colour, like a vestal virgin', is blankly white, thelothing providing a carefully
chosen screen of impenetrability, and Major Penidg&nnane and corset declare both
his age and his reliance ¢a modeof an outmoded and bygone era (p. 270). Both
declare the body's presence, and obscure it. Gldib&l various functions, and as
well as obscuring the body, they also ornament llody; costume transmits
information about the person wearing it (such assl wealth, occupation, gender,
age), allows for the symbolic use of items of dremsd also provides crucial
opportunities for self-creation.

Thackeray's novel, filled as it is with morallyldaus men staking claims to
fashion, is often cited as an example of the wstelisapproval of dandyisfh.
Pendennis's consciousness of his apparel and ¢eermment do seem to suggest
that such concern for appearance is a corrupticg, Viowever, Thackeray's focus on
clothing suggests a more ambivalent attitude towvatdndyism. Pen's friend and
mentor Warrington gently teases Pen about his erkeaesconcern over his
appearance. In comparison, Thackeray apparentlgrestt store by the jacket as
worn by Warrington, so much so that Ellen Moers baggested that, 'the rough,
manly, unadorned jacket was becoming a moral symidlhackeray; it was the
costume of a gentlemahThe value of the jacket, for Thackeray, was itapdicity
and functionality as an everyday garment.

Warrington, as Pen's mentor, is often seen as practical, steady, and honest
than his young companion, all of which may be gkexbin his lack of fine tailoring.
This is in contrast with the moral ambiguity of MapPendennis, who is often cited as
suggestive of Thackeray's dislike of dandyism.dmparison with the honest, jacket-
sporting Warrington, it is not only the previousgeation in whom signs of foppish
appearance suggest a suspect character. The Majohia superannuated friend
Viscount Colchicum represent an older and outmdded of dandyism, and provide
Pen with examples of a style of masculinity affdcie his father's time, complete

8 This is an idea touched upon by, for exampleetiMcMaster inThackeray: The Major Novels
(Toronto: University of Toronto Press, 1971), whatas that 'the society satirizedRendenniss

that of the dandy' (p. 65). More recently, howeVéackeray critics are becoming sensitive to the
complexity of the author's attitude towards danalyisuch as Robert P. Fletcher, in 'The Dandy and
the Fogey: Thackeray and the Aesthetics/Ethich@Literary Pragmatistnglish Literary

History, 58:2 (1991), 383-404, who suggests that 'the galamdy stands as individual,
independent of the social conventions of family amak, and, in the metaphors of Thackeray's
universe, as the figure of self-creation’, (p. 4@id Claire Nicolay in 'Delightful Coxcombs to
Industrious Men: Fashionable Politics@ecilandPendennis' Victorian Literature and Culture
30:1 (2002), 289-304, who observes that ‘dandyisvesl as a nexus for the declining aristocratic
elite and the rising middle class, a site wherédnawas transformed by the dialectic interplay of
aristocratic and individualistic ideals.' (p. 289).

9 Ellen MoersThe Dandy: Brummell to Beerbohiew York: Viking Press, 1960), p. 203.
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with corsetry, padded shoulders, and multi-layeyesht-coats as well as other, more
ornamentalaides de toilette¥’ The Major, as explicit guardian of the young man,
may be seen as occupying a paternal position atioel to Pen, as he takes on the
role of father to his nephew, providing Pen witflated ideas about his position in
polite, aristocratic, society. For Clair Hughes:

The Major serves as both role-model and warnind\rihur Pendennis, the
novel's unheroic hero, whose career across thel mwharted in a series of
exquisite outfits which throw no very favourablght on his charactét.

Major Pendennis's dandyism provides one represemtaif manliness, which
contrasts with that of Warrington, and offers onedm of performance for Pen to
follow or reject in the text as 'both role-modedamarning’. Being close to Pen in
familial terms, he is naturally a significant ingluice in Arthur's life-choices and
general code of conduct.

Henry Foker also turns out to be an influentialifgfor Pen. Initially styled as
possessing a 'loud and patronising manner," Fakaniold schoolfellow of Pen's,
who has changed markedly in the course of a year:

A youth [...] now appeared before Pen in one of thos#umes to which the
public consent [...] has been awarded the title wtls' He [...] wore a fur

waistcoat laced over with gold chains; a greenasugy coat with basket
buttons, and a white upper-coat ornamented witkestplate buttons [...]; all

of which ornaments set off this young fellow's figuo such advantage, that
you would hesitate to say which character in life imost resembled, and
whether he was a boxen goguetteor a coachman in his gala suit. (pp. 38-9)

Even to Pen's untutored eye, his former acquaietaneulgar, brash, and overly loud
in his appearance. The colloquial appellationwtlf suggests that Foker appears as
a person of rank, although his behaviour may belems or ungentlemanly.
Nonetheless, his family's wealth and connectiondisnmother's side make Harry
Foker a suitable friend in the eyes of Pen's unel® encourages the alliance. Pen's
initial reaction is soon forgotten, too, in the gutial for personal reinvention that he
recognises in Foker. For all its vulgarity, Fokgesformance of dandyism suggests a

10 Major Pendennis encapsulates the style of damdgiade popular by King George 1V, both
during his period as regent and in his reign. Forarspecific examples of the evolution of fashion
between 1810 and 1850, see C. Willett Cunningt@hRhyllis CunningtoniHandbook of English
Costume in the Nineteenth Cent(icpndon: Faber and Faber, 1959). Although ratlaedi this

text still provides a detailed account of dresthmperiod, as does Norah Waug@hgeCut of Men's
Clothes, 1600-190(Q_ondon: Faber and Faber, 1965).

11 Clair HughesDressed in Fictior{Oxford and New York: Berg, 2006), p. 7.
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social prominence that Pen envies. The excessigeuaements which adorn the
person of this young visitor signify to the realfeker's aspirations of dandyism:

It was in vain that Pen recalled to his own minavistupid Foker used to be at
school — how he could scarcely read, how he wasglaanly in his person, and
notorious for his blunders and dullness. Mr. Fokas not much more refined
now than in his schooldays: and yet Pen felt aesqmide in strutting down

High Street with a young fellow who owned tandemasked to officers, and

ordered turtle and champagne for dinffer.

It is this brand of dandyism, the loudly-dressatifiaial, consciously performative
form of dandyism, with which the modern reader e&rhaps most likely to be
familiar, rather than the understated elegancestarét simplicity of the early regency
period with which George "Beau” Brummell's name lcasne to be associated.
Foker, like a younger version of Major Pendenngsjofirs the more flamboyant,
ostentatious costume typified by the latter yedrthe regency and of King George
IVs reign which, in Thackeray's eyes in particuveas more morally ambiguods.

Thackeray's ambivalence about the vulgarity opfsipness which, partly as a
result of the influence of Pen's friend Foker armgluncle, is frequently adopted by
young Pen, becomes visible throughout the novelileVh remains a largely
innocuous vice in itself, Thackeray nonethelesslteiln attach moral stigma to such
excessive concern with adorning the body, a theimehnoccupies several entries in
his Mr Brown's Letters to a Young Man About To(®849) and is recurrent in his
essay 'Men and Coats' (1841), among other conisito contemporary journals.
Ellen Moers states that:

In the course of describing his own youth as thstony of Pendennis,
Thackeray came to the conclusion that dandyism nedlsing more nor less
than selfishness raised to thte degreée?

Such selfish concern can bode ill for other arddigey and Pen is frequently accused
of selfish and narcissistic tendencies. Thackeraga reduction of dandyism to
'nothing more nor less than selfishness', howeseegms unconvincing, as the
articulation of dandyism in the novel appears tonhere subtle than the simple

12 Ibid., p. 39.

13 See Cunningtojandbook of English Costume in the Nineteenth Genfyp. 77-226. In

addition, Anne Hollander and Clair Hughes have loiigtinguished Brummell's style of dandyism
as emphasising simplicity, cleanliness, and impgleclbehaviour. Claire Nicolay has similarly
commented that Brummell was 'the primary archibéctandyism' and that he 'developed not only a
style of dress, but also a mode of behavior arlé stywit that opposed ostentation.' ('Delightful
Coxcombs', p. 289).

14 Moers,The Dandyp. 212.
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equation of modishness with self-obsession andsaaial behaviour. Thackeray's
dandy is invested with an admirable sense of se#franess, although the difficult
balance between confidence and egotism in suchonpesthce is what draws
Thackeray's attention.

As indicated above, the gaudy dandy is the typdasfdyism which is most
well-known, although the spirit and elegance of djasm were more accurately
embodied in the style of Brummell, whose emphasisature rather than artificiality
may be perceived by Thackeray as a more mascuiguepus enterprise that seeks to
discipline theatrical culture, and therefore maspeectable and worthy of emulation
than louche foppery. Brummell emphasised the nhatimas of the body, and
demanded that tailoring should fit the body inntgural form (without the aids of
devices such as buckram-wadding or lacing), andeated sobriety in both colour
and cut, favouring navy blue or other dark colaarsis coats. His idea of sartorial
sophistication valued the body and, above allcieanliness. While Thackeray is
more severe on the theatrics of "butterfly" danehyighe vigorous manliness of
Brummellian dandyism was a form of attire and adk& towards the body that he
does not entirely disparage. Thackeray muses iadsay 'Men and Coats', that:

A man who is not strictly neat in his person is anthonest man. [...] A man
who wears a dressing-gown is not neat in his petsisrmoral character takes
invariably some of his slatternliness and loosenésss costume®

It is this element of neatness, honesty, and s&#s that is of such value to
Thackeray in Warrington's jacket. Care in dressihgpt taken to excessive lengths
and applied to vulgar costume, may be a positieeneht reflecting good character.
Pen's dandyism, then, is not necessarily indicaitfvaoral laxity, as due attention to
one's self-presentation may be beneficial duringlestent development, both as a
means of self-creation, and as an expression oactea.

The position of the male adolescent as regardpubkc and private spheres of
Victorian society is fluid and unspecified. Penrgieethe first half of the novel firmly
attached to his family home of Fairoaks, whereiesla relatively quiet country life.
On moving to London, however, Pen leaves his cbiddhhome, and instead lives
with George Warrington in shared accommodatiomenWpper Temple. While Lamb
Court provides Pen with a space to work and sléap, referred to as two sets of
‘rooms' rather than "home", and Major Pendennsh@xked at his nephew's new and
distinctly humble abode in the city (p. 359). P@ver entirely moves away from his
home and family. He remains throughout most ofrtbeel belonging to neither the
external social sphere or to the private domesiadm, suspended between the two
and occupying the liminal position of bachelor gavith Warrington.

Pen's isolation echoes similar experiences of gtbeng men in the process of

15 Thackeray, 'Men and Coats', Vol. XMJorks p. 334.
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social assimilation, before finding a suitable rads social participant. His
psychological separation from those around himyel$ as his choice to distinguish
himself from others through his dandified dressgmnigy this lack of involvement in
others' lives:

Neither did society, or that portion which he saxcite him or amuse him
overmuch. [...] He was too young to be admitted asqral amongst men who
had made their mark in the world, and of whose eosation he could scarcely
as yet expect to be more than a listener. And he taa old for the men of
pleasure of his own age; too much a man of pleasurdhe men of business;
destined, in a word, to be a good deal alone.dp) 6

Pen, who is 'destined to be alone’, being both ytmang' and 'too old’, belongs to
none of the social groups identified as appropfi@atenale youth in this period and is
therefore cast in the role of an observer. Thisnteaiance of a psychological distance
from those around him, however, is in fact its okind of participation in a
community of experience felt by similar youths e tsame situation. A separation of
self from others, especially by means of clothiingm those to whom the individual
(such as Pen) is attached, (for example Helen ord)a'resolves an uncertainty as to
who or what we aré® Pen is able to sympathise with, for example, Fskegnse of
loneliness and isolation in his infatuation witraBEhe Amory, as well as his choice
to distinguish himself from his fellow youths thgiuthe screen constructed from his
dandyish clothes, and each is able to recognisieeimther an emotional detachment
from the world around them as they strive to créfage own identity.

As a means of developing a greater sense of inw@weé with others, Pen
attends various social occasions, firstly in hike rof eager youth, and later as the
disengaged dandy. Such social events, Pamela Gibsrsuggested, bridge the gap
between the privacy of the home and the unchalkkggee of the public:

The social produced, mystified, mediated, and nooed the split between
public and private: it produced it by providing arena in which privacy was
performed; in so doing, it mystified the tenuousl amstable nature of the
distinction; thus, it mediated between public anggte by providing a "buffer
domain" in which the shifting distinction could lentinually elaborated and
affirmed; and therefore it provided a stage uporictvhdemonstrations of
privacy could eventually be publically monitor&d.

Pen's social engagements, such as his visits tdJhade, the Bungays, and the

16 John Harveyyen in Black(London: Reaktion Books, 1997 [1995]), p. 14.
17 Pamela K. GilberiThe Citizen's Body: Desire, Health, and the Sacidictorian England
(Columbus: Ohio State University Press, 2007),60. 7
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Clavering family provide opportunities for Pen t@wve between private and public,
which have been typically conceived as genderdieeiteminine or masculine by
Victorian writers.

Tony Chapman and Jenny Hockey have argued thdtatmethe Victorian and
the modern home:

cannot be seen as a space which is beyond the ajattee public world.
However determinedly we police the boundaries af 'puivate” space, it is
difficult to ignore or exclude the possibility afdursions into that space. The
visit of outsiders [...] brings into sharp relief theagility of the boundary
between the public world and the private donféin.

This problematic privacy of the typically "privatgpace, it has been suggested by
Peter Brooks, is made doubly unstable through teegmce of bodies within 'i. In
the same way that the interior of the home atpkrsod is carefully constructed so as
to separate public from private, then, the youndentedy in Thackeray's novel is
comprised of both an interior, private sense of,sahd of a more contrived,
accessible or immediate version of the individaparceived by society. Clothing or
costume creates its own boundary between the seorsr self and the exterior
presentation of the individual consciously avaiata public scrutiny. Quiet, sartorial
elegance, which ifPendennigesides somewhere between the 'rough and ready', y
honest Warrington, and Pen's attempts at fashienaphartness, provide an
opportunity for continual individual privacy evenhile on display. As Thackeray
discusses in 'Men and Coats', the right kind dbtiig may provide a sense of
comfort, self-containment, propriety, and thoughtéss so that, in effect, the private
self may be legitimately performed in public sitoas.

The male body inPendennisis inscribed as meaningful for its revelatory
ability to project developing selfhood in socialveonments. It is also, however,
valued for its facility in misleading and defledimpublic scrutiny. The capacity for
private agency and individual choice in carefulbnstructed attire suggests the
potential for authentic self-creation and intetiprin Thackeray's representation of
the youthful dandy. Judith L. Fisher ifthackeray's Skeptical Narrativerites of
Pendennighat:

The dandy-phase of the protagonist is the publrsiga of his private search
for self through love; the costume and mannerisraparformances of statés.

18 Tony Chapman and Jenny Hockey, 'The Ideal H@neisiimagined and as it is Lived', in
Chapman & Hockey, (edddeal Homes?pp. 1-13, (p. 10).

19 See BrooksBody Work

20 Judith L. FisherThackeray's Skeptical Narrative and the 'Perildtede’ of Authorship
(Aldershot: Ashgate, 2002), p. 115.
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Pen's dandification results in a projection of timgblic version of his private [...]
self' by means of self-consciously adopted ‘costameé 'performance’. In the novel,
Thackeray's emphasis on neatness and cleanlinesiress implies a hesitant
sympathy with the austerity and simplicity, as idist from the gaudy trappings of,
for example, the dandyism of Byron, Bulwer and B&dr. The preoccupation over
dress and character in 'Men and Coats' (184hg Snobs of Englan{l846-7)
Pendennig1848-50), andMr Brown's Letters to a Young Man About To(#849),
coupled with his friendship around this time withet Count D'Orsay, Lady
Blessington and the fashionable set at Gore Holisackeray seems to have been
intrigued by dandyism and its devotees, suggesirigscination that went beyond
absolute repugnance. Rather, Thackeray's intetfmetaf raiment and the dandy-
ethos, — irPendennisevident in what Fisher has termed Pen's 'dandgghinforms
the creation of an acceptable male identity duryogith. Jessica Feldman has
similarly commented on the dandy that:

He is the figure who practises, and even imperssndhe fascinating acts of
self-creation and presentation. He is the figurepafadox created by many
societies in order to express whatever it is that dulture feels it must, but
cannot, synthesize. This dandy is neither spirit fl@sh, nature nor artifice,
ethical nor aesthetic, active nor passive, malefemiale. He is the figure who
casts into doubt, even while he underscores, tg bmary oppositions by
which his culture lived*

The ability to 'synthesize' both private choice gnblic spectacle establishes a
significant role for dress in the creation of adakent identity inPendennisPen is
certainly seen to 'practise [...] the fascinatingsauit self-creation and presentation’,
first at university, where Pen himself becomesguri to be 'admired' and even
imitated (p. 224). Foker, for example, 'was exceglgi pleased at the success of his
young protégé, [...] admired Pen quite as much asattye other youth', and ‘it was
he who followed Pen now, and quoted his sayings29d). Pen becomes his own
text to be read or 'quoted’, and creates himseHinasbject of fascination, leading
other students to '‘admire and obey' despite Paodks df commitment or academic
advancement (p. 222). Pen's performance of the ydadr@ssed exquisitely and
removed from any emotional commitment, becomes batlacceptable display, but
also a source of scandal and anxiety, which playedontemporary fears about the
potential delinquency of juvenile behaviour.

The idea that the body is a legible text is simitathe discussion of the dandy
as a fundamentally 'Clothes-wearing Man' in Cady®artor Resartusin which a

21 Jessica R. Feldma@ender on the Divide: The Dandy in Modernist Litera (Ithaca and
London: Cornell University Press, 1993)
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language of 'Symbols' represents 'Articles of Favtthich combine to illustrate 'the
essential nature of the British Dandy, and the mysignificance that lies in hirf.
Clothing is conceived, for Pen, in a similar manrees a means of both concealing
and displaying selfhood. As Anne Hollander has sstgf:

Nothing is more common than the metaphorical meantioclothing, first of all
to indicate a simple screen that hides the truthmmre subtly, a distracting
display that demands attention but confounds trercgption.These notions
invoke dress in its erotic function, as somethimgttseems to promise
something elsé®

Envisaging Pen's clothes as both a 'screen’ anddistracting display' indicates 'the
promise of something else’ behind the immaculaterlaf costume and ornament. In
Pendennisprivacy is revealed as this 'something else'ithebncealed from the gaze
of the casual observer, protecting the youthfulivicdial at the same time as
advertising the self by means of theatrical spéetaicd display.

Pen's production of his own autobiographical ndxelter Lorraine and its
publication, further complicates his dual attempt salf-concealment and self-
presentation. As well as emphasising Pen's teydienespond to external sources
to prompt his development (in terms of literarylstybut also his desire to emulate
first Harry Foker, and then WarringtoWalter Lorrainenonetheless reflects much of
Pen's early emotional development:

There was not the slightest doubt, then, that disisument contained a great
deal of Pen's personal experiences, and ltealves from the Life-Book of
Walter Lorrainewould never have been written but for Arthur Pemdg's own
private griefs, passions, and follies. [...] the ygugentleman had depicted
such of them as he thought were likely to intetbstreader, or were suitable
for the purposes of his stofd).

In this fictional account of his ‘personal expecesi, Pen is able to regulate the
exposure of his 'private griefs, passions anddsllior the consumption of the reader.
Walter Lorrainereveals Pen to his readers in a carefully moddléitght (which
Warrington finds amusing, and Fanny Bolton findsamtic and attractive), without
revealing all of Pen's 'private’ experiences sb hieas still in control of this ‘private’
self. The appeal of the fictional narrative is thateems to reveal more of Pen than it

22 Thomas CarlyleSartor Resartus: The Life and Times of Herr Tedféiskh intr. By Alasdair
Gray (Edinburgh: Canongate Classics, 2002), p. 7923; p. 281.

23 Anne HollanderSeeing Through ClothéBerkeley and Los Angeles: University of Califani
Press, 1993), pp.445-7.

24 Ibid., p. 521.
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does, as it is written in the sentimental styletlud ‘fashionable novel’, and so,
because Pen's tales of heartbreak at the hantdearfora' and 'Neaera' fall so neatly
into a burlesque of the typical narrative explafsthe hero of such novels, Pen's
‘private’ experiences are effectively disguisedhamse of a 'youth' who 'will fetch
some price in the market' for, as Warrington conmsietthe rubbish is saleable
enough, sir' (p. 511, p. 519, p. 523).

'Fashionable Novelare similarly employed to reflect the egotisnileg dandy
in Sartor Resartusand are denounced as 'Sacred Books' in whictirtleesecret’ and
'physiology of the Dandiacal Body' may be glimp&e&en's promotion of himself,
among his own social acquaintance as a dandy, raridei public at large as both
Walter Lorraine, the sentimental young hero, arel dhthor ofWalter Lorrainethe
novel, emphasise his text as revelatory, but atsa means of deflecting the public
gaze away from Pen himself. Herbert Sussman, innfii@mative workVictorian
Masculinities has noted that, 'For Carlyle, the interior spat¢he male body, or,
more accurately, of the male self [...], is chardzest by unstable fluidity’®
Sussman's analysis of Carlyle's use of such larguages the 'unstable' boundaries
of the ‘hydraulic’ male body as a cause of concprnl9). Pamela Gilbert has
similarly observed a tendency of anxiety in Vic&orinarratives of embodiment:

The pulpiness within the dangerous body was alviagsatening to burst the
bounds of the skin, which defined and disciplinedividual embodiment.
Disease, lack of self-control, femininity, and meds were all aligned with
liquidity, liquefaction, and perhaps putrefactios well — those who lacked
self-control and possessive individualism wereléab melt back into a primal
flow of dangerous 00Z&.

In Sartor Resartusthis ‘primal flow of dangerous ooze' is describsdwatery, pulpy,
[and] slobbery®® Thackeray's figure of the dandy Rendennis raising as it does
fears about the effeminacy of the male body onlajsmoes not, however, define
Pen in terms of either 'liquidity’ or 'pulpinessistead of expressing concern about
the 'pulpiness [...] threatening to burst the beuofdthe skin', the integrity and fixity
of Pen's body is tested by images of water andidity' as an external rather than an
internal threat. His early emotional attachmenBtanche Amory, for example, is
reciprocated by means of Blanche's ability to 'cassponate other susceptible beings
like Pen, who had suffered too' (p. 280). Pen'sceptib[ility] is assaulted by
Blanche's 'plaintive outpourings' in the literargdeavours ofMes Larmes her

25 Carlyle,Sartor Resartusp. 285.

26 Herbert SussmakNjctorian Masculinities: Manhood and Masculine Fostin Early Victorian
Literature (Cambridge: Cambridge University Press, 199519.

27 Gilbert,The Citizen's Bodyp. 134.

28 Carlyle,Sartor Resartusp. 68.
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reflective diary and volume of sentimental poepy480):

It was a wonder how a young creature [...] shouldehsnffered so much —
should have found the means of getting at suchcaaroof despair and passion
(as a runaway boy whwill get to sea) [...]. What a talent she must have had
for weeping to be able to pour out so manyes Larmes(p. 281)

Pen is eventually able to withstand the effecti$s Blanche's tears', although other
images of water in the novel threaten to thwart$?advancement as a young man (p.
281). On being 'plucked' from Oxbridge, to therteof Pen's tutor and tradesmen’,
Pen's hat is found 'near a mill-stream; and, far-Bimd-twenty hours, it was supposed
that poor Pen had flung himself into the stream: g#2-3). Major Pendennis, when
hearing the news that Pen has been rusticateds stagrily 'You are of age, and my
hands are washed of your affairs' (p. 246). Thguage of washing, drowning, or
being swept away suggests that Pen must learnght &gainst the ‘liquidity’ or
‘pulpiness' of the social world around him, anddtfierentiate himself from the
fluidity and instability of others on 'the voyagelibe' (p. 767). Pen must struggle to
retain his authentic interiority as distinct frolretcorrupting theatrics of the social
stage.

In the process of self-definition outlined by Readolescent development,
however, Pen aligns himself with other, succesgling men whose maturation
appears more fully advanced, as well as using ctexssuch as the vulgar Sam
Huxter or foppish Mirobolant against whom to defmmself. Peter Brooks, iBody
Work contends that this process is frequently arttedlan the novel:

In modern narrative literature, a protagonist oftlsires a body (most often
another's, but sometimes his or her own) and tbdy lsomes to represent for
the protagonist an apparent ultimate good, sinappears to hold within itself
— as itself — the key to satisfaction, power, amdning’’

In this way Pen is initially drawn to his friend g Foker as emblematic of a kind of
sophistication and polish that he himself lackss Hiffair with Fanny Bolton
provides, on the other hand, an example of autbeedesire, as Pen's desire is for
‘his own [...] body', and such narcissism is at tha of Pen's subsequent illness. The
body which is constructed as the most desirabl®dn is that of his friend and
mentor George Warrington. The dynamic of their treteship is distinctly
homoerotic, and Pen's reactions to his older friargl frequently phrased with a
feminine inflection. Warrington is most frequentlifed as an example of vigorous
heterosexual masculinity in Thackeray's novelsa ggentleman without pretensions
who chooses to wear a manly jacket rather anytmoge ornamental, who claims 'l

29 BrooksBody Workp. 8.
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like to talk to the strongest man in England, @ than who can drink the most beer
in England [...] | like gin-and-water better thanref, and who likes the company of
such men 'better than that of his own class, whtseners annoyed him' (p. 376). In
comparison, Pendennis's own dandyism marks him asutexhibiting contrary
indicators about the extent of his own manlinessci{sas the rigours of self-
fashioning in the persona of the dandy, but als® ¢ffete connotations of such
attention to both dress and to self).
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Fig. 1lllustration from Pendennis, 'Pen pursuing his lstudies’
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Warrington is one of the very few characters intéw who is able to penetrate past
Pen's carefully-constructed, dandified, protectl@thing, to the private body and
personality beneath this exterior shell. This gn#ied through the private life that
they share by living together at Lamb's Court, Bpaneans of their shared history as
Boniface men and occupation as professional melettdrs. The dynamic of their
friendship, and their physical occupation of thesems, are clarified in Thackeray's
accompanying illustrations to the novel. In the tiwstrative plates that show Pen
and Warrington in their rooms, Pen is clearly fesed not only through his softer
features, but also through his posture (see figur®&<?). In both pictures Pen is on a
lower level than his friend, and is more self-caoss of his body as he crosses it or
partially obscures it from Warrington, who is mou@right and who takes an
aggressively masculine stance, with his legs apad, who observes Pen from his
higher vantage point.

Warrington's assumption of authority in their fidkship is conceived of as
natural, and it allows Pen to view Warrington's ypadciprocally perhaps, in terms of
desire. In the suggestive terms outlined by BroW¥srington becomes the symbolic
'key to satisfaction, power, and meaning," so et is both drawn to Warrington and
wishes to emulate him, adopting his mannerisms aowdipation, and, towards the
end of the novel, even by plagiarising his intenedtaura Bell (of whom he displays
littte awareness prior to Warrington's expressiaisesteem)®*® Pen's admiring
response to his friend draws on both Pen's imntgit(and so as a natural reaction to
Warrington's ‘rough and ready' performance of nlasty), and on his own pursuit
of manliness through his attempts to negotiate thering of gender boundaries
involved in dandiacal project. Pen's physical amstee Warrington's touch, for
example, parallels the hetero-normative love afafryouth:

"I think [the manuscript ofWalter Lorraing is uncommonly clever,"
Warrington said in a kind voice. "So do you, siAhd with the same
manuscript which he held in his hand, he playf@lijuck Pen on the cheek.
That part of Pen's countenance turned as redhagliever done in the earliest
days of his blushes: he grasped the other's hamdl, said, "Thank you,
Warrington," with all his might. (p. 524)

30 BrooksBody Workp. 8.
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Fig. 2lllustration from Pendennis, 'Pen hears himselpimt'
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The homoerotic subtext of their friendship, inchigliWarrington's theatrically staged
mock-chastisement of Pen, who 'blushes' and thdm&sfriend, informs Pen's
adolescent development and his struggle to findiitalsle, masculine identity to
display to the world. Warrington's cynicism and aqgmt bachelor status provide Pen
with a steady and responsible role-model. The fanat and unfashionable jacket,
simple shirt, and humble pipe of tobacco which bee@ssociated with Warrington,
are emblematic of a new brand of honest, and mgnlkylishness, which led one
reviewer for theSpectatorto claim that:

A 'healthy animalism' is still a prominent charaistiec of our better classes of
young men; and in spite of much dissipation, muemdyism, and much

pseudo-philosophy, it is no very rare thing amolngt tclass to find the best
scholglrs and the truest gentlemen neither tootdirtink beer and smoke short
pipes:

This friendship with Warrington, the wearer of th@nest jacket, in conjunction with
the value for privacy established in the text anthwhe potential for dress as a
means of both self-creation and defence, is a @rymart of Pen's experience of
maturation.

The theatrical and dandified body is central to cKesay's discussion of
masculine identity inrPendennisas an isolated individual and as part of a wider
community. Joseph Litvak has suggested that, dedming renowned for their
emphasis of privacy, nineteenth-century novelsfaneded 'in a widespread social
network of vigilance and visibility — of looking dnof being looked at — [that]
renders them inherently, if covertly, theatri¢al.This 'network of vigilance and
visibility' is translated in this text to emergeasociety conscious of constant impact
of spectacle and surveillance, which is therefagelitvak suggests, 'inherently [...]
theatrical'. To engage in the theatrical presamatf one's own body to society,
Thackeray implies ifPendennisenables the necessary balance between privacy and
display required for healthy individual developmeartd in a manner which may be
both liberating and socially legitimate.

Thackeray's novel, responding to a cultural emrrent in which masculinity
could be defined in terms of physical presencergnebility and healthfulness,
emphasises the social value placed on performariceanliness. While the potential
merit of sexual exercise forms part of the novaiksussion, the moral necessity for
physical awareness develops the erotic functiomsumes of the costumed body to
focus on forms of display as informative for maswoelldevelopment. Dandyism,

31 R. S. Rintoul, from 'Thackeray®ndennis'Spectatomxxiii (21 Dec., 1850), 1213-5 (pp. 101-
2).

32 Joseph LitvakCaught in the Act: Theatricality in the Ninetee@bntury English Novel
(Berkeley and Los Angeles: University of Califorfiteess, 1986), p. x.
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while remaining an ambivalent subject for Thackermnetheless holds a fascinating
appeal for the author in its combination of angdtrical austerity and theatrical
display. The use made of dress and costume indhel,nas part of the apparatus of
theatricality, is used not only to signify persotyabr traits of character but also to
enable self-projection as well as the deflectiontta hurtful public gaze on the
vulnerable private self, which allows Thackerayteate a complex representation of
masculine identity in mid-Victorian society. Selfriscious performance, by means of
adaptation, emulation, or rejection of the différstyles of masculinity on offer in
the novel, serves to enable and sustain an edbemniravate identity from the
onslaught of intrusive public life.
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