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Chapter 5 Part A:

The Contemporsry Hero

"The unheroic hero has become the stenderd fictionel : .
representative of the age,” 1 Some critics prefer to call
the contemporary hero & "non-hero" or an "anti-hero' but

few woﬁld dispute the truth of Gindin's stetenent. The

term Yhero' in post-war fiction has lost its heroic connote~
tions and means no more then the central character of e
novel, Since the term "anti-hero™ implies thet the hero is
ageinst something ~ snd this is not always true -~ the term
‘mon~hero " has been preferred. To define the characteristics
of todey's non-hero and to discover some reasons for his
omnipresence, it is neceséary to look at the literary,
religious, social and political changes which have affected

writers in this century and eltered the concept of the hero,

F.R. XKorl 2 finds non-heroes in some of the works of Dickens,
Thackersy, Meredith and George Eliot, but he considers that
he was most consciously developed in the novels of Stendhel,
Fleubert, Maupessent end Zole, These writers, known as the
French Realists, led the reaction of the novel to Romsnticisn.

Colin Wilson 5 asuggests that Fleubert's Medeme Bovery merks

the eactual turning point, The concept of the hero es 'sn
sristocratic Christien knight in modern dress '2, a romsntic
concept, wes repleced by a realistic picfure of contemporary
men, In the reslistic novel there is no place for the
romentic hero end the substitution of the non-hero cen be

seen as & move eway from romanticism towards reslisnm.

1 J. Gindin, Postwar British Fiction, 1963,

2 F.R. Karl, A Ropder's Guide %o the Contemporary English
Novel, 1963,

%3 Bsseys on Books and Writers, 1965.
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Discussing the effect of reslism on fiction, Seul Bellow 1
seid:
I think that realistic litereture from the first hes
been & victim literature. Pit eny ordinery individuel
- snd reglistic literature concerns itself with ordinery
individuels - egainst the external world, and the
externel world will conquer him, of course. . . . Serious
reelism also contrests the common man with aristocratic
greatness, He is overborne by fate, just as the great
ere in Shekespeare or Sophocles, But the contrast,
inherent in literary tradition, always demges him,
In the end the force of tradition carries realism into
parody, satire, mock-epic -~ Leopold Bloon.
The hero is known by his charscter and by his actions. The
developnent of the study of psychology made the creation
of a credible hero not only more difficult but elso less
desirable, for psychologicel reelism diminishes the hero,
Conred in Iord Jim described & men of whom heroism could
be expected, but he is self-destructive, a shell, and even
his finel ect of 'heroism” could be construed es the
suicidal act of & coward, There are no heroces in E.M. Forster's
novels, Joyce's Blooa is & tregi-comic figure whose non-
heroic charecter is underlined by the aythic structure of
the book. The trensformetion of the Greek hero Odysseus .
into the Irish non~hero Bloom is & striking exemple of the
affect of psychological reslism on the novel, The stream
of consciousness technique used by the Moderns focussed
attention on the inner lives of men, drewing ettention
away from their outer lives. The hero beceme self-absorbed
and inward-looking. The unconscious springs Jf his actions
were revesled and he wes seen to be motivated not by

ebstract ideal such e&s honour and e sense of feir pley, but

by primitive urges.

Xarl Marx's theories elso had sn effect on the hero of the

1 Interviewed in Writers at Work 3, The Paris Review Interviews
1563,
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novel, L.,P. Hartley 1 points out that Freud end Merx
combine "o undermine the individuel's sense of responsibil~
ity". Merx held that our actions are conditioned by the
world to which we belong, Freud that our sctions sre subject
to influences - pre-nastal and juvenile - over which we have
no control, The hero is essentislly & man responsible for
his ections: the non~hero cen sbdicete such responsibility.
R.H. Gardiner 2 holds & similer view: "Merx end Freud's
contribution wes to reduce men from & free, retionael,
responsible being of the Reneissance, to & pathetic and
sonewhet disgusting creature, sweating beneath the double
yoke of economic and psychologicel slavery.,' The effect

of this type of thinking is most merked in the non~heroes

of working-cless novels and novels about crimingls or bullies.

The hero is recognised by his actions, but in the contemporary
world it is difficult to believe in the possibility of
significent action. Religious, politicai end social

changes have mede men "less sure of progress, virtue, God,

end the independent uniqueness of his oﬁn soul."3 The
evolutionists in perticular shook man's belief in God, end

the effect of this loss of belief on the novel end

on the concept of the»hero was to further reduce the
significance of his sctions. Colin Wilson ‘noted: "The
modern decline of religion is a further resson for the

decline of the hero, For at leest the Church dignified man
by suppoging him capable of darmetion and sslvation, thereby
conferring & wcertain heroic steture on him, " A, Msuriec 5

wrote: "The collapse of the novel is due to the destruction

of this fundamental concept: the eswareness of good and evil,”

1 The Novelist's Responsibility (1967)

2 The Splintered Stage (1965)

% J. Gindin, Postwar British Fiction,(1963)
4 Essays on Books end Writers (1965)

5 Writers at Work I,(1958)
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Grehem Greene, like Wilson and Mﬁuriac a Catholic, wrote
"for with the death of James the religious sense wes lost
to the English novel and with the religious sense went the
sense of the importence of the human sct,”" These three
writers end William Golding, o professed Chrigien, heve
contined to creeste heroes in their novels, wherees atheists
or agnostics more usuelly create non-heroces, In a world
destitute of spiritual velues, sctions sre without meaning,
and the heroic action is seen as the least meaningful of
all,

The Nietzschean notion that God is deed led directly to the
view of the hero es en absurd being, Deprived of a reeson
for its existence, the universe loses all meaning, and men's
position in it becomes absurd. "The sense of metephysical
enguish at the absurdity of the human conditinn is, broadly
speeking, the theme of the plseys of Beckett, Adamov,
Tonesco end Genet," 2. The absurd hero continues to behave
es if his sctions were nmesningful, illustreting e situstion
which is essentiglly comic, The Theatre of the Absurd was
ziven its chief expression in France where Beckett led it
to its logicel conclusion, the state where no action is
possible, In Englend the comic potentiel of the Absurd
hero wes nore often recognised by dremetists than novelists,
(W.F. Siupson end Harold Pinter for example), slthough

Peter Everett in HNegetives (1964) has written an £bsurd novel,

e éoIlapsé of public labels, public ties that would help
the individuel define himself leads to men's necessary
relisnce on hinself &s the only means available,™ g This
is the Existentiel position with its insistence on "dealing

with concrete facts of experience, multiple and unsystenstic

1 Collected Essays, 1869,
2 R.H, Gardiner, The Splintered Stege, 1965,
3 J. Gindin, Pogtwar British Fiction, 1963.
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though they nay be, rather then theorizing about the general
nature of essences," 1 The effect of existential thought

on the literary hero hes been to produce a man who recognises
no velues other than those derived from his own perceptions.
Iris Murdoch, who has written & criticel study of Sertre,

hes been most directly influenced by this thinking, but its
effect is apparent on other novelists whose heroes rely

on their percsptions and distrust the abstractions which

society accepts without examination.

Both World Wars had the effect of develuing the worth of
the individual: buresucracy has had the effect of denying
hin individuelity, The non-hero is essentially one of the
magses, & little man, living in e confusing world., His
bewilderment is often a source of comedy for his creator,
but tregedy is denied hin for he has not the stature of &
tragic hero, Before the Second World War there were causes
to believe in end glering social ebuses to be ettacked,
perticulaerly poverty, unemployment snd class privilege.
With the birth of the meterially comforteble Welfare State,
poverty and unenployment were virtuaslly eliminated, which
left only the target of class privilége still stending,

A number of non-heroes, particulerly the working-cless ones,
heve ettacked it directly, but the middle-class non-heroes
are concerned less with the injustices of class then with
the difficulties of living in the post-war society. English
manners>continues to be the mein concern of contemporary
noveligts. ne of the non~heroes who have appeered in
contemporery fiction resemble esrlier literary creations,
but they are sufficiently different to be considered as

characteristically contemporaery, products of the Welfare

1 J. Gindin, Postwer Britigh Fiction, 1963,
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Stete, OSome of these types will be discussed for the
remginder of the chapter. The clumsy word "non~hero" will
be dropped, e&nd '"hero™, unless otherwise gpecified, will

be used as & nsne for the chief character,

For the seke of éonvenienoe and to avoid undue repetition
only the best-known or most representetive charscter of each
type will be discussed in detail, The young anti-heroes
are all "rebels' in one way or another, and they have been
diﬁided into Te Angry Young Men (John Osborne's lLook Beck
in Anger l), The Redbrick Tniversity Greduete (Xingsley
Amis's Incky Jin), The Pusher (John Breine's Room et the

Topland the Dropout (Anthony Burgess's A Clockwork Orenge).

The middle eged heroes are discussed in the letter helf of the

chepter.

Jinmy Porter, the hero of John QOsborne's pley look Beck in
Anger, which wes first performed in London in 1956, wes
dubbed a rebel by the critics, and the label "Angry Young
Man® was coined to describe hin, his creator, and the

nany sinmiler cheracters who begen to appear immediately
afterwards, The dranatic and literary qualities of the
pley were overshedowed by the endless discussion of Jinmy's

cheracter,

Jimyy is lower niddle-class, but lives with his wife Alison
in an attic in a large Midlands town, In partnership with
hig friend Cliff he works &s & stell-holder in & nmerket,
There is nothing new in thié situation., The English novel
(if not very often the stege) has shown "slumming' before,

particularly during the 'thirties. The slumming socielist

1 Although ook Back in Anger is e play end not e novel, it
was felt thet as Jimmy Porter is virtuelly the erchetypal
nodel cof this group, the pley should be discussed here,
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was either guilty of his priviieged position &s a nember of
the upper classes and ﬁished to improve the lot of the lower
classes, or he believed that they hed the key to the honest
end simple life snd were in some wey admirable because they
were poor, The socielist's energies were devoted to raising
the stenderds of the workingaclasses, end their anger was
directed against the men who denied them the right to raise
their standards., The Welfare.State wes the echievement of
the pre-wer socialists who fought end worlked for it. But
Jimmy, who wes born into the Welfare State, is violently
engry. He rejects the advanteges of free education; he
refuses to tske the career opportunities open to him, end

instead lives en apparently ainless existence in his attic,

Jinny's enger hes been veriously described as ™ill-natured
spleen against the Establishment” or "worked-up militency” 1
~ but elthough such phreses drew ettention to the frequently
false quality of his anger, they do not explein its sources,
"There aren't any good, breve ceuses left" is a key phrase
to the understending of Jimny, Jimmy envies the older
generstion who had sonething to work for, whose angexr had
direction, but he resents the sefe, secure, comforteble
world that grew out of their ideels. Jimmy hes the energy,
the desire which merks the rebel, but there is nothing
tangible for hinm to rebel egeinst, The pley is a hymn of
frustretion end envy, His wife's middle-cless fether, who
wes in the Indian Coldnisl Service is derided and scorned
vy Jimoy, but he is slso envied, for his life hel a purpose,
Jimy's nostelgis for & pest he never knew is expressed in

his love of music-hall patter and songs end in jazz.

1 A, Xszan, Conteuporsries, 1963,
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Jinny is essentielly a romantic, but can find no way to
express his passion, Alispn seys of him towards the end of
vthe pley: "I heve discovered what is wrong with Jimmy, . . .
He was born out of his fine., . . ., There's no plece for

- people like that any longer — in sex, or politics or anything.

That's why he is so futile,"

Once Jinmy's anger is understood the reaction of the older
generation to the play can also be understood, for although
they were appalled by his sedism end often by his language,
this alone does not explain the furore the pley ceaused,
J. Lehnann 1 suns it up in these terns:
Jimmy Porter, in fect, is envious of ny generstion becsuse
we could go end get killed fighting esgainst fescisn in
Spein, That was colourful, that wes & resl ceuse a
redicel could throw himself into heart and soul: end
because there appeer to be no such causes any longer,
he turns in exssperetion egainst the Welfare Stete - thset
more-~then~-helf-wey-house to sociel justice my generstion
has so passionetely desired and worked for - e&s e mein
source of the srugness, drebness, and petty provinciel
idesls of post-war Britein.
In his Foreword to the Evans Plsy edition, John Osborne says
that Jimmy "speeks out of the reel despeirs, frustrstions
end sufferings of the age we #re living in, now, &t this
moment, ! This may heve been the suthor's intention, but
the "reslness" of Jimmy's despairs, frustrations and so on
are not eltogether convincing, dJimay's enger, and his
energies, offen look like & pose, & way of excusing hinself
from any effective action, He accepts without question
thet there are no reel injustices to fight, no reel causes
to believe in, end indulges in & lively display of verbsl
pyrotechnics which colour and dremstize his "misery". It

is unfortunste that Jinmy's articulscy, which is one of the

chief merits of the play, should elso be one of the factors

1 'Redicaelism Then and Now', list.,9.8.1962,



which mekes one suspect his veunted self-honesty. ILook

Back in Anger 1is en extrene exemple of the nsrrow

provincialism‘which charscterises so much of English fiction,
end indeed thg Bnglish charecter. If Jimmy hed decided

to emigrate, to leave the Welfare State he detests and

seelr & country where hiz energies might find some direction,
it would be egsier to believe in the genuinenegs of his
aenger end his energy. As it is, the plsy ends with

Jimmy and Alison retreating tnto & fentasy world where

they pretend to be squirrels and bears.

Look Bacl: in Anger did not, es might have been expected,

produce & raesh of imitetion-Jimmy Porters on either the
gtage or in the novel. But the mood of dissent which he
had articulsted sppesred in seversl guises in later works,
dissent or rebellion flsvours the piceresque and most of
the provincial working-cless novels of the 'fifties end
'gixties, It is rerely fired by the sort of frustrated
ideelism Which nede Jimmy's rebellion more complex than

a straightforward’hatred of society. More often then

not the enger became an expression of the conflict between
the older generation and the younger - ¢ confliet which
has a biologicsl besis rather than & social one (Which

is why so many of the "rebels" who cane efter Jimmy were
younger than he was, asdolescents rather than immsture
adults), Anger beceme with some an expression of envy,
envy of the money, success or affluencs of the upper. classes,
Hypergeny becare a populer theme, en ugly expression of

this envy,

One of the few true suceessors to Jimmy Porter wess

Doninick Shepiro, the sixteen-yeesr old hero of
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Bernard Kops's The Dissont of Doninick Shepiro (1966).

Dominick illustrates some of the changes which heve
overteken the Angry Young Man in the last ten years, He
hes e rmiddle-class family background es Jinny hed (although
Dominick's is Jewish) and he hes Jimrny's idealism and
‘desire to find a cause in which he csn believe. But he

is & very nmuch more sophisticated and less nasive character
then Jinmy, more honest with himself snd more perceptive
ebout others, He lesves home end joins & group of. beetniks
in Soho, believing them to be genuine rebels who have
rejected the velues of their society, but he eventuslly
reglises their rebellion is superficisl end thet they #re
only seeking 'kicks', They heve no philosophy to support
or justify their beheviour and their ties wifh their
families ere not severed - theﬁwbel of todey is the
conformist of the morrow, After verious edventures,
including his first sexuel experience, Dominick returns

to his femily (about whon he writes very arusingly end

well), 1

A very different type of rebel from the hero of Look

Back in Mnger is Kingsley Anis's Jim Dixon, the hero of

Iucky Jim. The novel ~ fnis's first - was published in

1954, two yeers before lLook Beck in Anger, The cries of

joy - end disgust - which greeted its eppeerence have

tended to obscure its literery quelities,

1 Billy Weterhouse's Billy Liar (1959) end Sid Cheplin's
The Dey of the Serdine zl96l), which ere discussed in
the chepter on the Provineisl novel (Chspter 4C) ere
#lso examples of the direction which ‘nger hes teken,
There ere obvious parsllels between rll these English
rebels end the Americen Holden Csulfield who eppeared
in 1651 in J.D. Selinger's Cetcher in the Rye. Holden
ig an ideelist who sees himgelf surrounded by '"phonies'
but he is & real outsider, & real rebel, His rejection
of society is complete and whole-hesrted. The lively
nerretive technique -~ & sort of drametic monolgue ~ has
heen widely inmitated,
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Class distinction hes long been a populsr theme suong
English nvvelists, but until Iucky Jin there were two
acceptéd ways of treeting it: either one could reil
egainst its iniquities or one could concentrste on
elevating oneself to e higher class, (These arc the

nethodsof John Osborne's look Beck in fnger end John

Braine's Roon ot the Top respectively)., The rebels end
the socirl climbérs were both approved of, for their
presence implied thet all thaet was best in English
society and culture couid be found at the top. It was
therefore unnerving for the Establishnent to discover s
new breed of heroes had emerged<since the war who were .
conscious of class differences, but were uninpressed
by the pretensions of the class above then, Although
Jin merries a girl ebove his class and enters the world
of the rich, it is not through his own social-clinbing
efforts that this was achieved, This point would have
been made clesrer if his creator haed resisted the tempte-~
tions of 2 romentic ending, but ¢s the title seys, Jim

wes lucky,

Sonerset Maughen 1 voiced the protests of those who objected

to the working class men not knowing his literery place.

The working clagsses et univergity have been treditionally
regaerded by novelists es either pethetic in their ettempts

to be "one of us™ or wildly funny in their sociel gauéheness.
Meughan was appalled to discover thet men like Jin - or

Amis, for identification of the creator end creation inevitebly
occurred -~ had repleced their illustrious predecessors at
university, 2Zuleika Dobson's young nen had diseppeered and

the ™white-coller proleteriet” had entered the portels.

"They are scun', Maughen concluded,

1 The Sundey Tines, 25,12,1954,
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Lucky Jim became "onc of those novels, regardloss of its
absolute importence, 1

thet set & tone of feeling for e whole decade,” "ucky
Jin' passed into the lengusge as a label for "a post-war
genus of cocky university graduste who had scholarshipped

his way out of the working class but was still rather

truc_ulently with them in spirit," 2

Although nmeny of Amis's techniques were edmired and imiteted,
it was the cheracter of the hero, Jin Dixon, which sttracted
nost sttention end comment. Jin is one of the Greet
Inconpetents, & type of cherascter which lends itself

reedily to comic trestment, He is ¢ 'bumbling, self-
conscious hero who stumbles agsinst the esteblished sociel
end cultural world, meking fun of both the world end

3

hinsgelf in the process,” He was not an entirely new
creation, énd e number of critics have drawn attention to

his resemblance to Wells's Kipps, Mr Polly and George
‘Ponderovo, but his type wes uncomnon in post-war fiction.-er
There was elso an essential difference between the working-
classlhéroes of Wells's and Anis's novels: Jim is not

fighting e class-war. He is intent only on possessing

his own integrity. 'He refuses to be teken in by the

1 The British Tnaginstion, 1960. (TILS publication).

2 ¥, Allsop, The fngry Decade, 1958, ]

3 J. Gindin, Postwar British Fiction, 1963. J

4 Two forerunners of lucky Jim were Philip lerkin's Jill
(1946) end Williem Cooper's Scenes from Provinciel ILife
(1950), but they did not ceapture the public's inmeginetion
in the way Iucky Jim did, Jill broke’  fresh ground for
the novel with its portreit of e working-class student
at Oxford during the wer yesrs, J.ohifKent is e rather
sad and pathetic cresture compered to Jim, snd has none
of his resilience., His attempts to join the "in crowl™

end to hide his working-~class origins ere only superficielly

comical end his invention of e sister, Jill, showed only
his loneliness end inadequecy. Joe Iunn, Cooper's hero
is a pi¥sics nester in a provincial secondery school in
1939, The witty, colloquial, laconic style, the mocking,
anti-culture, enti-literature, anti-art tone, were to
influence later writers. The comedy is & little thin.
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the deceits of sociel eminence or herd cesh end his clownish
destructive energy is devoted wholly to the mesintenence

of his own equilibrium.g 1 The theme of this novel

could be described es 'adjustnent", adjustnent of the
individuel and his aims to the widsr society in which he
lives, Jim is not ¢ rebel, unless pessive dissent cen

be described as such, end he does not aspire to scceptence
in e higher socizl class, His observent end irreverent

gaze sees through the genteel pretonsions of his "superiors'.
"1t is self-questioning that redeens the new fictional

heiband nekes hin tolerable, " 2

lucky Jin's chicef influcnee on the contgmporary Bnglish novel
has been to pave the way for the highly erticulete,
irreverent and often very amusing lower class and lower—
niddle class heroes who eppeesr in such numkers in the
novels of the 1950s. Anis's style, perticularly his

use of the ”drﬁmatic nonslogue™ has been widely

initeted,

4

Both Edmund Wilson 3 end Jemes Gindin " heve cormmented

on the influence of American slang; wisscrecking and
film languege on Anis's comic style. His lenguege is
full of word play end verbel jokes, end eny chernce
observation is likely to bring forth e list of veguely
associeted comic improbabilities, For exemple, he tries
to visuelise Christine's face end this leads hin to
thinking of other sorts of feces:

5

.« « » very renote fron her own, There was the permanent
grin of egn acrobat, or partner in ¢n epache-dence routine;
the sun-dezZle of some Honourable trollop photographed
notor-boating on the Riviera; the sulky nindless glarc
theoretically delsctable on the face of & pin-up;

the frown of e plethoric and not very nice little girl.

"1 The British Imaginetion, 1960,

2 P. West, The Modern Nsvel, 1965,
% The Bit Between ny Teeth,(1956)
4 The Postwar British flovel, 1963,
5 Chapter 16,
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Aris also phdnetically reproduces various forns of speech
for conic effect. He attempts the voice of the.upper—class
young man over the telephone:

1
"Hellsher, helleher, , . heve yew o Miss Kellerhen

steng with ysw, pliz?"
Much of the cherm of Iuclky Jim end some of Amis's most
successful humour coues fron Jin's kneck of minmicry and
nine, & kneck which hes been widely sdopted by other
heroes, .It éppears for the first time here: |

2 Quickly deciding on his mwm word, Dixon seid it to

himself and then tried to flsil his fertures into
sone sort of response to humour, Mentelly, however,
he was neking s different fece end promising hinself
he'd make it actuelly when next slone, He'd drcw his
lower lip in under his top teeth end by degrees retract
his chin &s far as possible, gll this while diloting
his eyes end nostrils. By these means he would, he
wes confident, ceause & deep dangerous flush to suffuse
his face,
It is & wey of getting his own back on people end is a
forn of relesse, but is is also & form of self-mockery.
He lacks the courcge to be honest except with himself
and outwardly he conforns to what is expected of hin,
but his szcret acting helps hin retein his self-respect.
It also provides e conic perspective, distancing hin from
the events end people eround him, It is, of course, en
essentislly childish trzit - aﬁd Jira is not ebove
indulging in school-boyish prenks - but it endesrs hin

to the readsr. No other character in Anis's novels

has quite this quality.

One of Aais's riost merked talents is for farce, end the
farcicel elenent in éourtship end sex in perticular does
not ascape hin, It is a dangerous talent for it too eazsily

degencrates into & pointless roup end, in Anis's case,

Chapter 16
2 Chapter 1
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it too frequently interrupts a crucial scane or relation-
ship., One of his farcical set-pieces is the drunken
lecture scene which hes becone e cliche, & guerentee thet
the writer is one of the Contemporeries., D.J. Enright

in Figures of Speech (1963) veries the formule with e
sober lecturer and a drunken eudience, In 1968 it wes
still & fevourite stand-by of novelists - both Edward

Taylor in Heerts of Stone end Lewrence Durrell in Tunc

use it,

Aris's satire is based on shrewd observation of how people
speak and behave,vbut it is often mockery rather than
genuine satire, though no less shearp for that, Amis

has been criticised 1 for not heing a real rebel and for
not being deeply involved with the problens of society,
but Jiﬁ NDizon is not, and his crestor hes not attenpted

to make hin, an fgry Young Men, ' An insistence on the
need to grapple with reel social problems, which is
Rayoond Williem's thesis, disregerds the value of Anis's

ettacks on provinciel gentility and cant,

Stephen Spender 2 seld of the Contemporeries, of whonm Amis
isione, that: "They atteck the modern world but they do

go by standerds which arce of it., They do not consider

their own way of feeling snd thinking is perhaps conditioned
by the fact that they themselves live end think end feel

in this world," 'Their satire, then, is not truly objectivs
and they have no absolute stendard esgeinst which to

neasure the world they see. Paul West E wrofe: "The great
denger is that such English novelists as . . . Mnis . . .
gtop short of the universelly mythicel as distinet fron

the socielly mythical, A& similer observetion of Amis,

1l F.R. Karl, A Roader's Guide to the Contemporary FEnzlish
Novel, 1963 and R. Willians, The Long Revolution

2 'Moderns and Contemporaries", The Iist., 11,10,1962,

3 The Modern No\lc{, 1765
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Ogborne end Wain hes been made l. .They "can e£ll define
their sntipethies more clearly then they cen explsin their
affira-tions',

The morel basis of fAnis's setire is less obvious in this
his first novel than it is in his leter work-, In 1857

fris wrote:

2 . . . ..
We are in for 2 golden gge of sstire, in ny opinion,
and if this is so we will be fortunete indeed, Satire
offers & social end moral contribution, . . 2 society
such as ours, in which the forms of power are changing
and rultiplying, needs above &ll the restrsining
influence of savege laughter, . . , /Modern satire is/
fiction that ettacks vice and folly as menifested in
the individual,

The laughter in Lucky Jin and the novels by other writers

which followed it is rerely savage, for their targets

ere séldom najor ones. But their leughter offers s freéh
perspective, The sombre, soleim working-cléss nen in
novels by Welter Allen end Edward Upward have been
shouldered aside by the hurorous and often witty non-heroes
of the younger generation, A new type of university
graduate wes introduced to the resding public, setting

a feshion for Redbrick university conedies, of which

Malcoln Bredbury's BErting People is Wrong is perheaps

the best, The use of farce, and the use of the deus ex
gpachina to solve plot problens heve becone typicel of

the post-lucky Jin novel.3

Jbe Lanpton is thevhero of John Brazine's Room ¢t the Top,

2 book which sold 35,000 copies in its first yeer of
publicetion in 1957, Its success was due less to its
literery nerits then to the portrsit of Joe, & working-

cless hero who seemed peculiarly contemporary in the

1 J. Gindin,Postwar Britigh Fiction, 1963,
2 MNYTBR 7.7.1957.
3

David lodge's enterteining The British Museun isFalling
Qgﬂg'(1965) is one of the novels to use this nethod,




54,17

nineteen fifties, Superfically he resembles H.G, Wells's
Kipps or Arnold Bennett's Derry Machin, for he is elso &
social clinmber, but he is not driven by en edniretion for
the cless ebove hin, by .simple embition or a desire for
self-improvenent, Joe is e ruth}ess egoist, pursuing
meteriel success with a determined single-mindedness, an
"ambitious predator l. He uses eny neens of advanceinent
evaeileble, including whet Inthony Burgess 2 calls

"hypergeny " ~ nerrying into the cless sbove,

Eiven after the social upheavals of the Second World Wer
the upper clesses reteined their privileges, end Joe,

who despises then, is determined to teke sone of the
privileges for hinself, He attacks the class-gysten

not by shouting egainst it but by joining it, turning it
to his own advantage end becoming whet K, Allsop cells

an ‘expedient-conforiist', VWhat Joe Wanfs ig simple:

" an Aston-Martin, three-guinee linen shirts, o girl with
a Rivierg sunten, ¥ The cultursl pretensions of the upper
classes do not interest hinm except es a neens of gaining
entrée to the negic circle, His .seduction of Susen is
2lso notiveted by en sccunuletion of inherited resentment
as he shows in his comments on her femily mansion: "The
men who built it wes dead , . . all the St Cleirs were
deed; I wes alive, the nere fact of iy survivel was

itself & victory over then,”

If Joe were nothing more then a self-secking egoist, our
interest in hin would be linited, But he is not & nodern

version of the nediaeval vices, He energes as & complete

1 K., Allsop, The Mnery Decede, 1958.
2 A, Burgess, The lfovel Now, 1967,
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character, & rouﬁd character, for whom the resder feels e
reluctent sympathy, Joe is saved from simplificetion

by his ebility to distence himself from his actions, and
to anticipate our criticisms of then by voicing then
himself, He is not self-deluded, he knows he is e
predator,.but accepts thet the ends justify the neens,
His observent, serdonic eye is turned as nuch on hinself
68 on the people and society around him, In meking his
choice between the true love of Alicejend the felse love
of Susen, he is cerrying his philosophy to & logical
conclusion, but he does not enticipate how sour the
fruits of victory will teste. Alice kills herself end
Joe realises what he hes thrown swey in his relentless

pursuit of his ambition - his chance of'happiness.

The aggressive, pushing, smbitious and unscrupulous hero

of Braine's novel hes appeared in thinly-disguised forms

in & nunber of other contemporery novels. Joe lLanmpton

was employed at the Town Hell, but most of his successors
have belonged to professions which have a nore ettractive
surface glenour and offer more substantisl rewards,
Advertising men, Public Relations Officers, T lelevision end
Newspaper journslists - they eppesr in these novels es
sophisticeted con-men, perasites on society, involved in

& world which hes no ethics and whefe the law of the jungle

is the only law, 1

In Kingsley Anis's I Went it Now (1968) e more sophisticeted

Ronnie Appleyerd replsces Joe lempton, Ronnie runs e

television discussion progrenne snd belongs to & world

1 John Bowen'sStoryboerd!(1960) is one of the few to offer
a synpathetic portreit of the world of advertising.
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apparently far removed fron Joe's Yorkshire town, but
it too is e jungle where only the most adaptable snd
strongest survive, Ronnie is an opportunist, he knows
what he wants, end he "wents ikt now". Vhet he wants
includes of course e girl, Sinon, rich and begutiful, but
in the course of getting her Ronnie diveéts hingelf of
sonie of his more meritricious weys,.,. He ettsins en honesty
he hed not possessed before, end is rewerded by the suthor
siving hin whet he wents, Towerd the end of the book
Ronnie says to Siron:
Very odd, this whole thing, I was e shit when I net
you, I still en in lots of ways. But because of you
I've had to give up trying to be & dedicsted full-tine
shit, I couldn't nske it, hedn't the strength of
character,
Where Joe envied end sneered et the rich, Rommie hates
then, The saﬁagery of his's ettacks on such diverse
targets as the cynicel world of television (where culture
end asincerity sare both seleable commodities), the meanness
of the very rich and the vileness of the Southern States
iggerwhippers", riskes this novel more social in its
concerns than Breine's, Anis offers e less anbiguous
noral viewpoint, but he is elso more romentic in his
suggestion that the love of e women cen change & nen end

persuede hin to discerd his forner beliefs and embitions,

John Breine's The Crying Geme (1968) hes e its hero Frenk
Belcombe, en ambitious reporter from the provinces 'going
to the top" in london. After & numbur of disillusioning
experiences, including betrayal by e nsn he trusted, Frenk
opts out'of the rat-race and is rewerded with the love of

the nice Catholic girl he hed rejected earlier on.
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Patrick Skene Catling's hero in Tourist Attraction (1965)
is & Public Relations men who fresudulently clainms money
fron e desd wonen's estete to further his embitions.

In The Eerly Life of Stephen Hind (1966) Storn Jameson

introduces a young nen, the basterd son of a whore end
gpirituslist, whose tenacity has brought hin to the
position of privete secretary to & diplonat., In the course
of the novel he pmarries e pregsnt rich girl, but his
notives in seving her from disgrece ere not entirely
selfless,and inevitably he neets another girl when it

is too lete, The novel ends with & remerk which could
have been made by any of these herocs: "He sew the next
step he would teke clearly, so clearly, with such intense

© alnost personel excitenent, thet he knew there was not

the smallest denger he would miss it,"

Jack Trevor Story,in Iive Now Pey leter and Something for
Nothing (1963)Joffers a2 slight veriation on the character
of the anbitious hero ~ Albert irgyle is & wide boy,
living on his wits, end finelly defested by his own
cleverness, Although he is more transperently dishonest
than nost of the literary heroes of his type ~ in Sopmething
for Nothing he tries to defreud & stenp-trading firm -
his embitions end nethods are not diasiniler, His plens
feil because he over-reeches hinmself, and of course he
loses his girl and is trepped by enother who is very
nice but quite unsuiteble., To his forner nistress he
sadly admits: M. ., . and now you've got nothing end I've

got nothing, "

John Osborne's hero in The World of Psul Slickey (1959)

is & gossip-colummist who personifies the workings of the



bitch-goddess Success, but who sees hinself as s victin
rather than e menipuletor, blening "then® for forcing
hin end his like into the ret-rece, He is consequently
an unattraective creature used by Osborne as e mouthpiece
for his social satire, but the degree of objectivitf
required forisatire is alien to Osborne, end the rockets

he fires are wide of their tergets. In Look Back in inger

this did not matter beceuse the man who was firing then
was oore inmportant then his nowminel tergets, but Slickey

is sgentinentalised end too feeble to carry the plsy,

The Roon &t the Top pattern occurs again in Sid Chaplin's

Ses: in the Morning (1965) but Senm is slready half-way

to the top, and the top he ains at ig higher than Joe
lenpton even dreamned of, In the 1965 version the young
thruster from the Nidlandé is fired by & lust for power,
power over people and their destinies, rather than by
the nore nmodest neterial anbitions of a Joe lanpton,

On the first page of Roon at the Top Lenpton says: -

My clothes were rmy Sunday best: & light grey suit
that hed cost fourteen guiness, e plein grey tie,
plein grey socks, end brown shoes., The shoes were
the nost expensive I'd ever possessed, with = deep,
rich, nearly black lustre, My trench-coat end ny
het, though, weren't up to the same stenderd . . . .

Compare this with the first pege of Sapn in the Morning:

The door snapped shut on my pest. It snepped not ne
but my pesst. Shepeless overcoet, suit from the hook,
cheep shirt, stained tie, down-at-heels shoes were
21l so nuch cemouflege, The shepeless bleck overcost
was & cloek for & new nen end a glesming, rezor-sherp
nind., I knew ny wey; I had been there before; I knew
it was nede for ne,

In the ten or so years between the two novels Joe has been
replaced by & tougher, brasher cheracter who does not try
to Hide his origins or neke a good inpression, but uses

his class as & wespon, even exeggerating it to enphasise
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how far he has already cliobed, Sen takes an almost perverse
pleasure in‘refusing to conforn, He loses the girl he
wants, but is happy with the woman he does marry, only
sonietines feeling that there is something nmissing in

His life, The pat moral ending which is so characteristic
of this type of novel is thus evoided, but this gein in
realisn is off-set by Cheplin's predilection for fantesy.
His view of big business is 80 startlingly uhreal that

it is inpossible to believe either in Sem or in his
success, £ large portion of the book is devoted to
showing Sen et the office, where his time is spent
inpressing end menipuleting people, people who ere thein-
sklves unlikely, and the resder is expected to tske San's
brillience as & businessnen for grented., He nust have
been very good at his job (whatever it was), for there

is no other apparent reason why this insufferable young
nen should have been tolerated even in 1970, the date

in which the book is set,

Willisan Golding in Pincher Maftin (1956) hes drawn &

portrait of the conplete egoist, a man we can only adwmire
for his perverée tenscity end courege, In Pincher the
desire to survive is so strong thet »t the moment of
death' he invents e world where his ego cen survive,
Before he went inco the nevy, Chris (his descriptive
nickneane was given to hin later) was en ector, end

brief flashbacks of his life ere interspersed with his
struggle to survive on a8 rock in the Atlentic, In

Chepter 8 he is chosen to ect the pert of Greed in e

1 Men at work are rarely convincing in contemporary novels,
end the subject is seldon centrel, Sone exceptions are:
Wilfred Sheed Qffice Politics (1966), HMichael Frayn
Towerds the End of the Morning (1967), John Bowen Story-
Bosrd ! (1060) and Shirley Heszzard People in Glass Houses (1967)




play and the producer says:
Let me meke you two better ecqueinted, This peinted
basterd here tekes anything he cen ley his hands on.
Not food, Chris, that's far too simple. He tekes the
best pert, the best seat, the nost noney, the best
notice, the best wonen, He was born with his mouth
end his flies open end both hands out to grsb., He's
a cosiic cese of the bugger who gets his penny and
somieone elge's bun,
He has always taken whet he wants and when he neets a
women he cen love, he rapes her beceuse she will not
give in to hin, She merries Wathaniel, en innocent end
good nen whonm Pincher tries to murder. His love-hate
relationship with Nathaniel stens frowm his fear of being
weekened in his resolves end enbitions. Nethaniel's
goodness threstens the esutonomy of his selfish ego, for
a feeliirg for someone other than himself would destroy
his solitude end independence, The strength of Pincher's
will to live, his ruthless egoisn, is the key to the
interpretation of the book, for if Pincher had not been

such & nen he would not have invented the rock where he

gtruggles for survival,

Three years after Pincher Martin, Willien Golding published

Freeg Fell in which the hero, Semny iountjoy, is & more
subtle version of Pincher, Where Pincher is shown as he
is, Samny tries to discover at what point he becene whet

he is, Pincher is en evil man, but Sammy is less obviously
s0 end he tries to pinpoint the moment in his life when

he lost hig innocence, Iike all the pushing heroes who
heve been discussed in this chepter, Seany has used

wonien, not in this cese for the purpose of edvancenent,

buf out of a sense of power and & desire to impose his

will on others.



Jocelin, the hero of Willian Golding's The Spire (1964)
would not at first sight appear to have nuch in commnon
with Joe lenpton and his type, He is & churchmen who
succeeds in getting & spire built on the church -~ largely
throgh his own efforts. The power of his will is
trenendous end it is used to further his spiritusl
anbitions rether than material ones, but he‘is of the
sane breed as Joe lampton., A ruthless egoist whose
notives are suspect, he is the csuse of desths and

disesters emong those who come in contect with him.

In a1l the novels discussed so fer, the pushing young .
hero has been seen from the inside (chelin is older
but he is not an exception), In Anthony Powell's

twelve-novel sequence The Music of Tine (begun in 1951)

the pushing young men is seen from the outside, fron the
point of view of those he is pushing out, The Music

of Time chronicles the sociel history of the upper cless,
public school, Oxbridge young nen of the 1520s end 1930s.
They are a dooned épecies, enachronisns, pushed finally
into extinction by the aggressive, power-hungry, energetic

lower class type represented here chiefly by Widnerpool.

A, Mizener 1 suggests that there is & nmzjor contrast
inplied between Stringham "the nman of ineginetion with
his heightened sensitivity to the promises of life and
his objectless passion . . . on the verge of disintegra-
tion" end Widnmerpool "the self-sbsorbed rmen of will , , .
on his wey to success." Mizener writes of: "Powell's
deep, quiet sense of the twentieth century as a wrecked

civilization grubbing 8long in the shadow of its greatnesa's

1 The Sense of Life in the Modern M,vel, 1965,
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ruins, a world nerrly trensformed by the Widmerpool's
though still heaunted by the Stringhsn's.'" Another critic 1
sow the incursion of Widnerpool into the lives of the
Stringhsins end Gorings s "significant of the changing

. Tforn of society end s~lso = portent of Widmerpudlien

wreth to come,”" Welter Allenzsuggests that Jénkins, the
nerretor, is interested in the enalysis of humsn behsviour
and the notives that prompt it, "The nain motive sppeers

to be the will to power, seen at its rwst grotesque

end elso at its most formidable in Widmerpool, ™

Widmerpool eppeers in these novels as & clown, e vulgsr
buffoon, the butt of the refined witticisns of his
"superiors”, But it is Widmerpool who gets to the top,
the others who fade away or die, Although Pywell's
approech to his neterial is ircnie, it is clear where
his sympathies lie, Consequently he sees in Widmerpool
only neterisl for fsrce - en ettitude which contrssts
strangely to thet of writers like John Brsine,
Widnerpool cennot be taken seriously by the suthor, the
other characters or the reader: he is a grotesque. Such
en sttitude severely limits the truth of Powell's picture
of the decsy of en effete society end the growth of one
more vulger but nore vitsl., Widmerpool's effect on the
tight circle of the Stringhans, Gorings end Welpole-
Wilsons is the nmetter of the comedy of manners, but in
Powell's hands it is aelmost the matter of farce, and the
two do not quite mix. From the point of view of the
upper-classes in Powell's novels, Widmerpool is a figure
of fun, By the 1950s such figures are teken seriously -~

society (and fiction) has been forced to change its attitude,

1 TLS: The British Imegination, 1960,
2 'The Music of Time', The_ligt,, 3.4.1958.
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Jiomy Porter, Jim Dixon and Joe lempton were three of the
most inportant characters to appeer in - English fietion

in the 1950s. They are importent not only because of ths
number of imitetions they inspired -~ end only & few of

the better ones heve been discussed here - but also

beceuse they were cherecters who were immedirtely recognised
by critics and readers as truly contenporary creations,
Their resemblences to pre-wer literery cheracters is

superficiely they are products of the Welfere Strte,

One further group remeins to be discussed before leeving
the young non-hero; the delinquent, the drop-out, the

social reject, the petty-criminel. He is the true rebel,

Since the wer, delinquents and juvenile criininalg have
'provided fodder for sociologists, criminologists, psycholo~
gists and The Times letter~writers, but novelists, perhaps
not wishing to compete with the experts, heve tended to

shy eway from the subject, There is no body of delinquent
literature and no vogue for delinquent heroes, in spite

of the obvious contemporeneity of the subject. Some of
the few novels with delinquent herces ere of interest,

and beceuse there was no model for the type, as there

was in the other three groups, tliey are surprisingly

veried,

Alen Sillitoe's The Ioneliness of the long-Distance Runner

the title story of & voluue of short stories (1559) is e
brief But perceptive study of e juvenile delinquent,

The hero is s Borstel boy, & magnificent sthlete snd
runner, The Governor of the Borstel wants him to win

& race, and he wants to win it hinself, but for the sske

of pure defience he forces hingself not to., The clesr
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division between ™us" and "then' which wes noticeeble in

Sillitoe's Saturdey Night end Sunday Morning is even

nore marked here, Smith, the boy, must prove to hiamself
he is reelly g free individuel end he prefers sociel
ostracisa to loss of inner liberty, His refusel to

win is e revenge on e society which hed nothing to offer
hin, F.R. Kerl 1 points out thet two conflicting idess
of society are in opposition to each other: "the docisl
'nornality' of the governor in his corrupted velues and
the personel defiance of the sngry Borstel boy with his
integrity end purity,”" The reasons for the "anti~-social
beheviour of the delinquent, ° Borstel boy, ere nade
explicit without the eid of sociologicel or psychological

explanations,

Inthony Burgess's A Clockwork Orenge (1962) is the suto-

biographicel confession of & juvenile delinquent, Alex,
who lives in an unspecified but not very distent future,

a futurc where regimentation end mechenisection heve
increesed, The delinguent is essentieslly a non-conformist
end when Alex is ceught by the police end kills a2 cell-
nate, society decreés that he should be re-educeted.

Back in the world he wneets e sympathetic men who seys:

2 You've sinned, I .suppose, but your punishment hes been

out of all proportion. They have turned you into
sonething other than & humen being, You heve no power
of choice any longer., You are comxmitied to socielly
acceptable acts, a little mechine capsble only of good.
« « » But the essential intention is the real sin, A
nen who cennot choose ceases to be g man.

Alex is eventuslly "re-re-cduceted”, the conditioning
is reversed end he returns to the world older, but much

a8 he was when the book began. But he finds he no

1 A Reader's Guide to the Contenporary Enzlish Ngwel, 1963,
2 Chapter four,
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longer enjoys geng life end the book ends with Alex
deciding to find a girl end settle down, Burgess's view

of the teen-sge or delinquent problem is sinple: théy,will '
grow ovt of it, Alex is drewn into the grng becouse he

is bored and because it offers a kind of security end
friendship, & sense of belongirg, which his home-life

does not,

Anthony.Burgess does not gloss over the cruelty and
thoughtless sadism end destructive ness of Alex end his
kind, but he does succeed in engeging the reader's sympethy
and liking for him. The book is successful on enother
level too: it is stylistically exciting.

There was ne, that is Alex, and ny three droogs, that
is Pete, Georgie, and Din, Din being really din, and
we sat in the Horova Milkhar nsking up our ressoodocks
what to do with the evening, a flip dark chill winter
bastard though dry. The Korove Milkber was a milk-plus
mesto, end you ney, O ny brothers, hsve forgotten whet
these nestos were like, things chenwing so skorry
these deys and everybody very quick to forget, news-
pepers not being reed wwuch neither. Well, whet they
sold there weg nilk plus sonething else, -They had no
licence for selling liquor, but there was no lew yet
ageinst prodding sone of the new veschches .. . pcet
it with . . drencron or one or two other veschches
which would give you o nice quier horrorshow fifteen
mninutes edniring Bog And 411 His Holy Angels end Seints
in your left shoe with lights bursting 211 over your
10Zg. » » . Our pockets were full of deng, so there
wes no real need from the point of view of cresting
ony nore pretty polly to tolchock some old veck in sn
alley end viddy hin swin in his blood while we counted
the tekings end divided by four, nor to do the ultra-
violent on sone shivering sterry grey-haired ptitse

in a shop and go snecking off with the till's guts.
But, as they sey, noney isn't everything.

This teenzge sleng, » sort of underworld lingo with slev
roots, ™adset' they cell it, is very effective. It is

easy to understend and, curiously, is nore successful at
conveying the essential outsiderness” of the delinquent

than are nost cttenpts et resliste recording of contemporary

1 Chapter 1,
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A

teen-age speech, A comparison between, say, J.D. Salinger's The

Cetcher in the Rye (1951) and Burgess's novel shows how

curiously deted Selinger's novel has becone in a few
years, As a sociologicel study it is still of interest,
but as & novel it lacks the freshness end tinelessness

of Burgess's book,

Colin MscInnes has been described by Paul West 1 as "the
Hogarth of the cleared-streets ere ., . . . A connoiseur

of underdogs, Flesh Harrys, and wenglers. . . ." MacInnes's
territory is the neglected westeg of Kensel Green,
Baysweter, Notting Hill Gate end Iedbroke Grove, and his
people are the Spade#and Junbles who live there, sonetines
in e stete of uneasy truce, and sometimes in & stete of
violent conflict, MacInnes hes been described 2 gs &
docunentery novelist™ whose novels ere fictionalised

versions of his esssys end erticlea, In Englend, Half

English (1965) MacInnes enswers this criticisn:
3 In oy own case ¢ thene, later to be evoked in fictionm,
has slweys 'moved in on' me end has become, without
any deliberate intent, & part of my life elnost before

I wes swere of it, and certsinly long before I thought
of writing of it. During this period of seturetion
such apprehensian s I have is intuitive, then thoughtful;
the factusl 'docunentetion' elways comes long efterwerds

e o « o I would thus describe. City of Spades or
Absolute Beginners - no doubt fletteringly - ss poetic
evocations of a hunan situstion, with undertones of
social criticism of it: wildly romantic in mood, &and
as rigorously anelytic es I cen be, by inplication.

Colin MecInnes hes published a number of books which deel
with delinquents end near-delingquents, of all colours,
His chief interest, though, is in the coloured immigrants
who he sees os victing of racial prejudice. like Anthony
Burgess's delinquent, thsy are outsiders, alien to the

society in which they find themselves, In City of Spades (1957)

1 The Modern Novel, 1965,

2 amongst others by J. Wein in BEsseys on Iitersture end
Ideas, 1963,

3 TFron his essey 'Sharp Schoutter',
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he tréces the downfall of a Nigerian who comes to England
with high hopes for his future, but who becones entangled
in the lew and finglly returns home, BHe tells his story
himself in an exuberant lively argot, the ergot of the
black underworld, the drop-outs, drug-pushers, ponces and
petty thieves, nen who pride themselves on their eleganf
sophisticetion, who live with flair end & certain style,
Their nemes ere renidscent of Demon Runyon charscters:
Misery Kid, Zesty-Boy Shift, The Febulous Hoplite, Cell-
ne-Cobber, Ex-Deb-of-last-Yeer, and so on, The hero -
tells his story like this:

Thisg didn't seen to be ny lucky day for gey society,
because the next person who accosted me was no one
less but e well-known idiot from beck home celled
Ibrehin Tondepo, o thoroughly gilded youth, who just
becsuse his Ded owns two smell cinerss that regulsrly
ceteh on fire end burn up portions of the sudience,
allowed hingelf in legos grest sirs of cless distinction,
earning hatred end lsughter everywhere around, He
looked et me up and down and shook hig body in his
expensive suit es if he was shivering cold weater off
it, So 'Hullor, chieftein,' I seid to hix, 'How is
eech one of your six rmothers?' {this being & reference
to his not knowing reelly who his nother was, becausge
his Ded is volatile, end he quite unlike any of his
brothers).

Colin Mathnes is not sttempting strict naturelisn of

R}

lenguége boeruse:

1 it would in the cese of socizl exotics such os these,
result in « 'period diclect': pedestricn, end fixed
for ever in the tine strean, So I tried . . . %o
re-invent, from reslity, a nore 'resl' - and therefore
tineless - lengusge, as Dickens did, I believe, with
Samuel Weller's speech.

In Colin M:cInnes's view, young umen, whether blrck or white,
becone delinquents primerily becsuse of the pressures of
society. (Tere szre of course sone very nasty charccters

anong then ~ MocInnes does not sentimentslise his portraits)..

1 Fnglend, Helf English (1966).
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Jane Geskell is‘a very nuch younger novelist then Colin
MacInnes, ond the view she gives of delinquents is fron
o different engle. In Attic Summer (1963) her young
heroine neets a group of "leather~jacket® boys, The world
of the geng with its rigid mores, its eping of edults,
its essentielly edolescent =nd innocent beheviour, znd
its undercurrent of violence, is discovered by the heroine
vhen she becones the girl-friend of one of them, In

A1 Neet in Black Stockings (1966) her hero is not fron

the middle-clesses as in her eerlier book, but is one of
the "lesther-jscket" brigede. He is & window~cleaner whose

chief l¢isure occupetion is the pursuit of girls.

Aex Hamilton in Town Parole (1964) elso tells his story
fron the point of view of a petty-criminal end drop-out.
Meny questions about the hero are left unanswered but he
appears to be in London on parole from e mental home., He
returns to his old haunts; Soho nseinly, and his picaresque
edventures begin, In spite of his efforts to avoid the
nistekes he mede before, he finds he is trapped in his
old identity, and he gives up end returns to his 'hotel™,
Hamilton gives & vivid picture of the seedy underworld of
Soho end of sone of its cheracters, but he offers no
sociological or psychological "explenetions" of their
condition, If he is weking e point esbout these people,
it is only the obvious one that they cennot'be feured * if
they return to their old environuent ~ society does not
recognise change in personelity snd one's old identity is

2 trap for the new,

Rupert Croft-Cooke in his seventeen or so novels hes
gpecialised in portraying delinquents, crininels and

drop-outs from society, but he is concerned nore with
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telling & good story (which he does very well) than with
offering fresh insights into the eriminal mind, Croft-
Cooke's psychology end sociology are fairly conventional
but hig characters are reesonably convincing. Clash

by Night (1962) has a cheracter who is a first-offender
end Croft-Cooke implies thet not only was his downfell
inevitable, given his honme life, but thﬁt by the time

he comes to reslise the geme is not worth the cendle,

it will be too lete for him to chenge, Peper Albatross

(1965) was possibly inspired by the Greet Train Robbery -
the hero is one of the new-style criminels with breins,
ebility end common-sense, but he is trepped when his
share of the proceeds from & robbery turns out to be
lerger then he can hendle, and he has no idea of what

to do,.

The portrait of the delinquent which energes from the
pages of these writers is o sympsthetic one, but all
the writers sre outsiders looking in on the group
(although Alex Hemilton gives the impression of having
& closer view than the others); The other young non~ .
heroes .discussed in._thias chapter had & convincingly
autobiogriphical Feelto them, A novel by & delinguent
could well start a fashion for this rather neglected

hero.

The non~heroes discussed so far have all been young,l
either in their teens or esrly twenties. They have all
protested or rebelled against the Welfare State or post-

war Englend, Their rebellion has tzken & number of

1 Willjian Golding's heroes nust be excepted from these
generzlisetions - his characters are too complex and
originel for them to properly belong to & "school',
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forms, but it ﬁould be wrong to suggest that they.are
revolutionories. The so-celled rebels do not went to
chenge the world, but to alter their smell cornmer of it;
the delinquents end drop-outs build & world for themselves
outside society. They ere '"reactioneries”, & nore negative
kind of rebel than "revolutionsries! Tey ere rescting
egainst thé society into which they were born, but their
reaction cen be seen in snother light ss simply e
contenporsry nenifestetion of the gge-old conflict

between generations., In nany of these novels the young
hero is reacting egeinst or esceping from his perents

end the kind of lives they leemd, Of course it is his
parents and their generation who have mazde the post-war
world whet it is, so in «ffuct the young hero is rebelling
against society, but if these novels ere seen as generation—
conflict novels, rather than attecks on society, & new
light is shed on their importance, In the 1950s neny
readers and critics hoped thet the Angry Young Men ( the
nane becene a.blanketkerm for ell the new non-heroes)
would leed & revolution which would sffect the future of
litersture and, it was hoped, society, This hes not
happened end froix the perspective of ten yeers later it

cen be seen that the rebellipusness of meny was sinply

e faghion, The heroes heve "grown-up" snd both they end
nost of.their creators have conformed, estsblishing
theuselves &s solid, serious-minded adults, The rebellious
young hero appears less frequently in the novels of the
late 1960s, but the influence of the 1950s writers
continues to be felt in other weys. Their real contribu-
tion to the contemporsry novel was to revitelise the

provinciel novel and to introduce the witty, loquacious,
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irreverent young hero,

t wos suggested ot the beginning of this chapter that
the non-heroic hero hes become the stenderd fictionnl
repregsentetive of his cge.'} Although the young non-hero
hes cttracted more ettention then the middle-rged hero,
partly because he seened particularly contamporary,
there is too & contemporary type of niddle-zged hero.
His likencss to pre-wer heroes is nore morked, but he is
contenporery beccuse theproblens he frces are unigue to
the post-wer world, ILike the young non-heroes the
niddle-gged ones are often victims of society or rebels
egainst society, or seekers of a place in society, but

their nethods of protest are very different,

It has slready been pointed out that the rebelliousness
of the young non-hero is often without direction, a
generalised rather then a perticularised feeling of
discontent, The essentisl difference between these and
the niddle-aged hero is that the latter cen define his
entipathices nore clearly, but becazuse he is not an
sdolescent from whon non-conformism is expected, even
denmended, he finds it more difficult to escepe fron the
feckles of society., His rebellion coumes too late, His
behaviour is looked on by the rest of society as e

form of childishness or insenity, end he is geldon strong
énough to withstend the pressures of & society to which
he hes belonged for forty or nore years. He becoues ¢
victim, for while society condones extreordinéry behesviour
in the young, it does not tolerate it in the niddle~

or'old—aged.

1 Postwer British Fiction, 1963,
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There ere two types of middle-sged rebel - those who have
conforned ell their lives end now try to breek out, and
those who have never conformed and are fighting to retain

their independence,

In the first group the heroes rebel sgainst routine,
against nine-to-five jots &nd five~to-nine wives.
Frequently they live in comfortable, festureless suburbs
and have teen-~sge children whose freedon they envy,
Their rebellion is expressed either by trying to leave
their old lives beﬁind then and startihg afresh, or by

breaking some of the rules of their society.

The riost comnionly broken rule is the rule of nonogerny.
The hero is bored, bored with his job, his wife, his
childreﬁ anl the sgttled routine of his life, He
expresses his boredox not by leeving home but by having
an effeir with another worman, The affair begins as en
idle flirtation ~ usually with & younger women -~ but the
predictable'complications and crises erise and the hero
is put in the pogition of choosing between love and duty.
Usually he chooses the latter end returns to his wife
nursing & broken heart and showing a brave face. The
egsential triteness end banality of this pattern presents
peculier difficulties to the novelist who sttenpts it,
end few of the novels of this type rise to eny literery

heights.

John Brophy's The Prime of ILife (1954) illustrates sone

of the difficulties. His hero is & very dull, sonewhet
porpous man, but he is nore credible then the heroine

who is obviously es much & puzzle to the suthor es to the
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hero, She is not, however hard Brophy tries to meke her
so, a nenber of the post-war generation, Robin Maughen's

The Green Shade (1966) suffers from the same handicep,

es do Stenley Middleton's Terns of Reference (1966),

John Willians's Deaeth is a ILizard (1963) end J.D. Scott's

The Pretty Penny (1963), Panela Hansford Johnson varies

the formula in The Humbler Creation (1959) by neking the

hero a clergynmen, tempted into sin,

- Kathleen Nott in in Elderly Retired Men (1963) produces

e hero so nmonumentelly dull, so fond of introspection
and soul-seerching thet it reises the question of whether
it is possible to depict & boring cheredar for any

length of time without boring the reesder, William

Sensom in Goodbye (1966) solves this problen by using

s delicetely ironic approach to his subject. His hero
may be a boring little man to his wife, but he does

not bore the reader, Similarly, Honor Tracy's The Besuty

of the World (1967) geins by the humorous and ironic

treatnent: of her hero,

None of these novels is a love story., They are sinply
tales of restless niddle-eged nen heving a last sexuel
fling before settling down into old age with their nerories
to warn then, 1 Their rebellion is as pathetic as the
rebellion of some of the edolescents previocusly discussed,
but rerely es fumy end lively, Most of the novels have
pet morel endings, though few ere quite =8 pet =8 in

Marthe Gellhorn's Pretty Teles for Tired People (1965)

which proposes that adultery and pride ere always followed

by & fall, Iris Murdoch in The Ssndcestle (1957)

1 In Willian Sensonm's novel it is the wife who lesves the
husband, so these remerks do not epply to this book,
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shows thet the situation has possibilities if the love

between the hero and his mistress can be shown to be

genuine and not merely a{ﬂmpeutic/fiing. The Sandcestle
dces not deviate from the typical pattern but the love
effeir arises naturelly end inevitebly, not because the
hero is seeking & romantic ettachment, The love-affair
is a castle of sand, for the hero gives up his chance for
personal heppiness and obeys the cslls of duty, obligation
and social expedience, but their love is nonethdess

genuine,

None of the heroes ¢nd heroings of thesc npvels is
meking a couplete bresk with his old 1life, end nost of
then return to it & little éhastened. In contrast to
these heroes ere the ones who try to leaﬁe their old
lives behind then end stert afresh, Their rebellion is
more positive but it is also nore dengerous, for while
gdultery is not considered by society to be & greve
crime, the total rejection of a way of life is, The
adult is expected to bshave responsibly, end society
is against those who try to give up their responsibilities
and start their lives efresh, In the two novels chosen

to represent this group, society is the victor,

Brenden Mulhollend's The Comrmuter (1967) is & brief novel
which tells of one day in the life of a not perticularly
"endeering creature who co:mxxutes to lLondon from his seii-
detached. Recently he hes been feeling cleustrophobic
on the trein snd hes been getting off at an esrlier
station, with the result that he is late for work, On

this dey he is werned thet he will be fired, end he
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cxpresses hB rnger, frustrstion snd resentnent in a

riotous night, He is put on the trgsin by a policeman,
fights with his Wife when he gets hone - and next doy
he is on the commuter's train, He hos no choice., His

rebellion is feeble, but it is o1l thet he cen menege,

John Wein's The Sm-ller Sky (1967) is a more direct

criticism of & society which does not s2llow for non-
conformigts, A niddle-pged scientist goes to live on
Paddington station, the only place where he does not heor
drums beating end he cen feel at pesce. He goes there
to hold on to his senity, but ¢ "well-meerning" friend
discovers him and the process of forcing hin to conform
begins, 4 television teen learns of his story end they
corne to film him, He penics end climbs onto the station
roof where he feels a brief peace under ¥the larger sky"
' before felling to his death, "As Geary died, two good
things happened, The druns cessed, end the snow went

on felling, " Society does not sllow such nmen es he to
find their own salvetion or seek thelr own enswers: non-—
conformity is construed sg inssntiy, A pgychiatrist
cane to telk to him, the television men came to filn
hin, His eccentric behsviour is sensstionel neterial -

his ressons for being there interest no one,

The lest group of middle-aged heroes is the most interesting
becsuse of the veriety of chsracter who belong to it. They
ere ell nen who heve never conformed, who have been eble
to renmein reletively free fron the pressures and demends
of society. 411 of them hsve retéined & freedom thet the

nine~to-five - worker csen never have., Their independence
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hes been herd-won and they fight to retain it with e
grim teneacity. Inevitably most of them are creative
artists, & breed noted for its non-conformity, The
novels usually show the heroes at a point where they
ere fightige bettle to remsin individuels outside

society,

Anthony Burgess's Mr Enderby first epperred in 1963

in Ingide Mr Enderby (published under the pseudonyn: of

Joseph Kell) end later e sequel under Burgess's own

nene was published, Enderby Outside (1968), Mnthony

Burgess's thesis is thet the lyric poet is essentially

an adolescent and if he is forced to grow up, to become

an adult, he loses his gift for poetry, UNMr Enderby is a
plunp middle—aged poet who has arxrrenged his life around -

his work, He lives on & smell ennuity in a tiny flat

in & seeside bosrding-house, end his life is entirely
devoted to his work; He reluctantly goes to London to
receive en: swerd, but the evening is & disaster, There

is @ drunk lecture scenc (shades of Iucky Jim) and

Enderby finds himself penniless. He is adopted by en
intelligent end glenorous negezine editor, Veste Beinbridge,
who bullies hin into living with her end nerrying her,
Enderby is "growing up®, his inspiretion -~ or his nuse-
leaves hin and he cennot ﬁrite. He tries to commit

guicide and is given & new personelity by the psychietrists,
He is feirly heppy in his new role - but will never be &

poet agein,

Mr Enderby's litersry ancestor is Joyce's Leopold Bloon,
but he is not & peke copy of hin, Enderby writes nost of

his poetry while sitting on the lavatory, end his bath
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is filled with sheets end screps of peper, His sexual
life is restricted to onanism, He is heunted by the
meuwory of his huge, coarse and revolting step-mother,

' seeing her in every woumen he has met, His greatest
treasure is his privacy, but he is no metch for Veste,

the woman of the world.

Inthony Burgess hes succeeded in this novel in not only
showing the creative process of the poef's nind, but also
in offering convincing proof that Enderby's lyric poetry
was good, He thus overcomes the difficulty of persuasding
the resder to believe in Enderby's genius, end the

ironicelly 'heppy" ending is seen &s & tragedy.

Endedy Outgide is & disappointment becsuse it spoils the

coripleteness of the first book, Obviously the sequel
was not originally planned but was written because the
first book wes @& criticel success., In it Enderby finds
his gift hes returned, Enderby, a sworn eneriy of the
BEsteblishment, end finelly its vietinm, should not rise

like & rather grubby Phoenix in the later book.

Enderby is one of the most successful portraits of the
creetive artist in contemporsry fiction% and he illustretes
very explicitly the clesh between society and the non-
conformigt, It would be repetitive to discuss eny more

of these herces here , for #ll of them show the sane

fierce defence of their freedon,

1 In Adous Huxley's Crome Yellow, Scogen egked: "Why will
you young rmen continue to write ebout things thet zre so
entirely uninteresting as the mentelity of sdolescents
end ertists?" Both are still fevourite topics with writers
- & selection of novelists who heve written ebout en
artistic character would include: Angus Wilson, Sten Berstow,
John Berger, A.S. Byatt, Sylvia Clayton, J.B. Priestley,
Honor Tracy, Arnold Yerrow, Michael Bjakenore, Margaret
Drebble, Maureen Duffy, Elizabeth Jene Howard, Storn
Janeson, Wilfred Sheed, Men Sillitoe, Muriel Spark,
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One of the few srtistic heroes who has not followed the
serie pattern is Jeke Doneghue, the hero of Iris Murdoch's

first novel, Under the Net., Because this book was published

in 1954 it wes linked in the public’'s mind with Wain's end
Ais's first novels, end it does, superficielly, resemble
then, The hero is rootless and restless snd his piceresque
edventures lead him through London end Paris, The hunmour
end the several scenes of high ferce - the capture and

releage of Mers for example - linked Under the Net with

Ineky Jim, A eloser exeminetion of the book shows that
the resemblances are fortuitous end thet Jeke hes little

in common with either Charles Iumley or Jin Dixon,

Joke is & struggling peripstetic writer who eerns his
living from trensleting, He is in his thirties snd is
en intellectuel. Moreover he is e true Bohemien whose
regtlessness erises more from sn instinctive desire to
test out the renge of his own adeptebility then from
any strong hatred of e perticuler ebtmosphere or milieu,
'He is less eware thet our social structure is wrong, or
eirless, or oppressive, that that it is run, end it is
the rumness that he's exploring, in e sense even
philosophically, " 1 He sees through intellectuel shaus,
but he hes no particuler exe to grind or protest to nske.
Unlike the other, younger, rebels who have been discussed
‘earlier, there iz no likelihood thet he will ever conforn
and the book ends more or less where it begsn, with Jeke
going off to find some lodgings, Jake does not resemble
the other ertistic heroes, such ss Enderby, very closely

because his art is not the whole of his life, He is

1 G.S. Fraser, 'Iris Murdoch', Internetionel Iiterary
Annual, ed, J. Wein, 1959,
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not defending his artistic integrity, he is defending his

philosophy and his right to be himself.

Under_the Net has no plot, there ere no crises or resolu~

tions end the resder is not encoursged to look for e morel
or even an energent generslisetion about life, Jeke's
hallucinetory quest leads hin "through half-literery and
only half-understood events, with the lower-half of the
London scene flickering like ¢ megic~lentem in the hands

of an excited idiot child, " 1 Under the Net ig, then

piceresque, but it would be more mccurate to describe it

sa an Existonislist novel, "'All theoriging is flight,

We must be ruled by the situetion itself end this is -
unutterebly particulsr,' So ., ., . Jeke , . . noves fron
gituetion to situetion in e curiously dresnlike post-wer
London, coping with events es they occur, engaging the
problens of existence without philosophigsing sbout essences.‘z
Jeke's existentielist position is indicated in the.following

extracts:
3 This wes whet slweys heppened, I would be gt pains to
put ny universe in order &nd set it ticking, when
suddenly it would burst agein into a mess of the sene
poor pieces, and Finn and I be on the run,

4But nerriasge remeins for re an Idea of Reeson, a concept
which mey regulate but not constitute my life. , . «
T hate solitude, but I anm afreid of intimecy. The
substance of ny life is a privete conversation with
nyself which to turn into & dialogue would be equivalent
to self-destruction, . . . She took life intensely end
very hard, Wherees I think it fooligh to take life so,
es if you were to provoke ¢ dangerous enimel which will
bresk your bones in the end in eny cese,

5"What you need is to becone involved, As soon es you do
s:nothineg end nock into people you'll begin to hete e
few of then, Wothing destroys ebstractions so well es
hetred, " ‘
UIt's true,” I seid lazily., "At present I hate nobody."

1 X. Alsop, The fngry Decede, 1958,
2 A, Burgess, The Novel Now, 1967,
3, 4, 5, Penguin edition, pages 9, 31 end 103,
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1
"I've always travelled light," I seid, "end I don't see
that it's ever helped ne to understend anything,"

The title of Under the Net gives e key to Jeke's position.
The net cen be seen es the net woven by society to trap |
and enmesh the individuel and his privete will,

J. Gindin 2 offers a slightly different interpretation:
"But planned weys of life ere nets, treps, no matter how
caerefully or rationelly the net is woven, end Jake discovers
tha#none of these na?row paths really works., The nets
range fron logicel-positivist rhilosophy and left-wing
politics through wining theetricels to film scripts and
sophisticated bleckmeil," Gindin's interpretation is not
wholly acceptable beceuse it implies that Jeke tries to
follow e planned wey of life, He does not, unless
endeavouring not to follow & plenned way of life cen be
so interpreted. Jake's desire for solitude elways
preserves him from true involvement, In the light of

3

this e remerk nede by Iris Murdoch is interesting:

We need to return from the self-centred concept to the
other-centred concept of truth, We are not isolated
characters, nonarchs of all we survey, but benighted
creetures sunk in & reality whose nature we ere instantly
end overwhelmingly tenpted to deforn by fantasy. Our
current picture of freedom encouragese drean-like
facility; wherees what we require is a renewed sense

of the difficulty end complexity of the nmorsl life and
the opacity of persons.

Neither Enderby end the others like him (the creative
ertists who secrifice everything except their independence
for their ert), nor Jeke the Bohemisn, &re contemporary

in the sense thet the younger rebels were, All have about
them kesze 8 slightly anachronistic flevour end would heve

been nore et home in london or Peris et the turn of the

1 Penguin cdition, prga 223. .
2 Pogstwar Britigh Fiction, 1963 ,
3 Quoted by A. Kezen, Contenmporeries, 1963,
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century, Joyce Cary's Gulley Jinson is their prototype,

The lest non-hero to be discussed in this chapter hss ost
of the choracteristics of the other non-heroes (including

the rebellious young ones), He is in neny woys the

archetypel contewmporary non-hero,

V.S. Waipeul in A House for Mr Biswes (1961), one of the
finest novels in contemporsry fiction, hrs created a
nemorsble non-hero, Mr Biswes is born into e poor Indian
fanily in Trinidad buf he neneges o get an education which
leaves hin discontented with the life of his parents, but
ill-equipped for sny other, He is en srtist menqué, a

arn with cultursl pretumgion who would lilke to devote

his life to resdiing and writing but he is struggling with
the complexities of o society where not only cless but also
rece and caste p;esent formideble barriers to the fulfilment
of his embitions. Mr Biswes is not physically prepossessing
but he isg trepped into en errenged nmarrisge with e deughter
of the Tulsi household, The Tulsi's are fairly well-to-do

| shop keepers, but Mr Biswas finds life berely tolerable
with the fourteen daughters, two sons, sons-in-lew and
numerous children, headed by & stern matrierch end her
adviser - 2ll living in the same'house. Fron the tine

he joins the Tulsi's his life becoues e struggle to retein
his personality end to become indvpendent of themn,

1 More importent then religion wes the Indien's femily

organizetion, en enclosing self-sufficient world sbsorbed
with its quarrels snd jealousies, as difficult for the
the outsider to penetrate &s for one of its nembers to
escepe. It protected and inprisoned, a stetic world,
aweiting decey.

1 V.S. Waipeul in The Middle Pessage, 1962,
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Mr Biswas would like to leed the life of a festidious

end cultured men, but without money - end e house of his
own - this is inmpossible, TbWards the end he does build
& house for himself end his fanily end he dies heppy in
his achievement, But his house is mortgeged to the hilt
end the son he sdored and had gfeat snbitions for is in

England and has stopped writing to his family,

The outline of Mr Biswss's life story would suggest that
this novel is & tragedy, for it is a story of e would-be
independent spirit crushed by the forces of society. Even
his apparent victory at the end is hollow, . The outline
suggests nothing of fhe considerable humour of the book,
Mr Biswes is an absurd hero, the situations in which he
becones entangled are absufd, but he reteins & vitelity
and optimism which gives hin & kind of nmorel stature,

He has a quick, irreverent end often facetious wit, end

he never loses feith in hinself, Mr Biswas is never
defeeted or pathetic in his own eyes for his feith in
hinself is supported by ﬁis lack of sslf-knowledge., He
sees hinself as & nen of culture and elucation, end yet
ironicelly he cen only do two jobs well - signfwfiting
(which is not profitable and he hes to abendon it) end
reporting for e sensationel newspeper (which chenges its
policies and puts hin out of a job), His life is o series

of misheps, but he continues to believe in his freedon,

Mthough Mr Biswas, his character ond fortuneé, ere the
chief concern of the book, Naipsul's picture of the exotic
society in which he lives is vividly drawn while it avoide

the trap of offering & sociologicel study.' Neipsaul brings
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a8 whole world to life,

In contrest to this book nost of the novels discussed show
_ & thinness of telent and & self-absorbed egoism which
suggests that the delineation of & dissentient or rebel
is, in the end, of limited interest. He oust be more then
that, HNeipeaul widens the range of this type of novel

and by doing so indirectly shows up the nerrowness of scope
end even a certein tinidity amongst the English writers.
Neipaul has a Dickensien breadth, with a style and

" treatuent which liken hin to E.M.Fbrster. Mr Biswas,

in spite of his nationslity, is nore universal, more
representative, of the averasge non-fictional non-hero

of this ege then sre eny of thé Fnglish non~heroes,

He is, quite siuply, the non-hero of the contemporery

world,
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Chapter 5 Part B:

Women Novelisgts

A, Burgess L refers to rn sttaeck Olivic Manning mede on

people who declare thet they '"never recd women novelists",

o8 though mole ond femzle fiction constituted two distinct

and regognisable categories of art., All novelists, according
to Olivie Monning, "are really a sort of blooming hermaphrodite,
Her cry of fury is far from new, but it is interesting

thaet even the'"emancipated" woman writer of the twentieth
century should still feel it. necessary to mske it. The

womon noveligt is still struggling to free herself from

the label "lady novelist" and to have her work accepted

on & par with the werk of men,

The (usually) mele reader is not wholly to bleme for his
refusal to read women novelists, The mrjority of women
noveligts are popular novelists whose speciality_is the
ronantic wonen's mpgoezine type of fiction, There sre
fewer male competitors in this field thuen there sre in the
other field fevoured by populsr women novelisgts, the
detective story, Romonce hos therefore become their |
particular preserve, end it is naturel, if foolish, to
assume that o woman novelist one has not read belongs to

the mejority.

Such an assumption is given further weight by the fact that
the subject motter and meterial of populer and serious
novels written by women is wery often the same. Jene
Augten's novels, reduced to a plot outline, are love stories

not unlike those of the typical story in Woman, In one way

1 Urgent Copy, 1968.
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or another, most women noveligts are concerned with some
aspect of lové. In previous centuriés this would
necessarily have meant thet men would have ignored their
work, but the aversge twentieth century male is peculierly
fearful of being lebelled effeminate., A glance at the nost
popular novels written and redd by men shows thet love
pleys a very smell part in this fiction., Repe and lust
replace seduction and love, and their women are figures

of wish~fulfiliient who bear little mesmeblance to actusl
flesh-and-bload women, Love is confused with sentimentality
and banished to women's novels, There are signs that this
position is beginning to change, for the younger twentieth
century male born since the war, is more feminine and less
ageressively mesculine than his older brosher or father.

If this trend continues the woman novelist may find that
she has been accepted, not through any efforts of her own,
but because the attitude of men to such "sissy" subjects

as love has changed,

A, Wilson 1 seid of the younger generation:

They heve got rid of so much thet destroyed my geners-
tion, I believe that to & great degree they zre
getting rid of whet they would cell "the hang-up" on
sex, The whole concept of victimisation, the whole
concept that there must be somebody destroyed, the
whole idea of the necessity of pain in love affairs,
the Whdle rigid idea of the little women, the strong
silent man, the flirt, the ced -~ a1l this goes, The
0ld ideas disappesr, of men here end women there, of
the victim, the chase, All these hardened sttitudes,
end dogmetic homosexuslity elong with them., The whole
thing is more merged and fluid.,

In spite of this hopeful prognosis, at the end of the
srticle A. Witdon says that he fears that ", . , this
sexuazl revolution, like everything else liberal in England
today, may well be threatened by the sudden penic that has

begun over the loss of authority."

1 'The Sexual Revolution', The list., 10.10,1968,
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Olivie Monning's belief that novels written by men and
women do not bélong in separate categories, is.interesting.
She is, of course, right in believing that separate critical
standards should not be applied, but it is doubtful whether
she is right in averring that the sex of the suthor is

not apperent in his novels, Virginia Woolf, in a review

of R.Brinley Johnson's The Women Novelists l, disagrees.

e s o &nd yet no one will admit that he can possibly
misteke o novel written.by & man for & novel written

by & woman, There is the obvious and enornous difference
of experience in the first plece; but the essential
difference lies in the fact not that men describe bettles
and women the birth of children, but that each sex
describes itself., ., . . And finelly ., ... there arises
for consideration the very difficult question of the
difference between the man's and the woman's view of
what constitutes the importence of any subject. From
this springs not only marked differences of plot and
incidert, but infinite differences of selection, method
and style,

Ion Watt 2 cites the example of Jane Austen to suggest that:

the feminine sensibility .. was. in some ways better
equipped to reveal the intricacies of personal reletion-
ships and was therefore at & real adventege in the realn
of the nowel, The reasons for the greater feminine
comnand of the ares of personal relationships would be
difficult and lengthy to detail; one of the mein ones

is probebly thet suggested in John Stuert Mill's statement
that 'ell the education that women reeveiwe from society
inculcates in them the feeling that the individuels
connected with them are the only ones to whonm they owe
any duty.' As to the connexion of this with the novel,
there can surely be ltttle doubt.

3

Mary MoCarthy ” sees the fictional experiments of the twentieth
century as having gone in two directions: towards sensibility
end towards sensatitn, "The novel of sengibility was |
feminine., . . . In the modern novel of sensibility the shimmer
of eonsciousness oppupies the whole field of vision, Happenings
are broken dowm into tiny discrete impressions," She'suggests
later that the novel's distinctive tone, even when at its

nost serious, is one "of gossip and tittle tettdd", Wortn

are not Becessarily more inclineed to gossip then men, but

1 Review published in TLS 17,10.1918, reprinted in Contemporary
Writers, 1965,

2h8he Rige of the ﬂgzel, 1963,
3 On the Contrary, 1061,




they often have the knack of making gossip more entertaining,

A, Burgess 1 suggests & similar division of the novel to
Mary McCarthy's, - He uses the Chinese terns "yin" and "yang"
to distinguish , . .
two distinct, opposite and complementary, impulses in the
novel, ., . ., the feminine anf mesculine poles in a pre-
sexual or, if we like, metephorical sense, The yin is the
yielding, the yang, the forceful; the yin is concerned
with the colour and texture of life, the yong with its
dynemic: the yin prose~style is careful, exquisite,
full of qualified stetements, while the yong is less
serupulous, coarser, nore aggressive, Henry Jemes was
8 yin novelist; Ernest Hemingway belonged to the
brotherhood of the yang,
Burgess ppints out that most women novelists belong to the
¥ impulse, and are most often influenced by the male

Yin writers,

There can be no doubt that there are differences between
novels written by men and those written by women, and thet
they do form two distinct and recogniseble categories.

Some writers really are "e sort of blaoming hermaphrodite!,
as Wivia Manning suggests 2—: E.M, Forster, Henry James,
‘Willien Senson and L,P. Haxtley come to mind. - but the
sex of nost novelists is immedietely zogprent to the reader

of their works,

Attempts to discover exmctly what distinguishes these two

types of novel leads to the msking of generslisations.which

call for modifications ond qualificimtions. V. Woolf -

quotes some of R, Brimley Johnson's statements:

Women are born preechers and &lwe¥s work forat ideel.

Women is the moral realist, and her reslism is not inspiwved
by an idle ideal of att, but of sympothy with life,

Geofge Eliot's outlook remeins thoroughly emotional ond
feninine,

Wo Women are humorous and satirical rather than imeginntive,

They have & greater gense of enotional purity than men,
but & less glert sense of honour,

R A — e o i - —y s
1 IThe Novel New, 1967,
2 Quoted by A, Burgess, Urgent Copy, 1968,
% 'Women Novelists', Conterporary Writers, 1965,
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Ion Watt 1 quotes Henry James as soying:
Women are delicote and patient observers:; they hold their
noses close, os it were, to the texture of life. They
feel and percgive the reel with a kind of personal tact,
and their observations are recorded in & thousand
delightful volunes,
[»)
A, Burgess “ suggests that women have a better natural
fictional equipment thexn.. men:
They notice surfaces, which is what novels are mede out
of; they have a pheomensl semuntic range when it comes to
dealing with texture, colour and puance of speech;
bedng the primel order of creation, they encloge men and
see through then,,Their faults are the faults o men find .
in & woman: they chatter, they are deficient in morel
values, they are too empiricsl, they fall in love with
the eccident and miss the essence, they are distracteg
by & golden epple,
More &nportent then attempting to define the difference is
to try to discover what effect the sex of & writer has on
his or her work, WVirginie Woolf bhelieved that it had a
very profound effect on women writers, and she concludes
that it is impossible for u women, any more than for a man,
to free hersgdf from "the tyranny of sex itseif".3 She
discusses the effect on women noveligts of the social
restrictions imposed on their sex (regstrictions which
Nathelie Serraute 3 suggests were designed to "mutilate
theki intelligence")., Novelists like Jane Austen accepted
the limitetions end worked within them, but writers like
George Eliot adopted male pen-nemes in an attenpt to
", ., . free their own consciousness as they wrote from the
tyrenny of what wes expected from their sex", Virginia Woolf
suggests that both reactions ere demaging to the women
novelist., The writery who accepts society's limitations
has not only to struggle with the problem of art but has also
"to respect the ignorance of young wonen's minds or to consider

whether the public will think that the stendard of morel

purity displayed in your work is such as they have e right

1 The Risc of the Novel, 1963,

2 Ungend.Copy, 196801, 1273,
2 'Women Novelists', Contemporary Writers, 1965,
3 TLS, The Writer's Dilenms, 1961,




5B, 06

- to expect from your sex," The novelist who adopts & male

pseudonyn

1 .
» « o in an effort to free herself and to enjoy what appears,

pe haps erroneously, to be the comparative freedon of the
nale sex from that tyranny, is another influence which
has told disastrously upon the writing of women, . . .
aince eny emphesis, whether of pride or of shame, laid
consciously upon the sex of a writer is not only
irritating but superfluousg,
Contenporury women writers can be divided roughly according
to whether they accept or reject the limitations imposed
on their sex, The writers who cccept these limitations are
not characteristically "contemporary". There is very little
difference between the books they are writing now snd the
books their predecessors were writing before the war.
Many of them were in fact writing InTthe 1940s: - Elizebeth
Teylor is one - ond very few of the younger writers belong
to this group. Although they are afiten jnteresting writers,
they are not "typical! of the period, end will not be

discussed here, Eligzaebeth Jane Howerd is one of the
most accomplished, and Margeret lanecand Olivia also
belong here, as do Charlotte Morrow and Elizabeth Montugue.

The second group of writers, those who reject the limitutions
society imposes on then, have been very active in contemporary
fiction, At the beginning of the 1960s & new wave of young
wonen writers sppeared, The theme which is common to their
novels ig the problem of being & woman in modern society.
Their position vis-®~vis their suffrogette forerunners is

not unlike thet of the young melerebels of the late 1950s
vis-h-vis their socialist predecessors. The suffragettes

and the sociadists fought for the rights of women osnd for

the underprivileged, and the birth of the Welfare State wes

seen us ot least a portial fulfilment of their hopes.

1 V, Woolf, 'Women Novelists', Contemporary Writers, 1965,
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The shock was therefore considereble when the members of thé
younger generation, the beneficiaries of their struggles,
announced, very vocelly, that they did not like the Welfare
State, The fiction which arose from this situation, end

the reaction of the older generation to it, has been discussed
in Section A of this chapter, The young woman writer has
ghown ruch the same disillusionment and dissetisfection
with contenporary Britain. The suffragettes chenged the
status of women end mede a new freedon, a new sociul
nobility, possible for them, But the inheritors of this
freedon have hod mixed reactions to it, and out of these
reactions two types of heroine have emerged in contemporary

fiction,

The first type appears in the early works of Edne O'Brien,
Her cmancipated young women bitterly come to realise that
emencipation does not meen equelity, There is notequality
with men,neither socielly nor sexuslly, Her heroines resent
nen, but they hove a sexusl need of them which puts them

in en inferior position to the crestures they despise.

When they attenpt to enjoy the freedom men enjoy, their

bodies betray and pubish then,

The second type of heroine is best known from the novels of
Margaret Drabble, although Penelope Mortimer waes exploring
similar thenes some years before, The Drebble heroine is
highly intelligent and, thanks to the efforts of the
suffregettes, well educated, But she is also a femsle - and
with the arrivel of children, her life is chsnged, The
frustretions and indignities of a B.Af{ Crnt-%.)with First

Class Honours, relegated to domesticity, forms the central

therne of these novels,

A11 of these writers are feminists, and they ure aggressively

regentful of nen, The men in the lives of_their heroines
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turn out to be feeble cremtures (oftep not even worth
marrying), inferior to them in every way, but with the
adventage that they live in & men's world, In this ﬁbrld
wonen are used to satisfy their segual drives, and when
this results in pregwangy or disease for the women, it is

she who bears the consequerces,

The unique Position of workrin conéemporary_society hes
given & new direction to the feminist novel. The problenm -~
the social and biological inequality of men end women -
is not new, but the ex‘reme frankness with which these
problens are dismumed and the particular form the problens
take,werrant the consideration of these novels as &
contenporery phenomenon, The suffregettes upset the
treditional socisl stetus of women, but no new compromises
have been found, The freedom of the contemporary woman
seens enpty, for it has not been accompenied by a redical
chenge in sockéty which would ellow her to enjoy this
freedon, Like the young male rebels, the young heroines
ere dissatisfied with the post-war world the suffragettes
end sociaglists helped to.create. And, like the young
mele rebels, the new women have shocked and upset the
older generation who sees then as ungratéful and

undeserving.,

EDNA O'BRIEN. In 1960, Ednz O'Brien published the first
volume of & trilogy about two wild young Irish girls end
their initistion into womanhood, Tn Tﬁe Country Girls
they experience their first betrayal by meg,but the book is
high~gpirited, lively, emusing and bawdy. The resilience
of Kate, the narrator, is shown in the lest lines of the
book efter she has received & telegram breaking off her

effeir, "I csme out to the kitchen end took two espirins
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with my tea, It was almost vertain that I wouldn't sleep
that night," Almost certain; e broken heart is still
something to be romentically enjoyed, In The Ionely Girl
(1962) 1 , the gitls are still Bn Dublin  where they had
‘moved at the end of the previous book, Kate, who works in
& grocery shdp, becomes the mistress of an older, rich and
cultured men, He is attracted her innocence, freshness end
ignbrance, but when she becomes possessive, he discards
her, In Girld in Their Married Bliss (1964), set in London,
the high spirits ebbthnd the two girls eare faced with the
sheer awfulness of being women. "The militent note is

struck, . . . Mon, the randy menace, looms with his

. 2
treacheries, "

August is a Wicked Month (1965) is Edne O'Brien's most
bitter novel, and a logicel development of the themes of
her trilogy. It is ", ., ., about a women whose nerrisge was
broken, whose child was perted from her, and who went
deliberately on this jaunt to the South of France to live

es & men would - alhomosexual. ind the price she had to

pay for it was ferocious." 3 Ellen's lonelimess, her sexual
frustration end her presumption in trying fo abrogate to
hers2lf the freedom of the mele, im pubished by the death

of her son, the loss of her self-respect and by the
contaminetion of her body with venergdl diseese: "The perfect

circuit of revenge”, she remarks.,

Edna O'Brienc prefaced her collection of short stories, The
Iove Object (1968), with this quotation from Aristotle:

"As matter desires form, so women desires man". This is
the key to the trsogedy of her heroineas,

Women continues to Porment herself with longing for the
.man whon she kmows to be unworthy of her love; pride end

1 Puhlished later as Girl with Green Eyes, 1964,

2 M. Retcliffe, The Novel Todey, 1968,

3 Edna O'Brien in en interview in Books and Bookmen, Sept,1968.
4 TLS 4,7.1968,
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desire are never to be reconciled in her pursuit of

sotisfaction: fulfilment never fails to bring a bitter ¢

end lonely reaction in which the desired becomes

suddenly contemuptible snd distant.
There have been a number of women movelists who have written
books which owe something to Edne O'Brien's exemple, but
few of them have added enything new tov: t is repidly
becoming a fashionable stereotype. The success of her
novels suggests that she struck & chord of response in
woren, who recognised the dilemmas of her heroines as genuine
expressions of the situstion of contemporery women,

"Women , . . rellied, recognized s cry egainst the horrors

of the emancipation »raviously so desired, " 1

The syted with which her themes end even her narrative
nethods were adopted is indicated by the eppearance of
three novels, reviewed in the Timeg ILiterary Supplement
in May and September of 1967, Leura Del-Rivio's Deffodil

on the Pavement 2, Berbere Comyn's A Touch of Mistletoe 5

end Madeleine Riley's A Spot Bigger then God 4 ere oll

stories of two girls who come to London from the provinces

ih search of adventure, principelly sexual edventure., A

reviewer described the by now femilier pattemses it eppecrad

in laure Del-Rivio's novel:
e « o Up the junction and down the caff, the Jjeans and
Jive, abortions and esberrations, pop and pot, cesual
couplings followed either by accidie or by mugzy, half-
beked philosophizing. #And by the time the ragged little
string of incidents is drawing to & close two nore little
illegitimetes have arrived , , .

Nell Dunn used her sociologicel studies of working-cless

women &8 & busis for her two novels, Up _the Junction and

Poor Cow (1967)., Their sources are still apparent, but they

are none the worse for that, for they gain in realism what

M. Ratcliffe, The Novel Today, 1968,
ILS 4.5.1967.

1

2 4

3 ILS 4.5.1967.
4 T_L.g_ 21.9019670
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they lose in imagination; The extroverted, sensusl ond loving
nature of the heroine, one of society's victims, is revesled
in a phrase like this from her letter to her gaoled lover:
"I'm so reped up in Your love I never wont to be unreped,"
She is abendoned by the men in her life and, a victin of
biology as much as of society, she becomes a barmaid, a

model snd finelly a tart.

LYNNE REID BANKS The L;Shaped Roon, Iynne Reid Banks's
first novel, published in 1960, becsme the model for the
bed~sitter" novel. The heroine reacts ageinst her middle-
cless parants and goes to live in London, where she has

& boby, The L-shaped room of the title is her het-sitter,
and in this book end the crop of similar novels which
followed it, th~ bed-sitter hes ecquired an almost symbolic
significance, The girl who moves into one is signalling
her independence from her family snd her school-girl past,
but it is also the begimning of &« period of restlessness,
insecurity and loneliness. Ioneliness mekes her promiscuous -
end she usuelly becores pregiant, The sordidness of the
bed-sitter existence is contrasted with the eagermess,
innocence and zest for life of the young girls who come to
Loudon, but the bed-sitter,ond the men who prey on the

bod-sittor girls, crush their high spirits in the end, *

MARGARET DRABBLE In on erticle, 2 Margeret Drabble expressed
her odmiretion for "he profundity of George Eliot's attitude
towards hunan experience", while deploring Jane Austen's
social attitudes and her '"lock of reslism" im leeving her
heroines et the alter, "when clecrly they were ull extremely
difficult women and were not in for o heppy life," As o

criticel observetion it is not very volueble, but ti

[P VR

1 Jene Geskell's Attic Suzmer (1963) end All Neat in Bleck
Stockings (1966), ond Jill Neville's Fell-_Girl (1966)
ere typicel bed-sitter novels,

2 The ligt., 4.4.1968,
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indicctes Mergoret Drebble's sphere of interest os o writer.
Her women ore "difficult' because they sre intellectunls, end
her books "show how the social mochine tokes the intelligent
womon when she gets married and churns her up ond tears her
apurt and scatters the bits about. At the some time she .
shows up . . , that the intelligent womon demonds her

existence as on individual with o fierceness hardly understend-

able by people of ny generation,¥ 1

Margoret Drabble talks very persuasively of her concern for
such wonen and for their less gifted sisters in an article

in The ldgtener,
2 1 3o still tend to see the Rights of Women intterms

of the right to work. . . . The main repson for the
tedious discontent of educated women today is surely the
difficulty of combining work with the bearing ond reesing
of children, . . . If one merries (es most women do)

end if one hos children (e&s most women do), then one cun
cloin one's right to work . . . only et the cost of
effort, fatigue, expense, ond even socicl criticism,

It is from statements like these, rather then from her skill
at exploring these themes in her novels, that she hes
gequired o reputation as the lender of o new Women's

Rights movement,

In her first novel, A Summer Bird-Cege (1962), she wrote

about the relationship between two sisters, the one beoutiful
and enigmatie, the othef ottrective and clever, It is

good women's magezine materi&l (the beputiful one marries

& neurotic, ond hos an affeir with an actor) lifted out of
the banal by.her lively picture of bed-sitter life. The
clever one cannot find a career she wants to follow, and‘

she does not went the kind of merriage -~ end bobies - her
friends hove, Both sisters displey o deterninedly '"modern™

ettitude to sex - it's as noturel os eating - but their

1 Angus Wilson, 'Sexusl Revolution', The List,, 10,10,1968,
2 The Ligt., 4.4.1968,
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e

determinetion to be fronk does not hide o certain breathless

excitement at their daring,

The Garrick Yecr (1964) is possibly her best novel, and the

only one fo explore the problemns of the intelligent merried
women with real insight end understending, Her heroine,
Fama, is merried to sn actor who is playing o season st o
provincial repertory thestre. She has two young children
but is thoroughly bored, missing her London friends end
angry at having had to refuse a.joBfén ofderritotecconpopy:;
her husbond., She feekm herself an outsider smongst the
theatre people who '“were leading e life of absorbing,
passionate tension". Her husbend is having an affait with
a glemorous actress, and Emome, en unglenorous housewife,
cammot compete., When she meets the producer, she sees in
his face, 'the kind of attention to which I am incepeble of
saying no, the kind of domineering, warlike intention that
stiffens me throughout,” Although she despises khe weskness
of her body, she loses the fight and they become lovers,
There is & crisgis,and she and her husbend asre reconciled,
The plot is predictable, end important only because the
situation it contrives is, no matter how often populer
wonen novelists have debased it, she clessical contemporary
situstion, Margaret Dpabble bribgs to it en insight eand
freshness of epproech which ngke it seen wholly new and
originel, Her heroine speacks with en sttractive esperity:
I often think that motherhood, in its physicel easpects,
is like one of those *rying disorders such as hoy fever
or esthmp, which reveive verbal sympathy but no reel
congideration, in view of the lack of fetelity,
In none of Margaret Drabble's leter novels does she so clearly

and unemotionally stete her themes, The Millstone (1965) is

an attack on the Welfere State maternity services, although
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its ostensible subject is the problem of the (intelligent)
unmarried mother, Virginity is traditionally the bene of
young women, but the worst fate of ell these days, it seens,

is to be both a virgin end an intellectusl.

In Jerusalen the Golden (1967), & provincicl girl on & State

scholarship comes to london and discovers ILife, Self, Art,
Love and Remlity, largely through her contact with o fanily
of brilliant, eegentric, beoutiful Highgate libersls, None
of ité%not the unbelievobiy innocent hercine, not the
feersome mother from whon she is escaping, not her

sophisticated friendsE;seems recl, DBoth this and The Weterfall

(1969) ere et the level of women's msgnzine Liction; =
end there are no signs that Margaret Drebble will return to

the standard of excellence of The Gerrick Year., Astringency

has given wey to sentimentality, as this passege from The

Woterfplllshows::

"1l right," swid Jomes, "ell right - ' stending there
with one hand on the open door, looking for something
with the other in his jocket pocket, with such elegance
of gesture that her heort stood still, with the venity
of her love,
Criticel self-wnelysis hes given way to chatty confidences
and the lerge themes heve become norrowedd to 2 stereotypesg.
When compared to the-peveephive studies of similer themes
. in Simone de Bepuvoir's writings, Marguret Drabble seems to

be & little trite, 1

PENELOPE MORTIMER Like Mergeret Drebble, Penleope Mortimer
sees the horrors of merriige more clearly than she sees

its joys. Her heroines sre notbostentntiously intellectuel,
as Mergaret Drobble's are; théy are ordinerily intell@gemt
niddle-class housewives who have becorme slaves to their

children, husbends &nd homes. In The Pumpkin Eater (1962),

1 Two other novels on the "intelligent fémdleththenecarre
Sylvia Clayton's Top C (1968) end Peter Geddess's Three
Paces Through the Room (1968). ,
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&ﬁduhﬁﬂper“llpr The Sright: Prison- (%2?6), Pongl quy%g;ﬁigﬁg

shows the gheer owfulnegst'ofsdeins a present—dsy nother with

& Victorian household and no help, Her heroines lose their

senge of identity, defining themselves in relation to

their children end husbands, The note of underlying hysteria and
the considerable humour, give these novels a tension which

1lifts then above the level of "™omen's novels',

My Frienl Seys It's Bullet—Proof (1967) is the .story of a

wonen leaxrning to adjust to the loss of @ breast after an
operation, The novel modulates with skill from the pages
of her journel to a third-pomson nerrative, The journal
records her obsessive, neurotic - even masochistic -
preoccupation with her deforwmity. Appalled at the thought
of pity, or quickly-conceeled disgust which & man would
feel at her body, she has ended her affair with o men in
London, On & trip to the United States she learns to
edjust end to accept her deformity, even to be half-proud

of it.

The heroines of all these novels are emancipated women, They
cen, if they choose, follow any profession, They can live
independently of their femilies, They have a freedom no other
generetion of women has had, But their freedom.seems only

to have brought unhappiness, for they have not been cosncipated
from their bodies, nor from their instinets to mate and have
children. Many of them find that social emencipation is also

e nmyth: women are still in a state of subjugation to men,
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Chapter 6:

The Popular and the Serious

The subject of this chapter is the relationship between
popular and serious fiction, Popular fiction is not of
interest solely to sociologists and a survey of contemporary
literature would be incomplete if popular fiction were to
be ignored on the grounds that it is, by its very nature,
unworthy of serious critical attention. The division of
fiction into "serious" and '"popular" is & recent critical
practice and one which is not altogether defensible.
Popular and serious fiction echo and complement each other
end the distinction between them is frequently less clesr
than the terms would suggest. While such & division has
some value, this value has been reduced since the Second
World War and can no longer be used as & critical basis
for discussion of contemporary literature, In the next
chapter the various types of popular fiction are discussed
and en attempt is made to show that a number of popular
novelists are producing work which has some claim to be
considered as literature, while at the same time &

number of serious novelists have adopted and adapted the

stock~in~trade of the popular writer.

The terms "popular fiction"” and '"serious fiction", although
in common use, ere unsatisfactory., They imply that fiction
which is popular, which is read by e large public, is
necessarily frivolous and ephemeral: conversely, they imply
that e writer of serious fiction can only appeal to a

select, and hence relatively small, readership.
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The terms came into common criticel use in blace of the
value judgements "good" and 'bad!" in about 1930 as & result
of the stratification of readers into 'mhighbrow" and
"lowbrow", Q.D. Leavisl suggests that the stratification
occurred when novelists, influenced by the experiments of
Balzac, Hugo, Turgeniev, Flaubert, Zolz &and Meupassant
"determined to write novels which should be works of art

+ +« « « The conscious cultivation of the novel as an art
meant an initiated audience," The uninitiated - the
majority ~formed the "lowbrows" who were offered a body

of fiction catering for their tastes and tailored o their
needs, while at the same time they were cut off from the
best works of fiction of the period, This is not to say
that the masses have always preferred a Dickens to a George
Reynolds ~ theyhaven't ~ but at least both writers were |
available to them, available in the sense that they were
equally f‘readable" and comprehensible, whereas Joyce
presented difficulties to a reader whose normal diet was

Ethel M, Dell,

The distinction between Dickens and Reynolds was the
distinction between mejor end minor art, not between

meajor and nén art, Andre Malraux2 suggests that this is
the difference between popular writers before the

twentieth century and popular writers todey - the latter
are producing "non-art? for '"they ect in an opposite
direction from the arts', M. Kennedy3 points out thet:
"The gulf between the non-artist end the minor artist of
any period seems to be much greater then fhat between minor

end major ertists . ., .[fbr the minor artists;7were doing

1 Q.D. Leavis, Fiction and the Reading Public, 1932,

2 'Art, Popular Art and the Illusion of the Folk',
The Partisan Review Anthology, ed.W. Phillips and P, Rahv,
1962,

3 M, Kennedy, The Outlaws on Parnassus, 1958,
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the same sort of thing and doing it less well," Mection
between the wars, then, could be divided into ert (serious)
and non-art (popular), "Popular" became a derogatory
epithet, which it had not been before, for meny of the
best earlier writers had been popular with both the high-

and lowbrows.l

The term "serious" was used by Q.D. Leav152 to distinguish
those novelists who "determined to write novels which should
be works of art", but it has since been extended to apply
to novelists whose intentions in the novel are "serious",
Hence C.P, Snow is regarded as a "serious" novelist because
he sees the novel as a vehicle for moral instruction rather
than as a vehicle for entertainment., "Serious" has come

to mean "morelly serious" as well as "artistically serious'.
The intentions of a writer are not always easy to assess,
but where they are found to be serious, he is often called
e serious novelist, however bad & novelist he might be,

The emphasis on serious intentions has also led to
questioning thé integrity of the novelist whose works are
entertaining, for sgeriousness is readily equated with
solemnity.  The puritanical suspicion that entertainment
end instruction are not compatible is not a new one, but

it hes assumed new importance with the employment of

"serious" end ‘“popular" as critical terms.

The term '"popular™ has also undergone changes in meaning
since the 1930's. Q.D, leavis's thesis 2 was that there
was & decline in readers' tastes in the first part of the

twentieth century - Joyce, Wbolf_and lawrence do not appear

1 This division in the novel has also been remarked on by
A, Wilson in 'The Dilemme. of the Contemporery Novelist®,
Approaches to the Novel, ed. J. Colmer 1G66 and
L. Stevenson, The English Novel, 1960,

2 Q.D. Leavis, Fiction snd the Reading Public, 1932,
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on best-seller lists, while Jeffrey Farnol, Ethel M, Dell
and Edgar Rice Burroughs do. She therefore equated
popularity with worthlessness, an equation which has
become less tenable in the later years of the century.

The relationship between worth end popularity will be
discussed later, and it is sufficient to state here thet
the term "populer" is now & term epplied to e certain kind
of fiction, not to any book which has large sales, Its
change in application is in itself an indicetion that

Q.D. Leavis's equation is no longur acceptable and that
the gulf between highbrow and lowbrow literature is less
marked then it was in the 'thirties, "Popular™® is not a
lebel attached to any novel which hes found populer favour,
it is now & generic neme for thrillers, westerns, science-
fiction, historical romances, romances, ghost and horror

stories,

But not all novels which come into those categories can
be clessified as "popular fiction” and & number of writers
have ettempted to explain the difference between such novels

as, say, Tolstoy's inne Karenine end Margaret Mitchell's

Gone with the Wind, both of which are historical romances,
If we leave aside the various usesbto which the words
"serious" and '"populer" have been put we are left with the
fact that there are seversl kinds of fiction developed in
this century which, as L. S‘tevensonl puts it: "gratify the
Philistine hankering for enterteinment." What are the
characteristics of such novels, and how do they differ from

the other, serious ones?

1 L. Stevenson, The English Novel, 1960.
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Andre Malrauxl offers this distinction:

««. the "arts" desired by the masses who have lost their
myth are arts in submission. These arts aim to act on
those to whom they are addressed, for the exclusive
benefit of those who further these srts , . . . Quality,
when they care to have it, is not their raison d'étre,
but one of their means . ., . . The novels, . , for the
masses require a single talent, that for narration
which assures the effect of the novelist upon his reader
s « » « The ""appeasing arts™ are, then,in no sense
inferior arts: they act in an opposite direction from
the arts; they are, so to speask, anti-arts . . . .

2

M, Kennedy holds a similer view end adds thut artists,
however bad, never think of their imaginary readers as
"in any way inferior to themselves ", The popular or purely
commercial writer angles his writing to & certain level of
intelligence, He descends - or condescends ~ to this level,
J.W, Saunders3 also sees the relationship between reader
end writer as the key to the differences between serious
and popular fiction: ". ., . generally these novels present
nothing novel: their whole effort is designed to relax the
reader by entertainment which appeals to preconceptions,
prejudices end tastes definable in advance, " Simenon4
calls "commercial"

+es €very work , , . which is done for such-and-such a

public . . . ., Of .course in commerciel writing there

gre different grades . . . . But very seldom cen they

be works of art, because a work of art caen't be done

for the purpose of pleasing a certain group of reeders

e« o o« o In writing for any commerciel purpose you have

slways to meke concessions ., . . . You can't write

anything commercial without eccepting some code . . ..

Not always a happy ending, but something comes to arrenge

everything from the point of view of a morality, or
philosophy.

fnthony Burgess5 suggests other ways in which populer and
serious fiction can be distinguished from each other:
The serious novels probe into the world as it reelly is;

the entertainments falsify the world, manipulate it .
. « o But the factor in fiction-for-entertainment which

1 The Partisen Review Anthology, ed, W. Phillips and
P, Rahv, 1962,

2 The Outlaws on Parnassus, 1958,

3 The Profession of English letters, 1964,

4 Writers at Work: The Paris Review Interviews, 1958.

5 The Novel Now, 1967,




6,06

sets it outside the limits of literary enquiry is the
concentration on content, not form; matter, not manner.
There is rarely any attempt to use lenguage imaginatively
(cliches go down better with a mess-audience), and the
true texture of life is glways subordinated to the
contrivance of plot, The populer novel is not &n
exeminetion of the nature of reality; it is an escape-
shaft out of reality, a device for engendering easy
thrills or plcasunt drcems,
1 ,
D. Mecdonald™ can see no merit at all in popular fiction,
which is '"neither an emotional catharsis nor an aesthetic
experience, for these demend effort, The production line
grinds out a uniform product whose humble aim is not even
entertainment, but merely distraction.," The man in search
of mere distraction is in fect more likely to turn to the
cinema, television, radio or comic books rather than the

novel, for the novel requires a minimum of co-operation

between creator and sudience which the other media do not.

The picture of the popular novel which emerges from these
attempts to distinguish it from the serious, is an
unflettering one, The mejor accusation levelled ageinst
the popular novelist is that he debases the reletionship
between artist end audience, meking concessions to his
readers which bring his artistic integrity into doubt.

He is also accuscd of subordinating everything to the
demends of his plot. Graham Greene2 adds enother charge ~
the popular novelist is merely en imitator, lacking in

originality end talent. Q.D. leavis’

believes that

popular novelists have damasged serious novelists by
seducing their potential readers away and even of rendering
these readers incepable of appreciating good books, She

“elso suggests that serious writers themselves have been

teinted by the eir of commercialism surrounding the

1 Against the American Grein, 1652,
2 Collected Essays, 1969,
%3 Fiction and the Reading Public, 1932.
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novel, None of these charges can be accepted without a

closer examinstion,

The popular novelist makes concessions to readers' tastes:
"he gives them what they want®, But he can only give them
whet they want if he is ettuned to the times, for to be &
success he must gauge his reeders' tastes as carefully as
does an advertising men, Or as Shakegpeare, Scott, Dickens
and other popular writers have done, Their publics!
demends mey have had a detrimental effect -on their writing
~ this cannot be discussed here ~ but they were able to
satisfy both the high~ and lowbrows, giving the lowbrows
more than they asked for snd yet not alienating them.l
The level of taste of lowbrows cen be raised, but it
cénnot be done if the artists neglect them, Giving their
readers what they want does not necessarily destroy the

integrity of an artist.

Tne popular novelist chennels end feeds the fantasies end
dreams of his reeders, aﬁd also reflects their prejudices,
beliefs and tastes, There is an element of escepism in
all fiction, and if the popular novel does, &s A, Burgess2
suggests , provide "an escape-sheft out of reality", is
this then so hermful? The factory girl who reads only
women's romences mey have gsome odd ideas ebout merriage
but she adjusts to the facts pretty repidly., Catherine

Morlend in Jane AMusten's Northenger Abbey is soon disillusioned

by '"reality", and no irrepereble harm was done, Fairy teles
for children are not disapproved of, but fairy teles for
adults are only edmired if they cell themselves myths or ‘

allegories,

1 Walter Bagehot said of Dickens: "Such was the kind of
writing which he wrote most easily, He found likewise
that such was the kind of writing that wes read most
easily; and of course he wrote that kind," (Quoted by
A, Burgess in Urgent Copy, 1968,)

2 A, Burgess, The Novel Now, 1967,
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The charge of reflecting 'the prejudices, beliefs and tastes
of his readers must be sdmitted to by the populer novelist,
but et the same time the charge could be made ageinst many
serious novelists who ere influenced by the climate of
public opinion, The popular novel as & reflection of the
mass of society has its own value to commentators and
observers, lLeslie Fiedlerl justifies his studies of
popular literature with the remerk :  "If we meke a brief
excursion from the lofty reaches of High Art to the
humbler levels of Pop Culture -~ where radicel
transformations are reflected in simplified form . +» « ."
Ledy Wortley Montsgu® wrote:

Perheps you will say I should not teke my ideas of the

manners of the times from such trifling suthors; but

it is more truly to be found emong them, than from any

historian: as they write merely to get money, they

always fell into the notions that are most acceptable

to the present taste.
The popular novel as & reflection of society is not only
of interest to sociologists, anthropologists, historisns

end psychologists: it is of interest to anyone who wishes

to understend the society in which he lives,

The populer novel has been accused of pandering to "reader's
tastes", but what are thesge tastes to which they pender?

The first and most importent is the demand for & "good
story™, which in the popular novel usually mesns one with
action, suspense and a heppy ending. The narrative function
of the novel has been endlessly debated with E.M. Forster’s3
conclusion thet "the novel, yes, oh dear, yes, does tell

8 story" being generelly accepted. The popular novelist
does exaggerate the importance of plot (while the serimus

novelist tends to underestimate it) but a good plot need

1 'The New Mutants', Innovations, ed. B, Bergonzi, 1968.

2 Quoted from her Letters by Q.D. Leavis, Fiction and the
Reading Public, 1932,

% Aspects of the Novel, 1927,
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not be the whole of the novei. It may be the only factor
which keeps the reader turning the psges, but it does not
prevent the writer from offering more than that. A strong
element of 'Mhat happens next?" need not be harmful to a
novel, There is nothing intrinsically bad in cetering to

the reeder's demsnds for e ''good story".

The'opponents of the popular novel charge it with pendering
to the tastes of readers for sex, sadism, violence, thrills,
cheap romance and so on, It would be hard to prove that

the serious novel is not often guilty of the seme crime,

for elthough its manner of presentation may bevdifferent,
the content is frequently the same, This of éourse is the
great cenéorship debate - which hes been raging with some
force in the 1960's, Sex, sadism and so forth are acceptable
if the novel in which they appear has some claim to be
considered as literature. Curiously, because the serious
novelist has greater imaginative and linguistic powers,

his evocation of violent or pornographic scenes is usually
more vivid - and memorable? ~ than the popular novelist

can menage, A reader in search of titillation would do
better to search the serious novel shelves than those of

the frequently sterecotyped and unimeginative popular novel,

More extreme opponents of the popular novel take this cherge
of corruption a étep further and blame the increasing crime
rete on the popular novelist, Frederic Wérthamlputs

forwerd this thesis, and Pemele Hansford JOhnsoﬂZholds similar’
views, although television is tending to replace the popular

novel as a whipping-boy. The charge of influencing

1 F. Wertham, Seduction of the Innocent,
2 Pamela Hansford Johnson, On Iniguity, 1967. See also
Emlyn Williems, Beyond Belief, 1967,
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its readers to commit acts of violence is a difficult one

to prove and the furthest that most criminologists are
prepared to go is to suggest thét if a2 child or adult is
already orientated towards delinquency by other factors,
violence on the screen or in books might have & considercble
effect on him, In 1901 G.K, Chesterto% mnde this contribution
to the debate., He had "grown impstient with the thesis

.thet a boy who could not resd stole on apple becouse he

liked the taste bf the apple, but that o boy who could readv
stole an apple because his mind was aflame with & story

about Dick Turpin,"

Against the commonly held view of the corruptimg effect of
populer fiction on its readers, it can be pointed out that
there is a whole body of popular fiction dedicated to
proving that crime does not pay (the detective story),
another which keeps chivalry alive (the western), and en
even larger body which proves that it is the niwve girl who
gets the men (the romence), The criminal-gs-hero and the
nymphomaniac-as-heroine are to be found in the pages of
serious novels, and rarely in the writings of those

guardians of bourgeois morality, the popular novelist.

The popular novelist, who produces stereotypes rather than
archetypes, is often sccused of imitating and debasing the
work of serious novelists. Graham Greene2 drew attention
to the way techniques developed by an originel writer to
cover his personal difficulties will later be taken over
by imitators., This does of course happen, but it cen
peradoxicelly be of benefit to the serious novelist, for

the imitative popular novelist cen introduce and

1 Mo Defendont, summerised by R.S. Turner, Boys will be

Boys, 1948.
2 'The Dark Backward', Collected Essays, 1969,
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familiarise readers with techniques and styles which would
puzzle and irritate him in a serious novel, For example
AHemingway's gyle was copied by popular novelists who found
in it the ideal style for the thriller - and their resders
could then read Hemingway without difficulty. Surrealism
permeates popular culture end people brought up on
surrealist comics such as Herriman's Krazy Kat can begin
to understand & Max Ernst, Marx Brothers films and Goon
Show radio programmes have demonstrated that surrealism,
even if it is not labelled as suqh, can be enjoyed by the
messes, Stream of consciousnesé is not uncommon in the
popular novel, and experiments with time sequences are

almost routine,

Populer imitation of a serious novelist can also force the
latter into being more adventurous. Sir Walter Scott wrote
in his review of Jane Austen's Emmal:

The first writer of a new class is, as it were, placed
on a pinnacle of excellence, to which, at the earliest
glance of a surprised admirer, his ascent seems little
less than miraculous., Time and imitation speedily
diminish the wonder . , . . The stupidity, the mediocrity,
the merit of his imitators, are alike fatal to the first
inventor, by shewing how possible it is to exaggerate
his faults and to come within a certain point of his
beauties. Materisls elso . . . become stale and
familisar . . . + And thus in the novel , . . the more
rich and easily worked mines being exhausted, the
adventurous euthor must, if he is desirous of success,
have recourse to those which were disdained by his
predecessors as unproductive, or avoided as only

cepable of being turned fo profit by great skill and
labour,

Such reasoning may in part explain why, for example, there
was renewed interest in the picaresque novel in the 1950's,
The gerious novelist is forced to investigate new
possibilities -~ or revive old ones ~ to keep eghead of his

imitetors.

1 Quoted by M, Allott, Novelists on the Novel, 1959 from
the Quarterly Review, Vol ,XIV,
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The popular novelist is not always an imitator, Sometimes
what looks like imitation is in fact coincidence, Fashions,
diséoveries, styles or developments which eppear elmost
simultaneously in the works of serious and populer writers
may arise because they are both products of the sane
society. Hegel1 said that ell cultural end social phenomena,
even if they spring from different sources end different
aims, are inspired by e common psychology, ethos or outlook,
An exemple of this is the appearance of alienation as a
theme ‘in contemporary fiction at all levels, J, Gindin2
seys of relativism that it "has become so deeply engrained
in twentieth century culture that it permeates even the
popular novel," It is often coincidence rather than direct
"imitation which explains the phenomenon of popular and

serious writers tackling the same themes,

The popular novelist is less likely to be an innovator or
originator than the serious novelist, but as a-gfoup they
have origineted a great deal, Although most of the popular
kinds of fiction have had respeétable literary ancestors,
it is only in the hands of the twentieth~century popular
novelist that these kinds have been explored and developed,
What the serious novelist neglected became the concern of
the popular novelist, and he is responsible for having
developed at least ten recognisable kinds of novel end for

bringng some of them to a very high stendard,

The popular novelist has not only demonstrated some of the
possibilities in such forms as the thriller and spy novel,
he has also on occasion made discoveries which serious

novelists have later adopted, The popular science fiction

1 Quoted by Diane. Spearman, The Novel and Society, 1964.
2 Postwar British Fiction, 1963.
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novel is & case in point, L, Fiedlerl points out that the
"futurist reﬁolution" was first noticeable on the periphery
of literature, but that it is now moving to the centre as
writers like Williem Golding, Anthony Burgess, William
Burroughs, John Berth snd others teke it up. Graham Greene
might not have written metaphysical thrillers if some of
the possibilities of the form had not been suggested to
him by his youthful reeding of writers like Rider Haggerd,
John Buchan and Anthony Hope., Anthony Hope'in The Dolly
Dialogues was using a technique which Ivy Compton~Burnett
later refined, The hack-writers who produced "Bloods" for
the consumption of the Victorien young were writing in e
style not dissimilar to Hemingway's., J.B. Priestley2 puts
forward & sound case for the recognition of Dashiel Hammett
and Raymond Chandler as genuine literary originators.

X. Allsop3 points out that the Jemes Deen type hero was
common in populer fiction before he gppeared in serious

fiction,

The relationship between serious and popular writers is
neatly summarised by A, Comfort4: "There is a continual
exchenge hetween the levels of achievement. The scribbler
imitates the technique of the artist, end the artist is
never entirely unaware of the fiddling underneeth.”" In
the next chapter it is hoped to show that serious writers

are more aware than ever of 'the fiddling undernesth",
Perhaps one of the most serious, and oft-repested, charges
egainst the popular novelist is one mede by Q.D. Leavis5

in 19%2: the popular novelist, by seducing readers away

1 'The New Mutents', Immovations, ed. B. Bergonzi, 1968,
2 The Moments and other pieces, 1966,

3 The Angry Decade, 1958,

4 The Novel and our Time, 1948,

5 Fiction and the Reading Publig, 1932,
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from good books, demeges the serious novelist, The damege
is to his pride, his pocket and his art., Q.D. Leavis
edduces evidence to prove that the best novelists were,
until recently, amongst the most popular, but that the
position was reversed in sbout 1828 when Lytton, "the first
of the modern best sellers™ achieved his first success.
Most of the evidence for painting such & rosy picture of
the past ~ and & grim one of the present -~ is drewn from a
list of best sellers which she prints, The list does not
indicate her sources, gives no actual readership figures,
end - the most demeging fact -~ is selective. The best sellers
she lists are "representative of the popular fiction of its
time", which meens thet where e best seller such as

B.M. Forster's A Passage to Indie does not fit her thesis,

it is not included.

With no breekdown - or even indication - of readership
figures there is no way of knowing whether the earlier books
she cites were in fact the moét popular at all levels of
readership., The sales figures of a book are not en accurate
guide to the number of reeders per copy (or even whether

the book is read st alll), and this is particularly true
when books are expensive, as they were before the twentieth
century. In the twentieth century the publicetion of cheap
books, particulerly peper-backs, meant that therc were
fewer readers per copy, fér they were within the ronge of
the pockets of most of them. The sales of a book became

a better indication of its readership in this century, in -

1 The TLS of 13.3.69 quotes from en inquiry made by an

Americen magazine, The Smith, into how much people read

of the books they buy. A rendom sample of 1,000 buok
buyers were asked whether they had bought any of five
books and, if so, how far they got with them. The results:
Giles Gost—Boy by John Barth - bought by 81, reed by 7,
partially read by 21, not read at all by 53.
The Confessiong of Nat Turner by Williem Styron showed
similer results., Herzog by Seul Bellow wes bought by 59,
‘read by 11, Couples by John Updike was bought by 66,

read by 4, end not attempted at all by 53, Velley of

the Dolls by Jacqueline Susann was read by all its 29 buyers,




6,15

the century that Q.D. Leavis, basing her deductions on
book sales alone, detected a lowering of popular taste,
Without comparasble readership figures we do not know

whether she is right.

. Q.D. Leevis does not define what she meens by "best seller™",
but she appears to be judging according to the number of
sales of & book in its year of publication, rether than
considering its overall sales since publication., Such an
interpretation of 'best seller!" can bhe misleading., Some
account should also be taken of other books read in that
year, The Modern end popular novels were not to everyone's
tastes in the 'twenties, and there must have been & large
body of readers who read neither, turning instead to books
of an earlier period, to the classics., It is credible thet
the most widely read book of 1928,waa, say, Dickens's

Oliver Twist and not Thornton Wilder's Bridge of San Luis

Rey, as Mrs Leavis states,

Unless reprint figures ere taken into account, the real
tagtes of readers cennot be gauged with accuracy. Joyce's
Ulysses is an exemple of a book which hed & smell circula-
tion when it was published’'in 1922, The circuletion was
only partly attributable to its censorship problems, for
censorship usuelly gives & boost to ssles. But it has since
become a best seller, and Penguin Books were prepared to
pay £75,000 in 1969 for its paper-back publishing rights,
The eventual popularity of Ulysses could indicate either
that thevprocess of acceptance of highbrow literature is
slow,. or that the tastes of the reading public have improved
intrecent years, It does not indicate that only the worst

twentieth century books bhecome best sellers.
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Part of Mrs leavis's argument is that thé standard of
literary works was higher when the reading public was
homogenous before the late eighteenth century than it was
after the growth of circuleting libraries and the
commercialisation of fiction had fregmented it, From this
she '"proves" that the popular novel has been the cause of
the deterioration in serious fiction over the last
hundred and»fifty years or so, She assumes that there
was once a gtate of affsirs in which there was widespread
literacy end yet which did not produce trashy fiction, but
this idyllic picture is based on the kind of wishful-
thinking which is astonishing in a writer who cleims to

be gcientific. She offers no facts to support her theory,
which is in direct contradiction to theconclusions reached
by Robert Mayol who wrote:

There is nothing in the over-all picture from which the
eighteenth~century apologist can take heart, With a
few conspicuous exceptions, the origingl miscellany
fiction published between 1740 end 1815 was trashy,
affected, and egregiously sentimental. Judged as
literary ert, it was devoid of imaginstion and wretchedly
written,

We have sometimes been invited by the critics of mass
culture to view the eighteenth century with special
approval, es an age with a homogenous reading public,
when popular and cultivated tastes were happily united,
end when the common reader was blissfully content to
teke his standards from gbowe, free from the pernicious
effects of commercielism that mar the popular literature
of our own age . . . . But /Ehis picture/ is very
gseriously quelified by the ‘originsl' fiction of the
magazines ., . . .[ﬁhich reveql7 anything but a homogenous
literary culture, dominated by the best poets, essayists,
novelists and critics, Rather it exhibits in abundance
those very qualities of daydreem, poverty of feeling,
and separation from life as known to its readers that
are usually laid at the door of the modern novelist.

If Q.D. Leavis's judgements that the serious novel has itself

deteriorated since the eighteenth century is acceptable -

a judgement that can be disputed ~ it seems as if it is

1 R, Meyo, The Novel in the Magazines 1740-1815, 1962,
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not the populer novel which is to blame, but rather the
spread of mass literacy. The 'homogenous' culture, such

es it was, disappeared with literacy, not with the

appearance of circuleting libraries sand the commercislisation

of fiction,

The boon in paper-backs hes considerably changed the picture
of the book market since 1932, Mrs leavis proﬁhecied then
that publishers would before very long cease to publish
serious novels, on the grounds that they were unprofitable,
Having injured the pride, the art end quality of the serious
novelist, the popular novelist would then injure his
pocket, J.W. Saundersl comes to an opposite conclusion:
..» Dy &and large the literary profession has gained
in strength from the mass market . ., . . the technical
edvances which were precipitated by the immediete and
ephermeral needs of a mass public also helped publishers
echieve nmags sales for books of lasting quality,
Seunders also points out that the large rewards which come
from reprints in paper-backs, film rights and reprints
abroed ere more often enjoyed by serious novelists then
by populer novelists. BEvelyn wauth gaid this of
Hollywood: "Each book purchased for motion pictures has
some individual quality, good or bad, that has made it
remarkable, It is the work of a great srray of highly
paid and incompatible writers to distinguish this quelity,
geperate it and obliterate it."
Not all serious novelists are offered lucrative contracts,
and it is this group -~ the serious novelists who have
little or no popular appeal - which is most in danger of

being neglected or turned down by publishers. If such a

novelist con attain the status of "2 prestige author',

1 The Profession of English Letters, 1964,
2 Quoted by D. Macdonald in Against the Americen Grain,

1952 ,




6.18

the losses sustained in publishing his work will be
willingly offset by the publisher from his profits on best
sellers, It is not an ideal situation, depending as it
does on the image of his firm that the publisher is trying
to project. Fortunately book publishers are often men who
have gone into the husiness because of their interest in
books, end not for purely mercenary reasons - and.it is

on these men that the prestige writer will have to depend.
There is of course always the gembler's hope of backing

an outgider ., . .

In Part IIT of her book, 4.D. Leavis offers another reason
for her belief that serious novelists will soon be unable

to find publishers, She writes: "It has already become
practically impossible to get a book reviewed unless it

is advertised, end highbrow novels, which return little

or no profit, camnot stend the enormous cost of advertising,"
Without evidence to support her assertion that highbrow
novels are not profitable, and without evidence to support
her assertion about reviewing, it is difficult to know
whether she is making en ill-informed guess, or & factual

observation,

Books are usuelly sdvertised in literery periodicels or
the review peges of newspapers, and the edvertisements are
placed either by the publisher or by a book-seller., I
gnalysed the reviews énd advertisements in one edition of

a literary periodical (The Times Literary Supplement)%nd

one edition of a more avowedly commercial newspaper
( The Observerf%o see if the position in 1969 wes the same

as Mrs leavis believed it to be in 1932,

1 TLS of 8.5.1969.
2 QObserver of 26.4,1969
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In The Timeg Literary Supplement, twenty five publishers

advertised one hundred and one books, There were eighty

two reviews and short notices, Of the twenty five publishers
who advertised, only eight of them had any of their
publications reviewed, and of these only three had their
books both reviewed and advertised., On the other hend,
publications from thirty five publishing houses who did

not sdvertise in this edition, were reviewed,

In The Observer, five publishers advertised seventeen books.

There were twenty three reviews and short notices, Of the
five publishers, only one had gny of its publications
reviewed, and this was not one which had been advertised
by its publisher, On the other hend, publicetions from
twenty publishing houses who did not advertise in this

edition, were reviewed.

Prom such & very small sample one cannot of course draw
eny firm conclusions but the figures do suggest thet
reputable papers will review & book even if the publisher

does not advertise in that paper, The Times Literary

Supplement in perticular reviews tooks from smell or
foreign publishers who never edvertise in it, It seems
then that there is a reasonable chance that a book will
recieve the best advertisement, & review, for the cost of
the reviewing copy -~ which is not exorbitant, Because

of the publishers' practice of advertising more than one
book in each advertisement, the highbrow novel stands an
excellent chance of being included in the advertisement

alongside & more popular novel,

Mrs Leavis's criticism of the popular novel and her picture
of the literary scene in the nineteen thirties and earlier

has been discussed in some detail because her work has
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been very influential, The recent (1966) re-issue of her
study suggests that it will continue to be so. Later
critics of the contemporary scene have accepted her thesis
almost without question, and have continued to reiterate
her gloomy predictions, In this chapter I have attempted
to show how the split between popular end serious writing
occﬁrred and to suggest that the popular novel is not
without critiéal worth, In the next chaptef I hope to
show thet its contribution to fiction has been important,
and that the split between popular and serious fiction is
less merked now theu it was before the Second World Wer.

The truly homogenous literery society may yet emerge.
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Chapter 7:

The Popular Novel

The popular novel is not a twentieth century phenomenon,
but the degree of commercialisationﬂof the popular novel
in this century sets it apart from its predecessors.

The typicel popular novel is written to a formule, a
product designed for mass consumption., Although a study
of these formulas, their development and their changes,
would make an interesting literary-sociologicel study, it
is outside the scope of this thesis, Emphasis is placed
here on the position of the populer novel vis & vis the
the serious novel, for it is my contention that the
division between populer end sericus novels, so marked

in the 1930s, shows signs of narrowing in the 1960s,

In this chapter there is therefore a brief discussion of
the characteristics of the various types of popular fiction,
" Mention is made of the historicel origins of each type to
help clarify the definitions, but the emphasis is on the
chenges popular fiction has undergone in the past twenty
years, It hes not been cqnsidered necessary to discuss

the works of the best known exponents of the forms except
where their deviation from formula, or their high standard
of literary excellence, makes them sufficiently outstanding
or interesting to be>considered alonggide serious novels,
The works of serious novelists who havé borrowed materials,
methods.or forms from the popular novel are elso discussed,
Both these groups - the populer writers who write seriously,
and the serious writers who on occasion use popular forms -

are growing in number and importance end although it would
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be unwise to predict that the division between popular
and serious writers will eventually close, the evidence
suggests that some nerrowing of the gap has slready
occurred and that the literary scene in the 1960s is more

homoge@bus than it has been before in this century,

Some difficulty hes heen encountered in distinguishing
the popular forms of fiction, for the terms are generally
very loosely used by critics and reviewers alike., It has
been found necessary to provide distinctions which, while
they are arguably arbitrery, do provide a workeble basis
for discussion, &ix major types of popuiar fiction have
been discerned: the thriller, science fiction, gothic
romance, historical romence, romence and western, Bach
section, numbered alphabetically, is discussed separately,
The blenket label "thriller" covers the adventure story,
the political thriller, the spy story, the war story end
the detective story, The blanket label 'gothic romence"
covers gothic prorer or neo-gothic, horror and ghost

stories, These are discussed as sub-sections,

A. THRILLER
The thriller (or "shocker as it is still sometimes called)

. e . 1
ig described in The Shorter Oxford English Dictionery as:

"a work of fiction of sensational character", Such a
definition will edmit the works of a number of serious
writers as well, but it is given here beceuse it illustrates
one characteristic which many serious writers have in
common with thriller writers - a taste for the sensational.
It is not only the popular writers who exploit the public's

taste for the sensational end the dictionary definition

1 Third Edition, 1959.



is therefore not exclusive, There is a difference in the
way sensationalism is used. The sericus writer may find
it necessary to be sensational beceuse it is an integral
part of his vision, but the popular writer supplies
gratﬁitous thrills with the sole intention of 'thrilling"

his readers.

A good plot is the sine qua non of the thriller, It is
not surprising therefore that the heyday of thé thriller
(and particulerly of the detective story thriller)
coincided with the attempts of the Moderns to relegete
the plot to & minor position in the novel. Readers who
did not see the need to jettison one of the traditional
elements of the novel, turned to the thriller to satisfy
their ufge for "a good story", M. Kennedy'l suggests that
there are also a number of readers "of’highrintellectual
calibre" who have been alienated by the didactic serious
novel, preferring to reed history, biogrephy end so on
undiluted for edification, and to read thrillers for their

entertainment,

There are, broadly, two types of plot wﬁich are used by
thriller writers. The first type, most commonly uzed by
writers of adventure, spy, war and the sensetional detective
stbries, is episodic and tends towards complexity in‘its
search for originality. It depends heevily on coincidences
for its complicetion and eventuel resolution. Suspension
of disbelief is therefore of immense importance, end this

is accomplished in part by the judicious use of pace -~

the reader is hurried along without giving him time to
pause end perhaps question the more unlikely episodes.

Typically, the thriller is short — about two hundred pages -

1 The Outlaws on Parnessus, 19583,
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which enables the reader to finish it at & sitting. John
Buchen found that the reader's suspension of disbelief
could be encoureged by blacing ordinery cheracters in an
an ordinary setting, so at least part of the novel was
recognisebly "true to life', Other writers, such as
Rider Haggard, give their stories exotic backgrounds,
relying on the Englishmen's belief thet although "t
couldn 't happen here”, anything could happen "over there',
Whichever setting e thriller writer chooses, he must
ensure thet a suitably suspenseful atmosphere is built

up end maintained,

The second type of plot is the one preferred by most writers

of detective stories. It can best be compared to a jig-

© saw puzzle, where the excitement comes from finding the

pieces eand comploting the picture, rather than from the
thrill of the chase, Pace is of less importance to the
detective story writer than it is to other thriller
writers and an exotic background is rarely used, for
sensationalism is reduced to the minimum, The plot may
be complex, but it is more carefully articulated and
motiveted than the other type, The detcective story poses
the question of "who did it?", the other fypes of thriller

ask "what happens next?v,

Elizabeth Bowenl suggests thet, typicelly, the thriller
has no theme. It would be more correct to say that it
has only one theme -~ the battle of good egainst evil,

This theme eppears even in the nineteenth century thriller
with its basic plot of "the young and rightful heir
deprived of his birthright by eﬁil—scheming relatives

and guardians."2 The characteristic twentieth century

1 Afterthoughts, 1962,
2 R.S. Turner, Boys Will be Boys, 1948,
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thriller contimies to show the defeat of evil forces, and
it was perhaps the possibilities of such & thene which
attracted writers like Grghem Greene and Cherles Williams

to the thriller form.

A number of popular writers in the contemporsry period
have, like their serious colleagues, been effected by
contemporary doubts as to whether good and evil, or right
and wrong, ere always easy to distinguish. "Thou shalt
not kill", the commandment on which the thriller is based,
was more eesily accepted by & generation who hed not
experienced two world wars. On the international level
writers can no longer depend on the prejudices of fheir
readers, for few contemporary readers cen believe that
evil is confined to nationalities other then his owm,

As & result, more subtle themes have been explored by some
of the better thriller writers, John le Carre shows his
spy heroes as men caught up in something they do not
ﬁnderstand, and they are menipulated andAeventually
discarded by the cynical and bureaucratic machine of their
owvn side, Gwendoline Butler has explored another Kafka-
esque situation where the‘borders between reality and
illusion are indistinct, Political thriller writers hﬁve
begun to consider seriously, as Maurice Edelman in The
Fratricides (1963) has done, the rights eand wrongs of
international disputes, The development of theme in

the thriller is a significent step towards closing the

gap between the serious and popular novel,

Because exploration of character in depth could unbalance
or detract from & novel whose piot is its raison d'4tre
the thriller writer rarely does more than sketch in his
characters in broad outline. It is not their job, as it

ig of the characters of serious novelists, to add to our
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kndwledge of ourselves as individusls: what they may teach
us about human beings is general, not particular. Tﬁeir
characters must of course conform to the laws of psycho-
logicalvprobability, and some eccentricities may be
introduced tovretain the charecter in the reader's mind
and to create an affection for him, but there is rarely
an attempt at full characterisation, Such heroes may
become stereotypes, but they are not stock characters when
they first appear. Richard Hanney, Hercule Poirot, Father
Brown, Jsmes Bond and & string of others have become so

well known as to be regarded slmost as folk-~heroes.

The best contemporary thriller writers have been affected
by the growth of the study of psychology which has
complicated our attitudes to both criminels and seints,
M. Kennedyl quotes Agatha Christie's rueful complaint
that "an honest man has been described as the noblest
work of God, and that to turn one out, once a year, in
time for the Autumn lList, is to engage in august
competition.” The decline of the hero in fiction has
also affected the thriller story writers, The courage,
virtue and character of the thriller hero must be
unguestionable if the usual pattern of thriller stories
is to be followed -~ and such & hero is now en anachronism,
difficult to meke convincing, The metamorphosis of the
hero into the enti-hero has been discussed in Chapter 5,
but it is interesting to note that the populer thriller
has also been affected by this trend., Contemporary
.thriller writers, especially those who write adventure,
spy and war stories, and political thrillers, are faced

with & paradox, '"Theirs is a heroic genre, concerned

1 The Outlaws on Parnassus, 1958,
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with making out in the face of ordeals, The tests may
be tests of intelligence or love or endurance or decency
or ingenuity end, almost always, of courage."l But the
hergiq hero (the Richard Hennsey type) has been replaced
by the non- or anti-hero who must nonethelss achieve
heroism if the genre is to be true to itself, This
difficulty is often solved by placing the anti-hero in
such a position that he is forced into heroic actions -
he does not go into them either willingly or intentionally,
for he has no choice, The logical extension of this
situation has provided some writers with an excellent
twist - because their heroes are not supermen, they fail

and their heroism is to no purpose.

There is & close connection between the development of
theme and the development of character in the novel,
and writers who are dissatisfied with the good-versus—
evil theme are also dissetisfied with the saint-hero
versus devil-criminal characterisation, The straight-
forward divisions heve disappeared in the books of the
better popular novelists which has broughtvthem closer
to the position of the serious contemporary novelist,
If the trend towards more subtle psychology and more
comﬁlex themes continues, a substantial contribution will
be made to the acceptance of this branch of the popular

novel as serious literature.

It seems appropriate here to discuss a group of serious
novelists who have used various forms of the thriller for

serious purposes,

Graham Greene has done more than any other English novelist

to meke the thriller respectable, Most of the thirty

1 'The Conventions of Crime Fic tion', TLS 19.6,1969.
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novels and entertainments he has published since 1929 can
be described as '"metaphysical thrillers"l or "aymbolic

2
melodremas', They fall into various categories. Of his

post~1949 novels, Qur Man in Havans (1958) is a comic

satire on spying; The Third Man (1950) (like the earlier

Brighton Rock (1538)) is & gengster story; The Fallen Idol

(1950) and The End of the Affair (1951) have the form of

the detective story; The Quiet Americen (1955) and The

Comedians (1966) are political thrillers. Only Loser Takes

A1l (1955) a morel tale of the dengers of gambling, and

A Burnt-Out Case (1961) which is set in en African leper

vcolony, do not belong in any of the thriller catégories.

The settings of all except The End of the Affaeir and The

Pallen Jdol are exotic, a gratuitous bonne bouche, &

frequent offering of the zood crime novel,

"The Greene novel is stylised, It begins with & moment
of maturing crisis and moves, through intercounnecting
scenes, to & resolution not far off in time, . . . With

3 The first

such & method the beginning is important, ™
page of a Graham Greene novel reads like the beginning

of a thriller, The Quiet fmerican, for example, begins

like this:
After dinner I sat end weited for Pyle in my room over
the rue Catinat: he had said, 'I'll be with you at
latest by ten', end when midnight hed struck I
couldn't stay quiet eny longer and went down into the
street.

A mystery is established in the first two lines, and his

taut, swift-moving and cinematic style mainteins the

tension, His plots have plenty of action (often violent),

contrivences and coincidences, and bizarrely thrilling

1 A.J, Farmer, Les Scriveins anglais d'aujourd'hui, 1966,

2 G,S. Fraser, The Modern Writer and his Worid, 1953 ed.

3 V.S, Naipaul in an interview with Greham Greene, printed
in the South African Sunday Express,l14.4.1968.°
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incidents, In en interview with F, Kermodel Greene
admitted to "e passionate liking for melodrama', Plotting
is his indulgence, but he is aware that the mythic
simplicity of character for which he aims is often

demeged by plot-making: "I would like to escend into

myth, but find my boots so often muddy with plot,"

His plots - end some of his characters - are drawn
directly from contemporary events2, which gives them an
up-to-dateness and relevence characteristic of the best

thrillers, His political eye is acute. The Comediens,

for ezumplz, is a thorough analysis not only of Haiti
end of what life there is like, but also of Americe's
involvement in & régime as evil as Castro's but which she

supports because it is not & Communist one,

Love, both romentic as in The Confidential Azent (1939)

end physical and adulterous as in The End of the Affair,

adds a further frisson to his teles of adventure. Not

that all readers appreciate it, Rose Macaulay wrote of

The Heart of the Matter: 5

What & mess his mind must be - nothing in it, scarcely,
but religion end sex, end these 21l mized up together.
Religious adultery; as someone said about it, he didn't
mind either in & book alone, but didn't like the
mixture,

If Graham Greene were simply & thriller writer he would
not be accorded his present status as one of the most
important novelists to have appeared between the wars.

P. West4 described Brighton Rock as "e psychologist's

dossier, & thriller, a sociological study, e theological
pamphlet and elso & structural oxymoron" end pointed ocut

thet: '"We can understend such & novel only if we read it

1 'Myth, Reality, and Fiction', The IList., 30.8.1962,

2 A, Calder-Marshall discusses his sources in living
Writers, ed. G. Phelps, 1947,

3 lest letters to & Friend, 1952-58, 1962,

4 The Modern Novel, 1G65,
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s & thriller - a ‘'gengster' story . . . . Violence not
only simplifies the resder's entry; it elso figures . . .
838 8 despeiring attempt to simplify the contorted world,
Greene seems to have advanced from the thriller outline

to the almost metaphysical one." &.S. Fraserl suggests
thet Greeﬁe uses the mechenism of the old-fashioned tale

of crime and edventure to bring across a sense of the
insecure, frightening, dangerous state of the contemporary
world, Grahem Greene deals in danger, but the danger is
more then danger to the flesh - it is danger to the soul?
His novels show the Catholic soul working out its salvation
and demmetion, in isolation, The seedy characters in their
seedy surroundings (the exotic is not treated eny more
glamourously than the English) strive to attein salvation
in a world where evil reigns. F.R, Karl3 seesg (Greene &s
attempting to recover the hero for a democratic age.
"Greene has teken the 'fallen democrat' peculiar to our
time and tried to raise him through suffering and pain

4

to & more heroic stature." A. Calder-Msrshall  remarked

that "the theme of England Made M%, as of every book which

Greene has written, is the relation of man to society;

with the individuel as the victim, and society as villain,"
Graham Greene's novels have become increasingly more
metaphysical and less like thrillers. P, Hebblethwaite6

quotes & critic who complained thet The End of the Affair

was the last novel of Grahem Greene's which could be
reviewed by someone who was not a professionel moral

theologian,

1 The Modern Writer and his World, 1953.

2 A remark mede by George Orwell seems epposite: '"When
people really believed in Hell, they were less fond of
posturing on the brink, . ., "

3 A Remder's Guide to the Contemporary English Novel, 1963,

4 ILiving Writers, ed, G. Phelps, 1947,

5 Published in 1935,

6 'How Catholic is the Catholic Novel?', TLS 27.7.67.
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1
A.J. Farmer suggests that F.L. Green, who died in 1953,
could also be described as & writer of '"metephysical

thrillers", He mentions Ambush for the Heart (1952), a

flight~and~pursuit story which explores the moral and
psyéhological problems which preoccupied F.L. Green in

his fiction, Frangois Maurigc hss combined religious and
philosophicel themes with the action novel. Charles
Williems wrote novels "in which theosophy gives the
thriller & new twist but elso deprives the thriller element
of the claustrophobia we have to feel in order to be
thrilled."2 G.K, Chesterton, in his detective Father

Brown stories, combined the relgious novel end the thriller,
James Henley who began writing ses. stories in 1932 showed
a revivalist tendency in his later novels, Say Nothing
(1962), for example, shows courasgeous souls in seedy
surroundings, vanquished by fate, James's brother Gerpld
"places Hemingway young ﬁen in Greene territory envéloped
in a Conrad world of illusions."3 Most of his novels

heve exotic settings - Africa or India ~ end sre discussed
under that heeding, but in Without Love (1957) he wrote

a religious thriller set in Spain which resds like a

religious tract.

Each of the sub~species of the thriller has eﬁjoyed a
vogue, snd the wening end waxing in popularity of these
provides not only a commentary on-public taste but also

e social commentary, In the 1830s and 13840s the detective
story was supreme: in the 19%50s spy atories wers the

most populer end in the 1960s the adventure story and

politicel thriller enjoyed a vogue., (Science fiction,

1 Les &criveins angleis d'aujourd'hui, 1966.

2 P. West, The Modern Novel, 1965,

3 F,R. Karl, i Reader's Guide to the Contemporary English
Novel, 13963,
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which is not a sub-species of the thriller but is related
to it, wes particularly popular in the 1950s), L. Fiedlerl
believes that clmnges in public teste are indications of
en altered attitude to time., "We have seen in recent
years the purveyors of Pop Culture trensfor their energies
from the Western end the Drecula-type thriller (last heirs
of the Romentic and Gothic concern with the past) to the
Detective Story especially in its hard-boiled form

(final vulgerization of the reslists' dedication to the
present) to Science Fiction (& new genre based on hints

in E.A, Poe and committed to 'extrepolating' the future),"

Although the types of popular thriller gl) shere the
characteristics discussed, they have developed into true
sub-species, end not merely local variations, so each

sub-gpecies will be considered under & separete heading.

The Gothic romance of writers like Mrs Redcliffe (of which

The Mysteries of Udolpho, 1794 is the best-known) was the

progenitor of the modern thriller (it also fathered the
ghost story end, according to leslie Fiedlerz, the modern
Americen novel as Well). Sir Walter Scott borrowed from
the Gothic romences and set & fashion for teles of dengerons
adventure and teut suspense in a historical setting,
Ceptein Merryat, using his naval experience for material,
developed the adventurous ses story to which Conrad later
gave an original slant, Writers who followed Scott and
‘Merryet began to diversify the thriller and develop further
possibilities, with the result thet by 1950 the thriller
hed split into six clearly defined sub-species:

adventure story, politicel thriller, spy story, war story

end detactive story. A brief history of the development

1 'The Wew Mutents', Innovstions, ed. B. Bergonzi, 1968,
2 love end Death in the American MNovel, 1960,
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of each of these sub-species, together with a discussion of

the contemporsry situation, follows.

A(l)Adventure Story

The adventure story is the sub-gpecies closest to its

perent, the Gothic romence, R.L. Stevenson, Rider Heggard,
Rudyard Kipling end Conen Doyle gave it & fresh impetus at

the end of the nineteenth century. The first three writers
used exotic settings for their stories, and L.'Stevensonl
draws attention to R.L. Stevenson's theory thet the atmosphere
of a particular place cen be the determining element in
fiction, The exotic adventure story has been popular ever
since, and Grahem Greene in particular hes used such back-

grounds to good effect, John Buchan's contribution in

novels like The Thirty-Nine Steps (1915) mede him, in Grahem
Greene's2 opinion: 'the first to realize.the enormous dramatic
value of adventure in familiar surroundings happening to
unadventurous men . ., . murdér in the etmosphere of breeding

and stebility,"

The adventure. story in its originel form reached its peak

of achievement before the First World War, end its subseguent
decline can be attributed partly to the decline of the hero
in fiction, But even if thé reader can be persusded to
believe in s superman-hero, he cannot always be persusded

to believe in his edventures, When the greet Victorisn
explorers like Burton, Speke end Iivingstone were slive,

there were still parts of the earth. merked "terrs incognite"

on meps, and it was to these arees thet adventure story

writers sent their heroes, They could count on the resder's

1 The English Novel ,1960,
2 Collected Essays, 1969.
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ignorance of the geography, history and politics of such
areas, and could involve their herces in adventures which were
fantastic but, to the ignorant, credible. Since the Second
Wotdd War there has been a boom in travel books, in books

of scientific exploration, archasology, anthropology end

80 on, end readers have become less ignorant of geographical
and political conditions in countries overseas. Men like

Thor Heyerdahl and David Attenborough are writing non-
fiction edventure stories which, because they are factusal,

ere more acceptable to the contemporary reader suspicious

of imeginery countries,

If one accepts Tan Watt's ’ghesisl that the history of the
novel has been a history of the movement towards greater
realism, it becomes spparent that the adventure story
either had to adjust itself to the contemporary situetion,
or to be conteht with an exclusively edolescent readership.
It hes in fact done the former. It has found new heroes

end & new terra incognite in astronauts and outer space,

The astronaut has become the modern equivalent of Columbus
or Derwin, and is perhaps the last of the real modern
heroes, The average reader is as ignorant of outer space
as his grandfather was of darkest Africe, and many writers
of science fiction offer similar fare to the old adventure

stories,

Contemporary adventure story writers who hmve not turned to
science fiction have sdapted in other ways. Their stories
are firmly placed in g resl geographical and historical
setting (resembling political thrillers in this respect)

but the adventures of their heroes are as improbable and

1 The Rise of the Novel, 1363,
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highly-coloured as any that sppeared in the Boys' Own Paper

before the First World War, By placing their stories in
real settings these writers have got round the difficulty
experienced by earlier writers of convincing the reader

that the tales they tell are at least possible if not always
probable., The contemporary adventure story is usually
labelled "thriller™ by critics end reviewers, but I have
preferred to retain the older name becasuse "thriller!

can be applied to several other types of popular novel

end because it shows the origins of the contemporary story

more cleearly,

The contemporary adventure story has e characteristic pattern,
The hero gets caught up in an actual histcrical event, and
although innocent of political motive himself (he is often

a holiday-meker or journalist) he unavoidably becomes
involved, Once involved he has hig share of blondes, car
chases and sudden deaths and, often to his own astonishment,
emerges a hero, The locations most favoured for his
adventures are trouble-spots like Algerial, the Middle

East2 and Africa3. Such locations are doubly useful to

{l’n
the writer -~ they provide reedy-made conflicts and colourfu}ﬁ% {

exotic settings.

The new type of edventure story and the politicel thriller
ﬁave become very popular in the 1960s, but there are no
writers of the stature of John Buchan, for example. It is
not easy to combine seriousness with the need for skilled
plotting, pece and suspenseful atmosphere, Muriel Spark.

in Te Mandelbgum Gete (1965) has unwittingly demonstrated

1 Alen Williams, Barbouze: Norman Lewis, Darkness Visible

2 Muriel 3park, The Mandelbaum Gate: Simon Harvester,
Treacherous Road

3 J,D. Scott, The Pretty Penny
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that the adventure story is not as easy as it looks.

Nigel Balchin is one of the few contemporary novelists to
have written distinctive adventure stories. His novels
combine excitement and suspense with moral seriousness,
which gives them a weight the more common type of adventure

story lacks, The Small Back Room (1943) hses a nerve-wracking

sequence describing the de-~fusing of a bomb, but although it
is a thriller it is elso a savage indictment of the in-
fighting amonst the back-room boys, the scientists, during
the war, P. Westl said of this book that "it scores by
presenting an adult, scientific theme in s manner resdily
essimilable to the fears of childhood and the relished
thrills of boyhood adventure-reading. All this is
deliberately and advantegeously performed." Balchin's Kings

of Infinite Space (1967) is an ecute enalysis of the aims

and methods of space research, but cen elso be read as &

straight-forward adventure story.

Christopher Hodder-Williams, a younger writer, has attempted
the same mixture of suspense and seriousness, but in The

Higher They Fly (1963) he fails to blend its ingredients

of technologicel lectures, elementary psychology, & love

story end an seroplsne crash,

Two of the most interesting attempts to use the adventure
story form seriously heve been Richard Hughes's A High Wind
in Jemsice (1929) and Williem Golding's The lord of the
Flies (1954). Hughes's children live on the exotic islend

of Jemaice which is devastated by a hurricene., Their journey
to Englend, unegumbered with parsnts, is enlivened by

adventures with pirates and by bloody deeds. Golding's

1 P. West, The Modern Novel, 1965,
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novel is also a boy's adventure story, based on R.M.
Ballantyne's Corasl Island, & popular Victorian classic.l
Both Golding end Hughes have tsken the material of boys'
edventure stories end turnmed them into sn exploration of the
nature of man and the nature of civilisstion., Hughes's
novel stressed that children are unknowable, & race apart.
Both writeré are concerned with the problem of good and evil
end their novels gain considerable impact by being cast in

8 form where good and evil are traditionelly ellocated to

"us" and "them™ respectively,

Colin MacInnes's Westward to Leughter (1969) is & story of

slavery and piracy in the West Indies told in the style of
Defoe and including ell the traditioneal elements of hoys' |
adventure stories, Its hero, however, is a victim: a
white boy sold into slavery whose troubles end on the
gallows. A reviewer wrote: '"this booﬁattempts to give the
underdog back a part of his stolen sensibility, Why should
the exploiters have 11 the best tunes? There are hints of

allegoricel profundity here ., , . . 2

Marshell Pugh's last Place Left (1969) is "as good as

Buchan, but tuned to the different emotionel demends of
modern readers.” 5 A zoologist replaces the soldier, e

tough willing girl the niched goddess, The destruction of
nature replaces a worldwide conspiracy, end the enemy is not

unlike some of Hemmay's chosen allies,

Some of the materials and methods of the old edventure story
have been used by serious contemporary writers who are not

consciously up-deting the adventure story. John Wain in

1 Golding discussess his indebtedness in The Hot Gates,1965,
2 TLS 11.9,1969,
3 TLS 3.7.196C.
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The Snaller Sky (1967) end John Broderick in The Fugitives

(1962) have effectively used that adventure story standvy,
the men-hunt, P.H. Newby and Thomss Hinde write adventure
stories with & nightmarish quality} using this form to
explore the territory between illusion end reality, This
? i new Kafkaesque slant on the adventure story could prove
fruitful, but few writers have followed their example,
finding perhaps that the nightmare vision is too personel to
be imitated, Peter de Polney snd Robert Shaw heve both
written adventure stories? but de Polnay has not found the

knack of developing suspense and excitement, and- Shew has

turned to political thrillers (such as The Man in the Glass

Booth, 1967).

The example of these and other writers suggests that the
serious potentiel of the adventure story.is being realised,
By teking the traditional form and using it for new purposes
these writers are showing that there need be no distinction
between the serious and popular novel. The same material

and the same methods cen be used for either purpose.

A(2)Politicel thriller

The politicel thriller in contrest to the adventure story
emphasises the politicsl and reduces the thriller elements.,
It uses the science fiction writer's method of logical
inference. The writer observes an esctual event, or a i
certain politicel trend, and suggests what their logical
conclusions could be, Although the book mey be st in the

neer future it cannot be classified as science-fiction

1 Newby's Something to Answer For (1968) and Hinde's
The Day the Call Ceme (1964) ere nightmare thrillers,

2 de Polnay's The Second Death of a Hero (1968) end Shew's
The Hiding Place (1959). -
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because it is not concerned with exploring the effects of
scientific discoveries, Nor can it be clessified as e
streight-~forward political novel because the thriller
element, although it may be muted, is nonetheless importent,
The political novel is concerned with showing the workings
of the politicel machine: the political thriller predicts
the result of following e particular policy or trend.

The political novel shows the themes or personalities

of the process of normel government, the thriller of ebnormal,

On this bagis, George Orwell's Nineteen Eighty-Four is a

politicel thriller, C.P, Snow's Corridors of Power is e

political novel, and John Wyndham's The Chrysalids is

science~fiction, Although Orwell's vision of the future
includes such scientific inventions as the telescreen, they
are only incidental to his mein theme, his picture of the
totalitarian state of the future, the seeds of which are
elready found ih the present, The story of Winston Smith

provides the thriller element, The Corridors of Power is

an examingtion of the process of decision meking in
government, John Wyndham's novel is only indirectly
concerned with politics, with the politics which brought
sbout an atomic wer. The consequences of the wer are felt
among the few survivors who are faced with the problem of

mutations.

George Orwell's Nineteen Eight-Four set a high standard for

political thrillers end it was not until Constentine

Fitzgibbon published When the Kissing had to Stop in 1960

that its position of pre-eminence was seriously challenged,-
Fitzgibbon's highly topical novel suggests the dangers in
an organisation like the Cempeign for Nuclear Dissrmement

gaining control of the British goverﬁment, for its dideelism
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can be perverted by the cynical and politically ambitious,
like Orwell, Fitzgibbon is pessimistic, The value of such
prophetic books is that they articulate and define dangers
which are very real, if previously unnoticed. It has been

seid that because Orwell wrote Nineteen Eighty-IFour, the

world hekbresaw might never happen,

The political thriller writer has en almost migsionsry
zeel and the late 1960s have seen the publication of a
number of novels which ere inspired by the desire to

inform and warn as well as to entertain., Send Him Victorious

by Douglas Hurd and Andrew Osmond, published in 1968, is
one of the best of these. Tt offers a possible enswer
to the question of what could happen if Britain were
forced to teke action against Rhodesis, Morris West's

The Tower of Babel 1968) examines the explosive Middle Fast

situation, John Harris's Right of Reply (1968) predicts

some Of the difficulties to which Britein's present policy

of disermament could lead, Willism Haggard's The Conspirstors

(1967) is based on the incident when America "lost" some
atomnic bombs over Spain, and denied having done so. Haggard
shows the political cepitel that could be mede of such an
incident, and changes the site to Britein. Jim Hunter's

The Flame (1966) was inspired by the Billy Grzham type of
revivalism which swept the country in thet decade. Again,
his theme is of idealism perverted, John ILe Carre's

A Small Town in Germeny (1968) is set in Bonn, Nominally

it is e thriller about the hunt for e man who diseppears
from the British Embsssy, but it is also an anelysis of
post-wer Germeny snd particularly of neo-Vezism, The
world of diplomats and politiciens is exposed as hypo-

critical snd self-seeking,
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All these novelists share a number of common essumptions.
The messes are seen &s naive and easily swayed,
indistinguishable from their fathers and grandfathers who
fought two wers to end all wars. The reel enemies are the
weak, foolish or self-seeking politicians who unwittingly
betrey their countries, usually to the communists, The
feer that e minor conflict may be aggreveted snd eventually
embroil the world has inspired most of these novelists,
Politicel bungling is seen &s &s great a danger &s political

chicanery,

A good political thriller is rere, for there are & number
of difficulties in the way of its success, To be convincing
it is usually necessary to have a large cast of characters,
with each one sufficiently distinct to be memorable, The
provision of entertainment must be reconciled with the
desire to instruct or warn. There is the problem too of

- compression, for the thriller requires brevity, while the
themes and materials of the political thriller are often
such that a longer exposition seems called for. The
politicel thriller has, not surprisingly, sttracted e
number of journalists-cum-novelists but they do not always
heve the kneck of avoiding pampleteering, Political
acuteness must be combined with & strong end probable
story. Although the political thriller has the potential
to bridge the gap between serious end populer fiction, it
seldom, beceuse of its topicelity, hes & long life
expectancy. The themes snd problems must be universel,
end not locel or temporsl, for this to heppen.

Political thriller writers are exploring territory which
is largely neglected by serious novelists who exhort each
other to tackle politicsl themes but rarely do so

themselves,
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A(3) Spy story

| The spy story has obvious affinities with the politicel
thriller, for without politicel differences there are no
spies (industrial egplonege lacks the necessary glamour for
this kind of fiction, although there are signs of it
coming into fashion)., But the spy story is only merginally
concerned with resl politi?s and the enemy is no more
then the "journelistically-defined political opponent of
the momen’c.”l Our attitude to spies is deeply ambivelent,
If we call them "secret agénts" they are metemorphosed
inko figures around whom we ere willing to let crystallise
our fentesies of power, sexual sdventure, solitary endeavour
and god-like invulnerebility. 'Ours' are secret sgentsg

'theirs' are spies; informers ere too low even for "them}

The spy story is close to the old~fashioned adventure

story, brought up to date end put in e contemporary setting.
Heroism is expected of the spy where it is no longer
expected of the ordinary man, end the spy is in & position
to prove his heroism, As in the adventure story, the

spy story writer may mske use of exotic backgrounds to add
glamour and colour and to justify the suthor's Bermudan
holidey, Because there are no rules in the morel jungle

of the spy's world, the euthor cen give free play to his
fentasies of sadism, violence, torture, perverted and

normal sex,

The history of the spy story has been brief but lively.

) Diék Turpin, the "penny dreedful" hero of the Victorisn
masses was not a spy but he kept slive the tradition of the
chivalrous Robin Hood-like crimingl-hero., Robin Hood has

gsince been transformed into & thug end wide-boy while

1 L. Fiedler, 'The Middle Ageinst both Ends', Encounters
ed. S, Spender et gl, 1953-63.
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reteining the glemour of en esdventurer. The transformetion
can be traced from Hornung's gentlemen-burgler Raffles,vwho
. eppeered in 1899, through to Leslie Charteris's the "Seint"
and, in the'19505 to the most famous spy of the decede, Ien
Fleming’s‘James Bond, L.'Stevensonl suggests that it wses
.the First World Wer which shifted the emphasis of the
thriller from "the overworked theme of crime detection to
the newer one of internationel intrigue' end he names

E, Phillips Oppenheim as one of the leaders of the movement,

Oppenheim's The Mysterious Mr Sgbin (1901) was the first

in a long series ebout secret internstional documents,
shifty diplomats and seductive adventuresses, Eric Ambler

followed later with such novels &s Journey into Fear, and

he is still considered one of the finest exponents of the
genre, The spy story hes overtaken the detective story in
the popularity stakes and et lesst one commentator2

considers it to be leading the field todaey.

Ten Fleming's James Bond beceme something of a cult in the
1950s, Like the Seint, he weas hendsome end virile,
interested in unusuel cers and unususl women and lived in
elegent luxury when not involved in en edventure, But
whereas the Seint was still a gentleman, Bond hed only the
outward treppings of one., No old-fashioned code of honour
curbed Bond's setivities and the final scene in a Fleming
novel cen only be compered with the finel scene of Kyd's

The Spanish Tragedy with ita plethora of corpses.

P.N, Purbank pointed out thet the morel status of the hero

has sunk:

Novels of the Peter Cheyney,'Ian Fleming school work on
the agsumption that violent end treacherous enemies cen
only be combated by violence and treachery; thus the

1 The English Novel, 1960.
2 leeder writer, TLS 6,10,1966,
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reader cen enjoy in fentasy the full criminael life, seve
that he remains theoretically on the side of low,
virtue, end patriotism,. , , James Bond . , . an efficient
and ssvage animel, with gleaming teeth, leen body, and
narrow hips; sn enonymous engine for detection, murder,
end fornication, the driving of,fest eutomobiles and the
consumption of branded goods.

James Leasor has offered the only serious challenge to
Fleming with his series of novels ebout Dr Jeson Love (such

as Passport in Suspense, 1967). The adventures are gimilar,

but the hero is a medicel doctor, and not directly employed
by the Secret Service., He is middle—éged end although

appreciative of beautiful women, is not a caesanova, Although
James Leesor is a better writer than Fleming, and cen be

very amusing, he has not Fleming's popular touch,

After Fleming's death in 1964, Kingsley Amis ettempted to
keep the cult alive with Colonel Sun (1968) which he wrote
under the pseudonym of Robert Markham, The enemies were
Chinese insteed of Russian and the violence asnd sedism
were, unbelievably, increased, But Amis had miscalculated
the fickle testes of the public end his book wes not a
popular - or criticel - success, In the four years between
Fleming's death and the publication of Colonel Sun, five
factors had changed the public taste in spy stories, The
success of the Bond books had, inevitably, brought about

& resh of imitation-Bonds which had satiated readers.

Bond himgelf had been parodied in & series of films which
made it impossible for him to be taken seriously (one does
not identify with e caricature), The true spy stories of
men like Nunn, May, Puchs, Wynne, Burgess, Macleen, Philby
end so on hed been given a great deel of publicity, and
readers became aware of how unreal, how fentastic, Bond's

adventures were, (Some novelists, such es Nicholas Monsarret

1 'Te Twentieth-~Century Best-Seller', The Modern Age,
ed. B. Ford, 1964,
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in Smifh and Jones (1964), 8 reconstruction of Burgess's

and Maclean's stories, took advantage of the public's interest
in ™rue" spy stories.) Fleming ~ #nd his readers - identified
the crestor with the creation, and when Fleming died, it

was felt that Bond hed died too., The most importent factor
from the literery point of view was that & new type of spy
story was being written by meﬁ like John le Carre and Len
Deighton, and was achieving both criticel end popular

success,

Ian Fleming gave expression to the fantasies of his public,
end & number of commentstors heve anelysed his books to try
to explain his immense populerity with resders from all
sections of the populetion, and all nationalities {except
perhaps the "enemies"), A criminologist, Devid Davies,1
pointed out that: ", . . if, for instance, the Jemes Bond
books had been produced and published by the Russians, I
feel sure they would have been tsken by the West es finel
proof of the vileness of the Soviet system." He considers
that hc pleys on the worst sides of people's fears and
emotions about the Cold War, Communism and race prejudice,

Kingsley Amis's study of Fleming, The Bond Dossier is the

fullest exsmination of his work, Ann S, Boyd in The Devil

with James Bond (1967) suggested that Fleming posed as =

mercenary thriller-writer simply to capture a vast audieﬁce
end then pess on to it, subliminally, a deep and essentially
Christian message, She concludes thet Bond was designed

to be an imege of St George end that the villains sgainst
whom he operetes are the dragons of thé twentiethvcentury,
the modern personification of the devil, But perhaps Paul

Johnson in The New Statesnsn wes nearer the mark with his

1 quoted in Intellectusls Todsy, ed. T.R. Fyvel, 1368.
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statement that Bond was just a "nesty symbol of Sex, Snobbery

and Sadism".

- In 1963 John Le Carre published The Spy #o Ceme in from the

Lold, one of the first and most influential of the realistic
spy stories., Ie Carre's novel is set in contemporary Berlin,
the Berlin of the Cold Wer, and its hero, Leemus is the
antithesis of Bond, "anti-Hanney in excelsis" he has been
called..l The glamour has been stripped away, although the
excitement remasins, and spying is shown to be e dirty and
gordid business, In contrast to this is the touching love
story of lLiz, the young librarien who uwnwittingly gets
involved, snd Leamus, the embittered middle-aged man who knows
how little e men's life is worth in the gynical world of

spies.

Le Carre is & very visual writer, cinemetic in the way
Grahem Greene is, The first and last pages are typical of
his method, The book begins with an sgent crossing Checkpoint
Charlie on his bicycle at night, and being shot"in full view'
of the reader, The final scene is of Leamns and Liz, tricked
into believing they are free, climbing over the Wall, They
do not know that the guards have been instructed to shoot her
end to allow him to escape, end when Liz is killed, Leamus
makes e single heroic gesture, a gesture which rejects the
ruthless immorality of the spy game, He stays with her:
They seemed to hesitate before firing segain, someone
shouted an order, and still no one fired. Finelly they
shot him, two or three shots, He stood glsring round him

like & blinded bull in the streets . . . .

The Spy Who Came in from the Cold is an important book both

in its own right end for the influence it has had on the spy

novel, It hes destroyed the old, simple, distinctions

1 T.L.S. Leader, 6.10,1966%
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between "them" (bad) end ™ug" (good), e enemy is not
identified by his nationality, for '"we! are no better then
"they", The spies are gll pawns in & chess game played

by government agencies, and & pewn mey be sascrificed to help
win the game, The spy is no longer seen as & glamorous
Supermen, but as en ordinary men doing & Job rerely out of
loyalty, patriotism or political conviction but because the
pay is good or becsuse he has been blackmailed by his own
side, The theme of le Carre's novel is essentially tragic,
for the hero is at the mercy of forces he cannot control and
his heroic efforts to escape his fate are futile, The spy
story of this type is the nearest we have come to finding &

fictional form which has the potential to be a modern tragedy.

Le Carre followed his success with The looking—Glass War (1965)

before turning to the politicel thriller with A Swell Town
in Germeny (1968). Ie Carre's chief rivael in the field of
the spy novel is his contemporery, len Deighton, Although
Le Carre worked for the Foreign Office, sud Deighton did

not, it was Deighton's first novel, The Ipcress File (1962)

which had to be passed by the War Office before publicetion.
The asppendices eand extracts from official documents — as
well as the convincing details about the security services -
gave his novel an air of authenticity and realism.

Expertise coupled with extraordinarily compliceted plots
have since become Deighton's hallmerk, In quick succession

he published Horse under Weter (1963), which is concerned

with narcotics and neo-ilezis, Funeral in Berlin (1964)

whose title is sclf-ecxplanetory, An Expornsive Place to Die

(1967) end similar titles, His latest novel, Only When I
lexf (1968) is a light-hearted story of three confidence

tricksters., Len Deighton writes with a gusto and wit which
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are rare gitributes in & thriller writer. His stories are
told in the first person by e cynical working-class ex—
burglar who has been blackmeiled into becoming a spy, told

in the racy vernacular characteristic of contemporary working-

cless heroes in seripus fiction,

Three quotations, the first two from The Ipcress File, fhe

second from Funeral in Berlin, suggest that Deighton has

no illusions about the spy's world:

"It's a confusing story," I told him, "I'm in a very.
confusing business. !

"And, " he paused, "don't contact me if anything goes
wrong, because I won't know what the hell you are
talking sbout, "

"Stok end I are in the seme business — we understand
each other." (Stok is the head of the Russian Secret
Service).

Although Deighton's and Le Carre's spies are professionals,
they heve an emateurish air, They do not, unlike James
Bond, try out the latest technologicel inventions end they
have no false illusions ebout their work ~ it is & business,
This emateurishness has been teken e step further by writers
who, perhaps inspired by the case of Greville Wynne, heve
written spy novels in which the hero is not & spy at all, He
hos usually been blackmailed or gulled into acting as e
courier -~ end inevitebly things go wrong. Francis Clifford

in The Neked Runner (1966), Lionel Davidson in'’The Night of

Wenceslas (1964), Alan Williams in Barbouze (1964) and Bruce

Mershall in The Month of the Falling Leaves (1963) have all

used this idea, It is, of course, & potentielly humorous
one -~ the innocent abroed ~ and Michael Freyn in The Russian

Interpreter (1966) end inthony Burgess in Honey for the Bears

(1963) have written farces which, like Graham Greene's

Qur Man in Hevena (1958), satirise the whole myth of spies.




Anthony Firth in Tell, Balding, Thirty-Five and Robert

. 1.
Sheckley in The Geme of X ~ have parodied the Fleming~type
novel, but it is questionable whether one cen mock nonsense,

Anthony Burgess in Tremor of Intent (1966) has taken the

disillusioned-spy story to its logicel conclusion - his

hero is betrayed by his own side.

One of the few serious writers to have turned his hand to
the spy novel since Rebecca West in the 'thirties, is

Kingsley Amis, In The Anti-Death league (1966) the chief

characters are army officers training for e top secret task,
Their security officer is unable to catch the spy who is
legking information, but at the end of the n-vel it becomes
clear that this was exactly what the Secret Service hoped
would heppen, The spy's information acted as a deterrent
to the Chinese and the operation itself was never intended
to be mounted, The pawns were, yet agein, being used in g
diplomatic chess metch of which they kmew nothing., They
are also pewns in & game played by God, A. Burgess2
suggests that Amis:
esseys a masque of ultimete bitterness ~ not against
human institutions but egeinst God , . . . God is death,
the eternel butcher, the Great Gangster - cen one really
wage war egsinst Him? One cen meke certain existentiel
gestures, totally impotent, but that, epparently, is
better than doing nothing.
The theme is & powerful one, arising neturally from the plot

but the novel is not wholly successful,

Amis's failings iﬁ this novel are common to otﬂer serious
writers who have used populer forms of the thriiler. He has
written neither & convincing spy story nor s thought-
provoking serious novel. The serious novelistiusing a
popular form must be aware, as Grsham Greene is? of the
conventions of the form, even if he chooées to ignore some

and use others,

1 Mentioned by a TLS leader writer, 6.10,1966,
2 The Novel How, 1967,
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A(4) War story

A clear dividing line can be drewn between serious and
popular war novelists, end their attitudes to their subject
matter are basically so different that it would be difficult
for a populer war novel to achieve critical success. The
popular novelist celebrates war, although he may pay lip-
gervice to the notion that it is regrettable. The serious

- novelist ~ no exceptions come to mind - is both enti-war end
antiwmilitary. Arising from this basic difference there

are others which indicate the great gulf that separates

popular and serious war novelists,

To the popular novelist, war is the great adventure, an
opportunity for displaying hepism end jingoism, The
trappings of the adventure story were teken over with a few
modifications, the chief one being that the number of heroes
| is multiplied., The popular war novelist is even less
éoncerned with morel issues than is the adventure story
writer, for the enemy is clearly recognisable (he speeks e
funny English) and the code of war does not edmit of doubts
as to the morelity of killing'and violence, These are
given official sanction, while sadism end torture shelter
under the artistic umbrella of Realism. Because World War
Two was fought on several fronts, the story can take place
against an exotic background, True to its adventure story
origins, the populer war novel depends heavily on the
standby of escepe and subseguent pursuit. The factual basis
for this was provided by the many true escape stories
written by former Prisoners of Wer which were popular in the
1950s, One of the attractions of the populer war novel for
its readers is the picture it paints of & male community

with women on the outside as dreams or enemies,
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J. McCormickl suggests that "the writer of integrity uses
war for its test of mind end character in extreme situstions"
which is, of course, in contrast to the popular novelist's
view of war as the provider of thrills., The number of
serious novels written sbout the Second World War is
negligible, and the majority of these are concerned less
with the actual fighting than with the effect of war on
6rdinary people, The hero of a serious war novel is
sometimes & non-combatant, but rerely apmovfessional fighter,
If he is a fighter he is more eware of the boredom and
discomfort, the confusion and sense of waste, then of the
glory and thrills of war, His real enemy is at his own

headquarters or in Whitehsalil,

G. Steiner2 wrote that the: "Major works of World War Two
aré reportage and immediate witness . , . . Fiction fells
silent before the enormity of the fact , and before the
vivid euthority with which that fact can be rendered by
unadorned report," This quotation is g;ven here not beceuse
of the light it throws on the question of why so few serious
war novels have been written, for the question is irrelevant
_here, but because of the emphasis Steiner places on the
importance of factual reportage. The most populer books
about the war were those which were based on fact, and the
most successful example of the semi~factual novel was

Nicholas Monsarrat's The Cruel Sea (1951), Monsarret

based this, his fifth novel, on his experiences on corvettes
during the wer, and elthough in hig Author's Note he mekes
the customery statement that "ell the cheracters in this

book are whally fictitious", he does not suggest that the

1 Catastrophe and Imegination, 1957.
2 Language and Silence, 1967,
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events are imeginary, In“Before the Curtain: the Preface,
he writes: "This is the story ~ the long and true story - of
one ocean, two ships, and about a hundred and fifty men

« ¢+ » Above all,-it is a true.story because thaf is the
only kind worth telling," The novel is at its most success-—
ful when it is most factual, for the characterisation is
somewhat perfunctory. As the title suggests, the real
~enemy is the sea, not the Germens or Japanese, and invthis
the book is not typicel of its genre, A.J. Fbrmerl described
it as o best-seller zbout "men ot grips with the Atlentic
fury while menaced by submerine enemies", Monserrat's

later novels have firmly esteblished him e&s one of the most
popular2 writers in contemporary fiction, but he has not

reverted to war themes,

Monsarret's chief rivel in this field wes Nevil Shute, who
died in 1960 after publishing about twenty novels, His
greatest successes came after the war with No Highway (1948)

A Town like Alice (1949) and On the Beach (1957)., A Town

like Alice is an escape-end-pursuit story, with e romence
edded for good meesure. On the Beach is superficially a

a science-fiction novel, but as L. Lerner3 points out, the
nuclear war which triggers the adventure "is simply there as
2 more lurid backsround for the conventional middle~class

tear-jerking story he tells,”

Gerrard Tickell wes another popular wer novelist whose easy
charm won him meny asdolescent edmirers in the 1950s, He was
less pretentious than Monsarrat or Shute end in novels like

Appointment with Venus showed himself to be besicelly a

1teller of tales™,

1 les ecriveins anglais d'aujourd'hui, 1966, (my translation)

2 Richer than gll hisg tribe sold 40,894 copies in its first
month of publication. mformation from Timesz Set.R.14.9.68,

3 'Novels about the future', The Ligt,, 26.7.62, .
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The future of the popular war novel is uncertain, It is
rapidly becoming an anachronism for the new generation of
readers and writers has no memory of the glory of fighting,
but only of growing up in & grey England. Such childhoods
provide materiel for semi-sutobiographical serious novels,
but they do not provide material for adventurous war stories.
The cynicism of the younger generatién also acts ageinst
their acceptance of the popular novelist's view of war.

They are more likely to appleud the kind of expose which

Rolf Hochuth's plays and the musicals Ch, What a Lovely War

and US have performed on the London stage. The cinema
continues to churn out popular war films, which indicates
that the taste for the subject has not diseppesred, end it
it most probable that the film will become the principal
medium for popular wer stories, &s it hes become for the
Western, The loss to fiction is not to be deplored, for
the popular war novel has done much to feed prejudices and
to foster hatred between nations. It mey also have
discouraged serious novelists from writing of the war, for

fear of being lumped with the popular writers,

A(5) Detective story

A discussion of the history of the detective story is not
within the scope of this thesis but sn observation mede by
Dorothy Sayers in 1928l sums up the trend of detective fiction
gince Bdgar Allan Poe's time, From Poe ", . . go the two
great lines of development - the Romantic and the Classic,

or . . . the purely Sensational and the purely Intellectual.®

Fdgar Wallace is cited as an example of a Sensationsl writer,

1 'Detective Tiction', reprinted in Writing Detective and
Mystery Fiction, ed., A.S. Burack, 1945.
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and Freemen Wills Croft gs an example of an Intellectual
writer, Since 1928 the history of the detective novel has
been & history of the ascendancy of the Intelleétual over
the Sensational up until about 1950 when the trend began
slowly to reverse, A discussion of the two types and a

resune of their development Justifies this generalisstion.

The 'Sensational', the 'Romentic', 'sangster' or ‘'hard-
boiled' detective novel, es it is variously called ", . .

is concerned with the people,.crooks, gemblers, thicves,
blackmailers, corrupt policemen, dishonest politiciens, who
commit crimes, ., . . In the novels of this school sctual
detection takes & relatively minor place., No great secret
is made of the murderer's identity and the interest of the
story depends on the detective's efforts to fasten the guilt
on him and.the dangers he incurs while doing so, "

R. Wlarshow2 writing of the gengster film, charscterises it
as ", . . a story of enterprise and success ending in
precipitate failure, Success is conceived as an increasing
power to work injury, it belongs to the city, and it is, of
course, & form of evil , , . ,the story of his career is a
nightmare inversion of the values of ambition and opportunity.”
Warshow sees a parallel between the Monely and melancholy"
gangster hero and the modern American hero of serious

novelists,

Maughan considers Deshiell Hammett's The Megltese Falcon (1932)

to have created the vogue for stories of this type, and
quotes Reymond Chendler as sagying of Hammett that he ‘'gzave

murder back to the kind of people who commit it for reasons,

1 'The Decline end Fall of the Detective Story', reprinted
in On Litersture, 1967,

2 'The Gentlemen with & Gun', Encounters, ed. S. Spendex
et al., 1953-1963,
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not just to provide & corpse, and with the means at hand,
not with hend-wrought duelling pistols, curere end tropicel
fish, He put these people down on paper as they are, end
he made them talk and think in the language they customarily
used for their purposes.," J.B. Priestleyl considers that
Hammett 'was & powerful originator" and of Chandler he
writes: ", . |, he accepted & mediocre form - it is his own
phrase - end made something like litersture out of it."
Another commentator2 credits Chandler with the invention of

the "golden-hearted private eye",

Sex Rohmer, whose first book in & series of novels built
around the villain Fu Menchu was published in 1913, end
Edgar Wellece, who wrote 170-0odd books before he died in

1932, were the best-known English writers in this genre.

A later, notorious, novel of this type was James Hadley

Chase's No Orchids for Miss Blandish, first published in

1939. According to the publishers "the book was the most
read by the men and women of the Armed Forces", selling
over two million ceopies within a few yesrs, George Orwell

3

in his celebrated attack on it in 1944 called it & "daydream
appropriate to & totalitarian sge". He points out that the
plot was borrowed from Feulknmer's Sanctusry, but that
"altimately only one motive is at work throughout the whole
story: the pursuit of power . . . . It is implied through-
out No Orchids that being a criminal is only reprehensible

in the sense that it does not pay," Although Chase is en
Fnglishman, the book is American in its attitudes, setting

and langusge, Orwell suggests that the glorification of

crime wes new in the English novel, and he saw it &5 &

1 The Moments and other pieces, 1966,

2 Leader writer, TLS 6,10.66,

3 'Raffles and Miss Blandish', reprinted in Decline of the
English Murder, 1965,
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dengerous importetion, It is an imitation rather than an
importation, for the glorification of criminals is not new
in England ( Jonathen Wild was one such gengster hero),

L. Stevensonl mentions two novels published by Bulwer in the
mid-nineteenth century which were attacked on the grounds
thaet he was "portraying criminals sympathetically end

encoureging crime, "

Somerset Maugham considered thet the enormous success of
Chandler and Hammett killed the genre, although they had
meny imitators who ‘have been so outrageous that they have
become preposterous”, but the decline of the hard-boiled
novel could also be attributed to enother ceuse. 4 feature
which cleerly distinguished the Sensational from the
Intellectual detective story was its concern with realism,
and it was not fortuitous that the heyday of the gangsters
in the United States coincided with the heydeay of the hard-
boiled novel., When gangsterism was reduced, if not eliminated,
the factual basis for these stories was destroyed. After
the war the talents of the better 3Zensationel writers were
trensferred to the spy story which gave them similer scope

for realistic violence,

The hard-boiled novel hag hed, in the opinion of at least
two critics, a profound influence on some later serious
novelists. MAry McCarthy2 writes: "The messculine novel of
sensation , . ., seems to have errived at the Beat Generation
via Caldwell, Deshiell Hammett, James M, Cain, Reymond

3

Chandler., . . ." T. Parkinson” goes even further with the

remark that: "It is from Chandler and Hammett and Hemingway

1 The English Novel, 1960,
2 On the Contrary, 1961,
3 A Casebook on the Best, 1961,
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thet the best modern fiction derives," The connection
between the Sensetional detective novelists and Hemingwey
wes noted too by L. Fielderl: "The one line of fietion whiech
demonstrebly descends from He&xingm.y is not quite litereture:
@ special sort of vulgar, pseudo-realistic detective story,

that grows progressively more debesed ; ; o "

The Intellectusl or the Classic detsctive story is, in
contrast to the Sensetionel detective story, very English in
its insistence on using reason and logic to uphold lsw and
order, although the ex-patriate American E.A, Poe is ususlly
credited with its invention in 1841 with Murders in the Rue
Morgue, His invention of Dupin '"the eccentric and brilliant
privete detective vhose ’doings sre chronicled by an edmiring
thick-headed friend 2 paved the way for Conen Doyle whoae |
Sherlock Holmes end Dr Wetson eppeared first in 1882 in

A Study in Scerlet, (Their populer equivelents were Sexton
Bleke end Tinker, whom Dorothy Seyers considers "represent

the nearest approach to e nationsl folk-lore "2). Tn her
opinion the detective story proper could not flourish 'until
public sympethy hed veered round to the side of lew and order,"
Charles Dickens in Inspector Bucket (Bleak House 1853)

created the first fiotionel police detective; Wilkie Collins
in Te Moongtone (1868) wrote whet 7.5, Eliot once termed

"the finest, the longest, end the best of detective novels,"

The form of the detective story is one of its most striking,
even defiﬁitive, cheracteristics, D. &yers2 points out that:
"It possesses en Aristotelian perfection of beginning, middle
and end, A definite end single problem is set, worked out,

and solved; its conclusion is not arbitrarily conditioned

1 Veiting for the End, 1964,
2 'Detective Fiction', reprinted in Writing Detective and
Mystery Fiction, ed, A.S. Bureck, 1945,
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by merrisge or deeth," Somerset Maughaml wrote: "Someone
is murdered, there is en investigation, suspicion fells on
& number of persons, the culprit is discovered end pays
the penelty of his crime, This is the classic formule
and it conteins in itself &1l the elements of & good
story,for it hes & beginning, & middle and an end,"

F. O'Connor2 seid: "There you get & real form - you don't
(get this feke form imposed. At least it'se , , , logicel
structure," A, Burgessssees the detective story pettern
in three stages -~ & men dies, a pleusible explenation is

given for his deeth, and the reel explenetion is given

later still,

Undoubtedly this formmal, logicel structure is an importent
pert of the appeel of the detective novel to resders snd
writers, and it does in part explsin why the detective

novel reached its pesk in the Modern period, A crime
review# seid of Hard Times, Middlemarch and_The Portrait

of & ledy thet they had other qualities than purely "ert"
qualities, '"qualities shared with other enjoysble but not
excellent novels of their ocwn times, qmliti;s such es
nystery, morality, right pace and shepeliness, and these,
discarded by the serious novelist, sre now the working tools

5 wrote that:

of the crime writer," In 1932 Q.D. leevis
" . « & not unpleesureable wey of relaxing is to exercise
the mtiochtive faculties m & minor non-personal problem,
It is chiefly this use of fiction thet has commercielised

novel-writing," Certeinly it ettracted the sort of resders

Qn Litereture, 1967.
Writers at Work, Te Peris Review Interviews, 1958,

1
2
3 The Novel Now, 1967.
4
5

l

TLS 19.6,1969,
Fiction end the Resding Publie, 1932,
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end writers whom one might have expected to prefer the
serious novel, but to charge the detective novel with having
been the chief cause of the commercialisetion of novel-
writing is an exmggeration, es the trend hed been marked for
~more years then Q.D, Leavis ceres to edmit, Neither is the
good detective story simply exercising "the ratiocinative
faculties"s if it were it would be inditinguishable from
& puzzle, A more knowledgeeble critic, whose job is reviewing
crime fiction wrote of this argu.ment:l
Certeinly the novel cen be an art form, even if it is
suspiciously seldom thet it schieves the stetus of art,
But to eccept this possibility need not be to deny that
(in spite of E.M, Forster's strictures) to be told e
shapely, mysterious morel story is e heelthful and not
& contemptible satisfaction, end thet in fulfilling this
perticular one of perheps many satisfections thet can
be sought of novels, the crime writers ere today our
best novelists,
Many of the detective story writers who established themselves
in the period before the war are still writing successfudly,
but younger writers ere bresking into new territory with
this genre, In 1928 Dorothy Sayer92 werned writers thet

they must advance into new territory if the form was not to

strophy, There are signs that her words are being heeded,

The formel, logicel structure of the cleassic detective story,
while being one of its chief ettrections, wes limiting for
the writer., It imposed psychologicel limits, for it could
not "show the inner workings of the murderer's mind - it
must nots for the identity of the murderer is hidden, w2

The chermcter of the investigetor could not be developed
either, for feer of unbelencing the novel end detrscting

from the plot which was the writer's chief consideration,

1 ILS 19.6,1969,
2 'Detective Fiction', reprinted in Writing Detective and

Mystery Fiction, ed, A.S. Burack, 1945,
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Although its subject matter "deels with the most desperate
effects of rege, Jealousy, and revenge, it rerely rouches -
the heights end depths of humen pession, It pregents us
only with e fait accompli, end looks upon death end mutile~
tion with a dispessionate eye."l However, once the detective
story writer resolved to breek awey from the rigid patterning
of the Classic story, these limitations elso fell eswey end

& new kind of detective story wes possible, one where the

enphasis wes on people rather than puszles,

The impetus to meke this bresk was possibly two-fold, The
Clessic detective novel had run to seed beceuse, as Some;‘set
Maughs.m2 put'it: "Every method of murder, every finesse of
detection, every guile to throw the reader off the scent,

- every scene of action in every claas of life, haes been
used egein and egain," It hed also lsgged behind other
forms of fiction in its feilure to acknowledge the growth
of psychology. Dorothy Sayersl suggests thet it was this
second factor thet encoursged e number of novelists to
"recast, under the guise of fiction, ectuel murder cases
drawn from reel life,”" Aldous Huxley's The Gioconda Smile
(1922) wes one of these, and R.C. Hutchinson's Flephent snd
Cestle (1949), Merguerite Duras's The Vieduct (1967) and

more recently, Trumen Cepote's In Cold Blood heve used .

evidence from trials, interviews with the murderers and
evidonce from witnesses to imsginetively reconstruct the

events,

The movement is awey from the Classic towsrds the Romentic

type of detective story, end the detective story of the

1 D, Sayers, 'Detective Fiction', reprinted in Writing
Detective and Mystery Fiction, ed, A.S. Bureck, 1945,
2 On Iitereture, 1967,
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1960s conteins some of the alements of both, The puzzle
or story element of'fhe Intellectunl type has not been
wholly abandoned, but the emphasis has shifted to fuller
cherecterisaetion end creetion of etmosphere, The move
towards reelism, giving the crime beck to the people who
commit crimes, hes given the novel some of the quelities of

the Sensetional or Romantic story of Hemmett end Chendler,

Patricie Highsmith, an Americen writer, has teken the leed
in developing the detective story slong these new lines,

- and in doing so "has schieved for the crime novel what
Dorothy Seyers elmost echieved for it thirty years ago -

the recognition thet st its best it cen rank with the most
serious contemporary ‘streight! fiction, ut Maurice
Richardson, The Observer crime reviewer end H.R.F. Keating of
the Times Seturdsy Review heve expressed similsr opinions.2

Of her novel Those Who Welk Awey (1967) Richerdson wrote:

The cherscters of the two men emerge very distinctly,
And behind them you get & strong feeling of the personelity
of the deed girl who is the cause of it ell , . . . She
likes to teke male cherascters and put them in intolersble
circumstences, then show you how they resct until some
critical bresking-point is reached,” '

The skullduggery is minimel in her novels, but suspense is
skilfully maintained, Miss Highamith is & very accomplished,
economical writer, but it is for her exploretion of

cheracter thet she is most remerksble, In The Cry of the

owl (1963), for exemple, it seems unlikely thet the innocent,
but not wholly sympathetic hero, will . - escape the death
sentence with so ﬁuch circunmstential evidence against hinm,

Although it is e besutifully constructed, wholly credible
tele, it is the cherscter of the hero which intrigues.

1 Peter Herris, Cape Times, 19,2,1969.
2 Ob R., 12,2,1967 and TSR 1,2,1969,
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Enne Iethen, elso en American, hes recsived enthusiestic
notices for her novels which open up a new end fruitful
territory - the world of big business, & territory which

is rerely explored even by serious writers,

It ig difficult to discuss the present position of the
detective story in Englend without being reduced to listing
nemes end giving plot summeries, so only e few writers heve
been selected who, whilst they mey not be the best writers
in their fieldg, ere either representetive of & group of

similer writers, or ere interesting as innovetors,

Gwendoline Butler hes written & series of novels around the
investigations of en Ingpector Coffin, end in this she is
following e well-established tradition, but the resemblance

to the Classic detective story ends there, Coffin himgelf

is an enigmetic cherecter, end the cases he investigates
.reach no simplp,.tidy conclusions, In Coffin Weiting

(1964) it is not even certein thet justice has been done,

In Coffin Following (1968) Gwendoline Butler wrote: "No sct
of violence ever truly dies eway, the effects of it go on

for ever", & remerlz which expleins the inconclusiveness of
her tales, end the attention she pays to atmcaphere rather
then plotting., £ reviewerl described this book as "e kind
of Grimm's nightmere for grown-uﬁs" end it is this confusion
of reel end imagined events and people thet is her trede-mark,
In this she resembles writers like Thomes Hinde and P,H.
Newby, elthough her knack of bringinge particular geogrephical

ares to life invites comparison with Simenon.

Jennie Melville is one of & number of women writers who

specialise in suburban~horror. Her detective, policewomen

1 TIS 16,5.1968,
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Chermien Deniels, does not appear in ell her novels end in

Nell Alone (1966) the puzzle element is reduced to the

minimum, In its place there is atmosphere eand tension
(rather then suspense), A murderer, who is suffering from
hysterical paralysis, is kept a prisoner in the ho@e of his
crippled mother by Well, a psychiatrist end sister of the
murdered women, Nell's motive is revenge and most of the
story tekes place in the sinister and claustrophobic house,
Jennie Melville, like severel other writers of her type,
excel at the creation of sinister atmosphers in ordinsry

suburban surroundings,

Mery Stewert cen be cited es an exemple of the romentic |
thriller writer, e species which Dorothy Seyers rightly

deplored, Her My Brother Michsel (1959) is set in Greece,

for writers of her type specialise in exotic settings within
the travelling possibilities of their reeders, but the

romence snd the thriller combine poorly.

Ay unkind blow was deelt to this type of detective story by
Alen Diment whose hero in The Beng Bang Birds (1968) cavorts
among "the lushest imaginsble sex that can be bought," 1

The detective novel has lagged behind the spy story in

* offering this kind of fare, but perheps now that the
breekthrough hes been mede, more novels of this type can

be expected,

Nicholas Freeling is one of the most successful thriller
writers todey, and he is also one of the most concermed to
ghow thet there is no distinction between the novel proper

end the thriller, He has written both types successfully

1 TLS 31,10,1968,
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end in This is the Cestle (1968) he combined the techniques
in an amusing novel, A best-gelling and veguely mediocre
novelist finds his teensge deughter a problem, and when he
interrupts her and her boyfriend meetingclendestinely in
the summerhouse, he hes the opportunity to shoot him,

Here Mr Freeling offeré twvo alternative endings: one where
he kills the boj but his action is considered justifisble
by the court, in spite of his protestetions of guilt; the
other whers he does not pull the trigger, Freeling is
offering & choice between the likely reslity or the meke-
believe thriller-style ending, The novel is really sbout
the writer's choice between facile invention end herd
seriousness - the choice between writing a populer novel end

& serious one,

The tendency, then, among the better contemporary novelists
is to attempt to close the gap between the detective end
the serious novel by reducing the puzgzle element end .
encoureging the developmént of cherecterisation, of story,
of atmosphere ang so on, In e move towards reelism they
have abandoned the ameateur investigetor in fevour of the
professional; and there ere fewer murders in country houses,
However there are only a few ndvelists who ere cepable of
eleveting the detective story from e creft to en ert (Joan
Fleming, Julien Symons, Peter Dickinson end Dick Frencis
should be inecluded here), The trend is apperent, but it
hes not es yet affected s8ll the detective novelists, most
of whom tend e conservativelyf%tick to tried end tested
formulse, It is still possible for Grehem Greenel to

call detective astories "the modern feiry teles" end for

1 Collected Egseys, 1969.
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a criminologistl t0.complein thet he feels ", . , an irrite-
tion with the erime novel or thriller in its conventional
form, With the exception of Raymond Chendler, John le Cerré
end et times Simenon, I cen think of no writer who hes used
the form intelligently as a vehicle for social insights and
social criticism, or es an art-form," Perhaps the mejority
of detective story writers believe the field of sociel
ceriticism to be elregdy overcrowded, There sre however
three continentel writers who can be fairly considered to
heve used the detective novel in the wey he suggests it could
be used - Georges Simenon, Friedrich Durrenmatt and
Merguerite Duras, They are all well-known in Englend in
trenslation end the influence of their writing is apparent

in some English novels,

Georges Simenon, who wes described by Andr€ Gide as “perheps
the greatest novelist of contemporary F&'ancé " ig hetter
known :Ln England for his series of novels about Ingpector
Meigret then he is for his serious writing, Simenon, e
remarka‘bly prolific writer, is the euthor of over 600 ﬁovels
end 1,200 stories which heve eppeered under twonty-five
pseudonyms.2 He ssid in an interviev; thet he begen writing
conmercisl novels with the intention of training himself for
. more serious works, end then went on to "trensitional fiction”
(the Meigret novels), followed by tense psychologicsl novels.
Simenon is week on plot but as 4. Koestler4 remerks: ", . .
his works become works of ert precisely et the point where
cherecter snd atmosphere become more important then plot,

where imeginetion triumphs over invention," A reviewer

1 D, Davies in Intellectusls Today, ed. T.R. Fyvel, 1968,
2 Informetion from Pooter, TSR 15.2,1969,
3 Writers st Work, The Peris Review Interviews,1957-8,

4 T™e Trail of the Dinossur, 1955,
5 TLS 12,12,1968,
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suggests that: “Simenon's endless attrection , . . is his
sensitive rendering of atmosphere, of the feelig of & locelity,
end the acuity of his sociel observetions. He hes the eye

both of & detective and of e populsr historien." Simenon

has reelised IDorothy Seyers's prediction thet if the deteotive
novel wes not to die it would have to link itself more

closely to the noyel of manners while separating itself more

widely from the novel of adventure,

Friedrich Durrenmatt, & :Swiss, hes developed the detective
novel in enother direction, He is a mester of atmosphere and

in The Pledge end The Querry (1962) in perticuler he elso

shows great sikill in plot construction, Although he is an
excallent detective story writer, his chief concern is with
| the moral problems thet crime reises, In A Dengerous Geme
(1960), which is not & story of detection, he considers

the concepts of guilt and justice. A men who is not,
according to the law, guilty of murder, may be morelly

culpeble, Tn The Pledge and The Quarry he questions the

motives of those who demend to see justice done end in the
letter he elao discusses the position of the willing victim,
In effect Durrenmett uses the form of the detective story to
enquire into the nature of justice, into the justice of

legel justice, By doing so he is questioning the very b#sis
of the detective novel, the belief thet & men must be punished
for his crinme,

Merguerite Dures, & Frenchwomen, is only incidental;y Y

detective story writer, ©She is an existentislist writer

and the effect of this on 10,30 on & Summer Night (1962}, for

exemple, is thet she gives the hunted murderer no reel

objective existence except in the eyes of the women whose
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failure to seve him paréllels her own feilure to save her
marriege, Msrguerite Dures is e spare, economicel writer
with "e talent to retein and disturb her readers without

ever defining her 'somethings"'.l Her pley, The Vieduct (1967)

is besed on en actuel murder, but she is interested in
studying the motives of the mirderers, rather then in the

deed itself,

A number of serious névelists writing in English have seen
sorie of the possibilities in a form which "deals with the
most desperate effects of rage, jealousy end revenge”z, but
none hes achieved & novel of the stature of Dostoevsky's

Crime end Punishment, They have usually contented them-

selves with adopting some of the methods of the detective
novelist rather then with exploring the possibilities of

the materiel.,

The first chepter of Iris Murdoch's The Nice and the Good

(1966) suggests that she might be opening up, for her, new
territory. A government official hes epperently committed
suicide and lawyer John Ducene is esked to investigete, The
plot, once introduced, is soon neglected end revived only

to provide en excuse for en excursion into bleck megic end,
in the end, to force Ducsne into the morel position of

having to judge himself before he delivers judgement on
others, This last never emerges as the centrel them, however,
for the chief function of the plot ™s to provide narrative
justificetion or et least nerrative occasion for & series

of emorous encounters and confrontations.”3 It is the mixture

es before, minus incest on this occesion,

1 TLS 20,3.1969.

2 D, Seyers, 'Detective Fiction', Writing Detective and Mystery
Fiction, ed, A.S. Burack, 1945,

3 ILS.25,1,1968,
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C.P. Snow's first published novel was e detective story,
Desth under Seil (1932) and for some of his later novels he
hes teken his model from the Classic detective story of the
1930s. As Angus Wilson pointed outl, Show's The Masters

(1951), The New Men (1954) and The Affeir (1960) have cleerly

used this form, In The Affair,.for example, en unsppeeling .
young don is dismissed on the grounds of scientific freud,
but doubts &s to the justice of his dismisssl erise and the
College finds itself divided into two cemps on the matter,
The "erime" preciptates an exeminetion of personelities and
motives, and although the detective story element is never
lost, it tekes second place to Snow's more serious purposes,
an illustretion of the conflict between the individuel
congcience and expediencp, J. Gindin2 considers that msny

of Snow's novels are melodrametic thrillers end he notes the
perallel between The Affeir end the Dreyfus Cese where
Dreyfus was finelly vindiceted "efter & long struggle with
the forces of resction." A later novel by Snow, The Sleep
of Resson (1968) is elso besed on en sctual crime, in this
case the Moors Murders, The title of his novel comes from
Goye.: "The sleep of reason brings forth monsters" and in
this novel he tries to enmlyse why reason sleeps eand where

the monsters come from, The sadistic violence of the 1960s

is the subgect of his anquiry,

Where Snow tries to understand the source of violence from
2 rational viewpoint, Colin Wilson uses en emotional approach.
He is more successful at getting into the minds or mindlessness

of his criminel heroes but he cen only portrasy end not explein,

1 'The Dilemme of the Contemporery Novelist', Approsches to
the Novel, ed., J. Colmer, 1966,
2 Postwer Britigh Fiction, 1963,
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His attempts et psychologicel explenations are trite - for

exsuple, in The Glass Cage (1966) the murderer feared thet

his fether was insane, his mother & nymphomaniac, an
explanetion which does not sccount for either his character
or his actions. Both this novel and Rituel in the Dark
(1960) are besed on the exploits of Jack the Ripper and
his theme in both is violence, more specifically the
sexually sedistic pmultiple murder, The detection element

is there - in The Glagss Cage the mrderer's chalked-up

quotations from Blske lead to his identificetion - but
Wilson is fascinated with the irretional, the demonic end
the perverted, and he echieves no distance between himgelf
end his heroes. e offers no morsl judgements but goes

to the other extreme in portreying his heroes. with overt

admiration,

Even S, Comnell in The Disry of & Repist (1967) tekes e
similer subject to Wilson's, but his hero is & young men
in a monotonous office job, His diary revesis his clinicel

history, end there is little about the repe itself,

J.B. Priestley who has written & number of novels which
use the form of populer novels, hes elso ettempted ~ not

very successfully - to use the detective story form in

Selt is leaving (1966),

Peter de Polnay has written detective stories in The Run

of Night (1963) and In Reymond's Weke (1965) but has failed

to producse either good detective stories or good serious

novels from his meterisl,

Bruce Mershell in The Divided Iledy (1960) hes the originel

idea of meking his investigaetor & chartered accountent,
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but the tale soon degenerates into a novel of pession in

Itely,

Dephne du Meudler achieved & best-seller blend of historicel
romence end thriller in My Cousin Rechel (1951), but her
book would heve hed little eppeel to conncisseurs of the

deteetive story,

John le Carré hes written & conventionel rmrder story

(resembling those of Michsel Innes) in A Murder of Quelity

(1962) end Mery Cherles hes tried her hend et the form

with Seversl Deaths in the Suburbs (1962),

Roy Fuller's crime stories, With My Little Eye (1948),

The Second Curtain (1953) and Fentesy end Fugue( 1954)

showed him to be interested in the relevance of violence
to our violent society. His novels explore the theme of

individuel guilt,

This list of seridus writers who have been attraéted to
the detective story form is by no meens comrehensive, but
it serves to illustrete the frequency with which serious
writers sre turning to populer forms such as this one,

The detective story, becsuse Qf its subject metter, seemé

pearticulerly well suited to serious trestment,

B. SCIENCE FICTION

The historiesns of science fiction cen construct e
regpecteble geneslogy for the genre, ineluding in. its
ancestors such writers es lucien, Swift, Samuel Butler,
Jules Verne, H.G.VWélls, Aldoue Huxley, Wyndhen lewis and

George Orwell, but this ingenious exercise only obscures
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the fact thet science fietion is, in A, Koestler's wordsl,

"e. typical product of the etomic age'.

Teles of invention were popular in lete Victorien boys'
magazinesz, but they beer little resemblance to modern
science fiction for the inﬁentions, such es the steanm
horge, were fanciful rether thsn pleugible, H.G. Wells
end Jules Verne are usually regerded as the pioneers of
science fiction, but there is an importent difference
between their visions of the future and those of later
writers, L. lerner3 sudgests this distinction could be
nede: ", , o the Ttopias belong to the nineteenth century,
the enti~Utopias to the twentieth," Wells and Verne were
excited by the possibilties of new technologicel develop—
ments end their optimistic view of the world of the

future, their belief in progress, was cheracteristic of

the pre~World Wer I intellectusls,

By the time Aldous Huxley and George Orwell begen writing

science fiction, the climete of optimism hed chenged to

4

one of pessimism, A, Burgess' goes so far ss to suggest

that Huxley's Brave New World (1932) is & counterblest to

Wells, en illustration of what could heppen if Wells's

scientific world took over, Although Brave New World and

Orwell's Nineteen Eighty-Four (1949) ere usuelly held to

be fine exemples of science fiction, they are, in my opinion,
not strictly science fiction &t all, They are concerned
with showing where certain political trends which were
epparent at the time of writing could leed, The totaliterien

states of the future which they visualised are realised

1 T™he Trail of the Dinossur, 1955,

2 R,3, Turner in Boys Will Be Boys, 18 discusses sone,
3 'Novels of the Future', list., 26.7.1962,

4 The Novel Now, 1967,
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with the help of science and technology, but they ere
only instruments of the politicians, Their disillusion
is with men, rether then with his mechines., G. Woodecock 1
seid of Nineteen Ei.g}ﬁxibur-that it ", . . is, cdmittedly,
& novel ebout the future, but the future conceived as &
degenerated present, extending elong the lines of absurd
logic the experiences of & contemporary Everymen," It
would be more accurate to cell these two novels "visions
of the future" or, &s I have done, "politicel thrillers”,
A reqent example of this type is Angus Wilson's The 014

Men at the Zoo (1961), It is set in the future ", , . in

order to objectify, more eaesily, tendencies and attitudes

clearly nmanifest within contemporary society."2

True science fiction is only.accidentally concerned with
politics. Its chief concern is with the development of
modern technology, and very often with specific developments,
such as rockets, satellites, atomic bombs end chemicel
and biologicel discoveries, It was not surprising there-
fore that science fiction developed more quickly in
Americe efter the wer than it did in Inglend, where
technoldgy advanced more slowly, In the opinion of

P, M’a.yersberg3 the best exponents of the genre today ere
gtill Americens (Rey Bredbury, Frederick Pohl and Alfred
Bester among them), A. Koestler® saw the founding of the
British Science-Fiction Club in the early 1950s es a

sign thet "the new creze, e kind of cosmic jitterbug, has
crossed the Atlentic . . o ." (the jitterbug crossed much
eerlier - the founding of the Club wes en indication of

its new seriousness), The esrly science fiction writers

1 The Crystel Spirit, 1967.

2 J. Gindin, Postwer British Fiction, 1963,

3 'The Corridors of the Mind', Iist,, 9.12,1965,
4 The Treil of the Dinosaur, 1955,
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were fascinated by the actusl technologicel deteils, snd
many of their novels read like e Do-it-Yourself book on
Rocketry, The emphesis was on sciencee, not on fiction,
By 1946 the scieﬁce fiction boom had begun.1 In thel
twenty-odd yeers since then écience fiction has developed

glong & number of different lines,

The secience fiction novel which shares affinities with the
horror stories of Poe and Bierce hes undergone e metamorphosis,
Bug-eyed Monsters and Six~-hesded Mertiens heve fellen into
disrepute, The horrofs conjured up by the imeginations

of seience fiction writers today ere less tengible or

physicel, and very much more horrifying then those thst
enterteined the young earlier in this entury, "The idea of
another race somewhere in existence, perhaps on another

plenet, elweys on the point of meterielising on Ferth"

which was an idea developed by H.P. Iovecraft2 has

continued to be populer, Herry Herrison's 4n Align Agony3

is & recent example, The adventure stories which depended
on.time mechines (e Wells invention) ere now rightly

regarded as romences, which have little to do with science
fiction., The time ﬁachine, or & verietion of it, is still

popular, but it is not used for sdventure story purposes.

Some of the nmost admired secience fiection writers are

scientists, like O.R, Frisch, leo Szilerd, Norbert Wiener,

Fred Hoyle end R.S. Richardson end their stories are,

consequently, based on reel scientific problems, ﬁroblems

" whose implicetions they explore, To the aficianados of
ey

science fiction, it is this group which conteins the reel

science fiction writers, but to the less technicelly minded

1l Goff Conklin in sn editoriel introductinn to The Best
of Sci-Fi (1%1) gives this date.

2 According to P. Mayersberg,'The Corridors of the Mind,'
Iist,, 9.12,1965.

3 Published in More Penguin Secience Fiction, ed, B.W. Aldiss,
1963,
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they have little eppeal, The novels and short stories of
this group sre technicel manuels, and those readers who
do not find the intricate workings of the Anti-Gravitetionsl
Overdrive of ebsorbing interest, ere likely to dimiss science-
fiction &s literature, Fred Hbyle's‘story 'Te Black Cloud':
has this passage in its first persgrepnh:

But the short weve trensmitters failed to work, and for

& reason that wes soon discovered, The iohization of

the atmospheric gases at & height of sbout fifty miles

turned out to be abnormally high, This wes giving rise

to an excessive amount of collionel demping, es the radio

engineers called it, '
It continues in this vein for the rest of the story, The
writers of this group, the scientific science fiction writers,
are more successful with the short story for: than they ere
with the novel which requires more then a single idea to
sustein it, The short story does not regquire depth of
charecterisation and it is here, in their preferonce
for phenomensa, that the scientific writers show their skill
- end their weekness, The technicsl deteils ere told
clearly end well, slthough they often require & certain
enount of prior knowledge from the reader, and they have
en eppeel to such readers, To those in seerch of humsn
interest - except in ity widest applicetion - these novels
.are e diseppointment, The ergument between the secientific
science fiction admirers, end those who find in it so
little of whet they believe the novel should contein, still
reges, A briaf discussion of the argument is outlined

later,

To the less technicelly minded the most interesting science
fiction produced todey is that in which the mechenics ere

reduced to the bvare minimum, The source of inspiretion

1 From his collection, The Black Cloud, 1957.
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is still the discoveries of scientists, but the desire to
inform hes beenS;;;;g;:EJto the need to explore the
implicetions of these discoveries, An excellent exemple -
of this type is the short story by Deniel Keyes entitled

- Flowers for Algernon,l A drug is discovered which cen
temporerily increese intelligence, Keyes does not, e&s
the scientific seience fiction writer would, tell of the
discovery or the probable chemistry.of the drug, Insteed

he writes the diery of the man on whom it wes tested ~ it

is both e moving end disturbing document,

There is enother type of acience fiction which could nore
properly be celled "possibility fiction or "context
menipulation fietion", & term K., Amis end R, Conquest used
in their Introduction to Spectrum, In this type of science
fiction the writers use the methods of the scientist, but
their work is not necesserily inspired by the discoveries
of science. In order to examine certein phenomens, the
scientist isolates his experimental neteriel to eliminate
certain factors end introduce others, In fiction this is
done by placing the materiel - usuglly humen beings - in
the future or on en unknown plenet or country., Kingsley
Am182 wrote: "Obviously when one desls with isolated
plenets or isolated islends one does this for e certain
purpose, A setting in contemporary London or & lLondon of
the future couldn't provide one with. the seme isoletion

end the heightening of cormsciousness it engenders, "

John Wyndhem in The Dey of the Triffids (1951) is writing
this type of science fiction novel. The question he poses

is: what would happen if the humen rsce were suddenly

1 Published in The Best from Fentesy and Seience Fiction,9,
ed, R.P, Mills, )
2 In an article in Encounter, 1965,
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afflicted with the loss of one of its senses, in this cese
the sense of sight? Wyndham sets his book in the future
to make the tele more credible, and the loss of sight is
brought about by "the greetest free firework display ever?
when the Barth's orbit passed through & cloud of comet
debris, The Triffids, who ere not strictlj necessary,
provide en edditionel source of horror, Wyndhem shows
orgenized s?ciety breeking up under the pressures of the
disester, but he reeches & conclusion unusuel for &
science fietion writer - he suggests thet men cen recover,

fight beck end rebuild a society.

Williem Golding's Lord of the Flies (1954) is similerly

concerned with en investigation into the nature of men
and the societies they build end he too uses & scientific
disaster to produce the situation he wishes to study,

He relies on an etomic war to plece his chearecters in e
gpecial situetion, The war is enacted off-stage and as
fer as the plot is concerned its only function is to
explein how & group of boys ceme to be stranded on e
tropicael island, The war is important to the theme for
such wars are caused by men, but the scientific details

of the war do not interest hin,

A combination of science fiction and the fable hes been
tried by George Orwell in /nimel Ferm (1945) and Micheel

Freyn in A Very Privete lLife (1968), Freyn begins his novel:

Once upon & time there will be & girl celled Tncumber,
Uncumber will have & younger brother celled Sulpice, and
they will live with their perents in & house in the middle
of the woods,'" Uncumber lives et & time when the upper-

classes have satisfied their desire for privecy by living



757

in.houses with no physicel contect with the outside world,
"Holovision" brings them everything, including visitors

if they wish, "A Very Privete life is ebout things which
now or in the nesr future seem likely to concern us more
closely: drugs both medicel end hallucinogenic, longevity,
the trestment of personslity, penology . . . mess communica~
tions, dropping-out, the reduction of so meny espects of
life to numbers or to strips of megnetic tepe, the problens
of food and waste, and ultimately of perception end of life

itself.';

In the 1950s science-fiction was the mést popular form of
popular fiction in Englend, Its very popularity told
egeinst it in the eyes of many critics and it was not until
such writers es Williem Golding, Anthony Burge532 end Angus
Wilson begen to use the form for some of their serious
novels that the genersl air of disepprovel chenged to one
of grudging ecceptance, There sre still some vocel
opponents of the science fiction novel, but they are
outnumbered by critics who see science fiction as the

posgsible saviour of the novel,

Quotetions from grly three supporters of the science fiction
novel will be given here &s they put forwerd the most
common reasons for giving it their support. Angus Wilson3
believes thet the only form of populer navel which will
reedily respond to being sdopted by serious novelists is
science fiction, ", . . hecause the one thing thet the

novelist needs at the moment is the liberation of fancy,

the liberetion of imeginetion, the liberation from the

1 A review in TLS 3,10,1968,

2 The Wenting Seed, 1962 has a stronger scientific besis
then A Clockwork Orange, 1962,

3 'The Dilemna of the Contemporary Novelist', Approaches
to the Novel, ed, J. Colmer, 1966,
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reel world around usj end science fiction, with the enormous
paradoxes that it proposes, can often libefate you in

expctly that wey," Devid Downesl sees the possibilities
differently: ", , . it elmost elweys cerries & centrel

theme of social comment, Throughout the MeCerthy ere,
Americen science fiction writers were pumping out work

of pure enti-McCerthyism," Frederick Pohl in his Jniroduction
to 8 collection of science fiction etorie52 velues the form
for its contribution to our understending of the increesingly
scientific world, snd for posing the questions which ere so
often unmsked because we have npt understood the implice-
tions of new discoveries. Science fiction, then, is variously
regerded as & liberstor of the imegination, & tool for

sociel comment end an educational instrument,

The opponents of Angus Wilson's viewpoint are critics whose
definitions of the novel are rather more rigid, In particular
they are deeply suspicious of anything verging on fantasy,
en element they discover in science fiction, Mary McCarthy3
contends that the distinctive merk of the novel is its
concern with the actuel world, the world of fect, of
verifieble figureé end stetisticas, end on this basis she
separates novels from fables and romences, Works of thé
future, like historicel novels, are outside the order of
nature so do not belong with the novel, Miss McCarthy's
criticism of some of the wildef flights of fancy to which
some science fiction writers sre prone is velid, but in
science fiction as in every other form of writing there is

4

a high proportion of whet Frederick Pohl' cells "trash',

1 Intellectuels Today, ed, T.R. Fyvel, 1968.
2 The Expert Dreemers, 1963.

3 On the Contrery,1961,

4 op cit,
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He puts the figure as high &3 ninety per cent, and it is
this ninety per cent that Mary MoCarthy i#really attacking,
The other ten per cent is based on fact, whether it he

scientific, politicel, social or psychological fect.

G. Steiner1 wrote:s "Science fiction elters et will the co-
ordinetors of spece and time; it can set éffect before
ceuse; it works within a logic of totel potentielity -
‘all that cen be imegined cen heppen,'" Unhlike Angus Wilson
vwho expressed e similer view, Steiner sees this &s hermful
to the novel, for ", , . By its very neture end vision,
the art of the novel is realistic . , . . The strident
abgurdities of science fiction , . . ere an attempt,
ultinately self-negating to 'outbid' reslity , . . ."

To this science fiction admirers could reply that thé
"strident absurdities” of todey are often the fects of
tomorrow end ere no more absurd then some real scientific
discoveries, Moreover, the morel and ethical problens

these writers pose ere resl problems,

A, Koestler2 quotes e remprk by Gereld Heard in which he
expressed his opinion that science fiction is "the merk

of the dewn of a new vision, end the rise of e new art",
an opinion with which Mr Koestler disegrees,:

I believe that science-fiction is good enterteinment,
end that it will never become good ert . .. o 4t
first sight one would of course expect that imeginetive
descriptions of non-humen societies on elien plenets
would open new vistes for the somewhet stegnent novel
of our time, But most diseppointingly this is not the
cese, end for & simple reeson., Our imeginetion is
limited; we cennot project ourselves into the digtent
future eny more then into the distent pest . . . .

For every culture is en islend, It communicetes with
other islends but it is only familier with itself,

nd art means , , . in the last resort broadening end

1_lenguege and Silence, 1967. 4£>éaf5
// 2 The Treil of the Dinoseur, 1955, . ;: ‘“i

g
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deepening our understending of ourselves, Swift's
Gulliver's Travels, Huxley's Breve New World, Orwell's
Ninteen Highty-Four. . , are liteeature precisely to
the extent to which they are not science~fiction, to
which they are works of disciplined imeginetion end
not to unlimited fantesy.

In this quotation Koestler has reised two importent
objections to science fiction, He sccuses it firstly of
baftempting the impossible, and secondly of indulging in
unlimited fentesy in its sttempt to imegine the unimeginable,
The first . point is more serious, for it pleces strictures
on the scope of the novel, demending in effect that the
novelist should recognise his Y}imitetions. The denger of
such e point of view is that the novelist who accepts it
will aim too low, contenting himself with producing work
well within his powers - which is one of the major faults
of contemporary English novelists, Rether then risking &
failure, ther limit themselves to endlessly reworking the
same materizl, To sey that the science fiction novel hag
so far been diseppointing and that it ¢¥11l nevoe beoonc
good art (and to bese this on epperently limited readingj
seemns & particulerly short-sighted view, Koestler's

second objection, that we cennot project ourselves into

the distent future eny more then into the distent pest,
reises doubts es to whether it is worth trying to project
ourselves into eny elien situstion -~ such as the mind of

enother person, If the novel is not to be streight-

forwerd eutoblogrephy, such progections must be mede,

John Wainl eccuses sclence fiction of being inimicel to
both ert and hunmenity, :

Modern science fiction , , . projects its humen characters
into & universe which permits of no emotionel response,

no self-awsreness or insight into others, et enything
ebove the novelette level, The charecters in e science

1 Esseys on Iitersture end Idees (1963).
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fiction story cennot engege with emotionsl end moral
problemns beceuse their sttention is incessently directed
towerds phenomens, Wells snd Julea Verne placed the
humen reaction et the centre; the congquistsdores of
Astounding Seience Fiction place it et the periphery
just because thelr main object. is to astound,
John Wein's criticism of the "inhumenity" of science fiction
has some velidity if it is directed egeinst scientific
scienée fiction (although the desire to Astound is very
old—fashioned), but it hss little validity where the
other types of science fiction are concerned, the type
written by Inniocl Keyes or the type written by William
Golding, John Wein's criticism of science fiction is
besed on his view thet the function or purpose of the
novel is to record, explein end examine society. Its
chief concern should be sociel, A review of the novel's
history would indicete that the social has predomineted,
but to formulate & rule from this observation can only hernm
the novel, A review of the novel's higtory would elso
indicete that the growth end vitelity of the novel owes
mich tovthe fact that it has not followed sny rules, If
the post-atomic age produces & type of novel which is
unlike its predecessors, it does so becsuse of the special

reeds and conditions of the ege. Such novels should not

be deplored beceuse they contredict some hypothetical "lew",

In gpite of the criticisms of these end other opponenté of
science fiction it has esteblighed itself &s one of the
nost successful forms of populer fiction end it is
increasingly accepted es & velid form for serious writiﬁg
In Britain the Arts Council recently ewerded & substential
grant to_llew Worlds, en English science fiction magezine
which has been published for twenty years, (The short

story which now has so few publishing outlets is very
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dependent on such magezines for its survivél). Science
fiction now has & reguler reviewing section in most
literery end nationel newspspers, Ieurence Lerner .

' ' wrote: "o one, of course, writes a novei ebout the future,
Whet interests a novelist is elways the present; end
choosging & future setting is simply & way of pointing to
the tendencies that interest or elsrm him, ., . . We cen
éo further, Unless the prophetic noveliét is extrepoleting
from the present, his work will have no interest," If
Lerner's observation is accepted, the objections to science

+ fiction fall ewey and the rosd lies open for novels of the
future to be judged on their merits, to be judged on the

same stenderds as are novels of the present or pest,

C, WESTERN
The cechet of respectability now eccorded to science fiction
has not been accorded to the Western which is also a

£ twentieth century invention, Westerns are loosely besed

on the edventures of the Americen frontiersmen during the

P

18704, They ere s0 lo:os.ely besed that fhey cennot be
\ described &3 historicel novels, They ere thoroughly
conservative, true to their forms, repeating esteblished
patterns with slight verietions. As A, Mizener"L hes pointed
ouf, the Western is "something like the old pastorsl," It
8lso has effinities with the Romance, perticulerly in its
edherence to & rigid code ¢f honour, R. We.rshow3 cells
the Westerner "the lest gentleman’, To the Westerner, he

seys, ", , » Honour , « , is a style, concerned with

1'Novels about the Future! list,, 26.7. 1962,

2 The Sense of Iife in the Modern Novel, 1965.

3 'The Gentlemen with & Gun', Encounters, ed., S. Spender
et gl, 1963. ' '
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hermonious eppeerence es much &s with desireble consequences
end tending towards the denisl of life in favour of srt,"

He is & descendant of the Xnights of the Round Tebler the
Three Musketeers, the French Foreign legion and the heroes
of the stege melodrames populer in the 1880's, and he appeals
to the same sort of eudience, The Western also provides

" @ complete and self-conteined drsme , , . in e time where
other more conaciously serious art forms are increasingly

complex, uncertein, end illedefined, ' (Warshow),

There is no intringic resson why the Western should not rise
to the level of art, but it rarely does so except in the
cinema, Warshow suggests that '"the Westernmer comes into

the field of sericus art only when his moral code, without
c?asing to be compelling is elso seen to be imperfect,

The Westerner at his best exhibits & morsl smbiguity; this
arigses from the fact thet, whatever his justificetion, he

is & killer of men," The Western slso offers 'e gerious

" orientetion to the problem of violence , , . ., One of the

well-known peculisrities of modern civiliged opinion is its
refusal to acknowledge -the velue of violence ., , o o Our
concept of heroism tends to be & passive one , . « .The
celebration of acts of violence is left more end more to

the irresponsible,” In spite of the possibilities outlined
here, the Western hes not attrected serious English novelists,
Williem Burroughs2 has announced his intention of writing

a book on the American West end a gunfighter, using the cut-
up method of his earlier works in its preperation, end streight
narration in its fimel version, Perheps his novel will ettract
other serious writers to the form, In the meentime the Western

provides an exemple of & literery form which has proved more

_successful in enother medium ~ the c¢inenme,

1 The Hollywood version rather then Mellory's.
2 Writers et Work 3, The Daris Review Mterviews, 1963,
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D, GOTHIC ROMANCE

"Populer fiction of the esrly nineteenth century wes
steeped in derkness end dieblerie: spectres gliding in &
green phosphorescence, hegs picking over the bones . .
these were the stock-in-trede of the Gothic, or bogus
Gothic, novelist, Te vogue for'these romantic horrors hed

been set by Horsce Welpole (The Castle of Otrento), Ann

Redeliffe (The Mysteries of Udolpho) snd Matthew Gregory
lewis ( The Monk)."l The Gothic romence wes an instent
success end Mrs Redecliffe was the most popular nogelist
in Englend between 1775 and 1800.2 The Gothic novél has

since fethered a number of offspring, emong them the horror,

ghost and thriller stories.

Tt might heve been expected thet the Gothic romence would
have disappeared from the literary scene by the 1960s

for it presents & number of difficulties to the contemporay
novelist, The horror story has demonstrated that feers
which come from the interior psychologicel world are
paredoxicelly more reel then the extermel fears offered

by the Gothic romence, The dark inside is more terrifying
then the dark outside to the scepticel modern reeder,
Gothic romences were treditionally set in deserted menors
on lonely moors or in cobwebby castles, buildings which
could support e population of vampires more eesily then

2 rench~style house can, The basic plot of the Gothic
novel, thet of the young and rightful heir deprived of his
birthright by evil-scheming relatives or guerdians, is

not one which is immediately epposite to the contemporary

scene, UNonetheless, in spite of these difficulties, the

‘1 R.S, Turner, Boys Will be Boys, 1943,
2 L, Stevenson, The English Novel, 1960,
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Gothic romence is still very tmuch alive,

Two charscteristica of the Gothie romence have contributed

to its survivel - it adapts heppily to costume drems, and

Y

du Meurter, who has been made & Deme of the British Empire
for her services to literature, is one of the most popular
coﬁtemporary novelists with en evid, primerily femele,

reedership, She specielises in Gothic romences, of which

My Cousin Rechel (1951) cen be taken es typicel, It edhoros

feirly closely to the Gothic model, with its young heir
cheated out of his inheritance by & bhesutiful but evil
women, He lives elmost elone in & large country house
(plenty of etmospheric writing here) end the mction tekes
Place in some unspecified historical past., His love for
Rechel {pert~Itelien, beautiful, pessionste) is & kind of
nedness, e fever, which alumost destroys him, He tells his
tale at some length, podding it out with passages of "fine
writing", which slweys seems to go down well with the
middle-cless femele reeder, The hero is, in the nick of
time, saved from his mad pession, end even his inheritence
is restored., Dephne du Meurier hes written fourteen besgt-
sellers ~ the secret of her success possibly lies in a
remerk she made when goeded by & critic: "I do, at leest,
believe in my own nonsense,"l Her reeders spperently

believe too,

Pastiche is repidly becoming a populer technique'among
contemporary novelists - & number of books have appeared
in the 'sixties which suggest this, Two of then, Evelyn

Berckmsn's The Heir of Starveling (1968) end Celis Dele's

Act of Iove (1969) sre auccessful pestiches of the Geihis

1 Quoted in 'Dephne du Maurier', The Cape Argus, 4.6,1969.
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Gothic romence, Of Evelyn Berckgan's book e reviewer wrote:l
", o o & really horrid novel with fleshereeping touches of
Gothick -, , . o the brave begreqved daughter of a personsge
who applies herself to the tesk of redeeming the sterveling

weif who is the heir to en evil, rotting, peer,!

Because the territory of the Gothic romence is the
irrational end supernaturel, it lends itself easily to
symbolisn end to ellegoricel treetment, Treditiomelly it
vpurveys se#ual end sadistic titillation (Metthew lewis's
The Monk, with its tele of the seduction of the monk
Ambrosio by the devil in the form of & women, end his
subsequent torture at the hends of the Spenish Inquisition
waé, not surprisingly, benned as immorel), To three post~-wer
writers, Iris Murdoch, Mervyn Peeke and John Fowles, the
@othic romence hes had an especial eppeel, end they have
used this form for éerious novels which investigste the
irrationel in men,

When I beceme quite certain that it wes locked, I stepped
back into the moonlight end looked up at the house, -
Although it was berely midnight, there was not a light
showing, . « o I moved through & soft tide of groundsel
and small thistles to try the two front cesements, but
they were both firm and & grester bleckness breethed

&t me from within, . . « I walked & little, with dewy
steps, and my shsdow, thin end dsrkest blue, deteched
itself from the bulk of the house end steelthily
followed, At the side it wes &ll dark too end protected
by such & dense jungle of ash saplings end young elder
trees that it would have been impossible to resch &
window, even haed there been one unlatched, . . « Tre
clouded moon hed spread a luminous transperent.limb
across the sky, and showed me the silhouettes of the
great trees which surrounded the house, , . . in owl
hooted, slowly, deliberately, cesting out one inside the
other his expending rings of sound. . ., . I must heve
been stending there for some time in e sed reverie

when I sew whet for e weird second looked like s reflection

of myself. , . . I heve elweys been efraid of the derk
and of things thet heppen in the derk: snd this night
illuminetion wes worse then derkness., . . . The moonlight

1 TLs 15.8,1968,
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fell in stresks through the overgrown lattice of the
porch, weighed dgun with honeysuckle, and revealed the
funbling hend/%ﬁe key, Then the door gave softly to
show the thick weiting bleckness of the house, . . .

I went to my mother's door. . « . I hed not expected
her face to be uncovered, . ., ., Her face was & yellowish
white end nerrowed, shrunk already away from life,
altogether smaller, But her long hair , , . seened
vital still, as if the terrible news had not yet come

to it, It seemed even to move & little et my entrence,
« ¢ » LI looked et what lay before me with & horror which
wes not love or pity or sedness, but was more like fesr,
+ » o« 1 resched my own door end opened it wide, and

then stopped in my trecks, The moon shone cleerly on

to my bed end revealed the form of a young girl with
long glistening hair,

This quotation would be readily recognisabk to the reguler
| reader of Gothic romence or horror stories, for it déspleys
nany of the treppings common to these forms. The setting
is erchetypel, It is midnight, the house with its cese-
nents (rot windows) is mgsteriously derk end its gerden is
e jungle. The moon is clouded end even the owl, the bird
of ill-omen is there, Inanimate things like shadows are
given life, The sction too follows e familiar pattern
with the hallucinetory appearence of the young men (who
is also & foreigner) and the visit to the deed mother with
the ﬁnnaturally slive hair, Romence eppeers with the

vision of the lovely young girl with long glistening heir,

The pessege quoted is in fact from the first chepter of
Iris Murdoch's The Itelien (irl (1964), This book, A Severed

Head (1961), Te Unicorn (1963) end The Time of the Angels
(1966) ere the novels in whish Miss Murdoch comes closest

to writing e twentieth century Gothic romsnce, The quote-~

tion from The Iteliern Girl wes given st some length beecuse,

in showing how much Iris Murdoch owes to the classic Gothie
romances, it introduces a doubt as to the success of her

ettempt to revive the form for serious purposes.
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Ingus Wilson 1 werns that: ", ., . the form of & novel does
matter enormously, and however serious your intentions , , .
the chosen form does to some extent determine the neture

of the novel," The question to be considered here is
whether Iris Murdoch hes been defeated by the form, whether
the four novels mentioned ere no more than . Gothic romences,
or whether she hes been able to use the form for more

serious purposes theu did her populer predecessors,

It haes elreedy been denmonstrated that her style of writing

exhibits the cliches common to the form ("I looked , . .

) with & horror which was not love or pity or sadness, but
; )

o

wes more like feer, I'?) ‘Hér cherscterisetion is similerly
aeffected., A comparison between the cherecters in Buily
Bronte's Wuthering Heights end the characters in, sey, The
Time of the Angels reveels the flatness, the 1aék of
conplexity of the letter, Heathcliff and Carel Fisher are
compareble characters, Both ere mysterious and ultimetely
unknowsble, but Heatheliff is elive in a wey thet Cerel

is not, Cerel has no life outside the pages of the book,
and very little within, The difference between the two
arises pertly from Miss Murdoch's obsession with only one

side of her characters: the irrationel, unrcasoning side,

end perticularly the aree where he is most irretionel, his
i

sexual behaviour, The veriety of cherscters she assembles
under one roof ~ en Anglicen priest who hes lost his feith,

& coloured housekeeper who is his mistress, en invelid

nicce, en espiring poetess end twenty-four year old virgin,

2 Ruasien emigré porter end his conscienceless son - ere

ssgenbled only to teke pert in & stylised dence which hes

1 'The Dilemme of the Contemporary Novelist', Approesches
to the Novel, ed, J. Columer, 1966,
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the fantestie quelity of the tortured imeginings of e
frustrated spinster, but not & genuinely passionate one,
The sexuel permutetions dictete the pattern of the plot,
‘end the cheractera themselves are only merionettes. Iris
Murdoch's only interest in her cherecters is to displey -
for the reasder's titilletion rether then his edification -
their unusual wetings, They have no life outside this
dance which mekes them one~dimensionel, Even their sexuval
behaviour is unconvineing for they are not victims of
irresistible pessions -~ their couplings end uncouplings
ere dictated by the writer, A4s e fentasy, es e gothic
romence, the book hes some sppesl, but Iris Murdoch hes
not echieved & hsrmonious synthesis of %he Gothic romence

and the serious novel,

There are e number of reassons why Iris Murdoch wes attrected
to the form, She gives one herself in en interview:l
The supernaturel -~ this is pertly sn obsession of nmy
own, Pertly elso, I think - this is something I don't
rernain clear sabout ~ thet in an age such as ours, where
the world of religion end God and gods hag become
completely problemetic, there are more psychologicel
forces working loose, &s it were, as if they were demons
end gpirits, I think it's true thet the patterns

which keep up the structure in my work , . . are sexuel,
mythologicel, psychologicel patterns . , . »

In the seme interview she described The Italien Girl as
heving "this strong, close-mit Freudien theme", The Gothie
romance is particulerly suited to e psychologicel eppreash,
lewis's The Mornk demonstrated this for ", . . Psychologicelly,
we know that his being & monk is an escepe from his true
neture, and thet the women who appesrs in the story to be
outside him, e seperrte person, is in reelity en expreasion °

of his personslity and inner desire:-a."2

1 Interviewed by Roneld Bryden, The Iist., 4.4.1963.
2 P, Mayersbverg, 'The Corridors of the Mind', The list.,
9.12,1965,
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The Gothic romence cells for atmospheric writing, et which
Miss Murdoch often shows en unusuvel skill, The characters
of & Gothic romence live under one roof, virtuslly prisoners
of the house, Iris Murdoch echieves this stete in The Time

of the ingzels by sesling off the house with fog end snow

(only twice does the fog lift), A veriety of charecters
can be esspnbled under one rocf by using such devices es
a deeth in the femily, as in The Itslien Girl, or by other

circunstences,

The ettractions of the Gothi¢ romence to ¢ writer like Iris
Murdoch sre understendeble,  but it isrdoubtful - whether
she hes succeeded in edding enything ne& to the form, The
"sexusel, mythologiéal, psychological patterns" which 'keep
up the structure” look remerkably like the normel patterns

of the Gothic romance,

Iris Murdoch's use of symbolism snd ellegory hes drawn many
commentators esger to expound its intricscies, but there
have been fewer eager to offer the same treatment to

Mervyn Peake's gothic trilogy, Titus Groen (1946), Gormen-
ghast (1950) and Titus Alone (1959). At first sight it
would eppesr to be & fertile field for symbol-spotters to
explore, for it is epparently an ellegory. Peeke described
e closed society dedicetéd to the retention of the status
guo, A young revolutionary from the lower classes ettempts
to overthrow the rulers, but is defeated, end the first
book in the trilogy ends with the proclemetion of the seventy-
seventh Ferl of Gormenghest, The parellels are essily
~drawn, but-difficulties erise when more detsiled explice~-
tion of the symbols is sought, Neither the characters

nor the setting fit comfortably into any allegorical pattemn,
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but it is tempting to seek such petterns, for it is aluwost
inconceiveble that Peske should heve imsgined e world so
complete in itself thet it hes no persllels or links with
any world we know, There are no obvious morel lessons to

be learnt from his books, but they ere far from being merely

frivolous enterteainment or idle fantesies,

Although the world Mervyn Pemke imggines is even further
from reelity than any imegined by Iris Murdoch, his world
is, peradoxicelly, more reel, It is imegined in minute,
exact deteil end the inventions which, in the hands of
.another writer could fairly be described as fantestic, are
given the seme metter-of-fact treatment es the less
extraordinary ones, It is as.-eessy to believe in the
existence of Fuschie, & teensger who would be et home in
e reelistic coutemporery novel, as it is to believe in her
mother, & woman who enjoys & mysticel comrunion with birds
end white cets, The author himself expresses no surprise
et the oddities of his characters or their avtions, end
the resder is forced to teke them equelly seriously. In
this he is helped by the dialogue which is unexpectedly
neturelistic and contemporery, Many of the characters
have an unususl faecility with words but they do not use
them for vague philosophicael pronouncements,
'Irmed' he shouted into her ear, 'my humilieting -end
entirely unfortunate o0ld string of whitewesh, sit where
you are! Alfred will do the rest., Can you hear ne?
Be good now! blood of my blood, bhe good now, dern you!'

Thus Prunesquellor during the catestrophic fire in the

library,.

Mexrvyn Peske's descriptive powers are considefable. Tike
Wyndher lewis, he .is also e fine artist end his deseriptions

of settings and of people have e strongly visuel quality,
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The two med sisters, ledy Cors and ledy Clarice ere described:
N"Their faces, identicel to the point of indecency, were
quite expressionless, es though they were the preliminery
lay-outs for faces end were waiting for sentience to be
injected,™ Of the Tower of the Flints he writes: "This
tower, petched unevenly with black ivy, erose like &
mitilated finger from among the fists of knuckled mesonry

end pointed blasphemously at heaven, At night the owls

nede of it an echoing throets; by dey it stood voiceless -

end cast its long shadow."2

Mthony Burgess in his Introduction to the Penguin edition

of Titus Groen (1963)offers this description of the book:

It is & complex book in that it evokes many layers of
response: the sophisticated pleesure in consumnate
artifice, the more neive enjoyment proper to & rather
archeic romence, horror which is quelified by disbelief,
& kind of 'camp' titillation, self-indulgence in 'Gothic'
atnosphere, a genuine sesthetic eleticn induced by
language finely used, It is en intellectuel book, in
vhich wit ~ in the 0ld aense of cerebrel pley - operstes
at times when we expect only the naerves to be engaged,

e« o« o One is always swere of the cool control of the
author's intelligence, even in the most romentic
flights, meinteining, like en estete generetor, the
imegined world end excluding the resl one,

Anthony Burgess goes on to point out thet the book sppeared
just efter the end of the Second World Wer end that the
meny sinisteqbnd.horrifying episodes ', ., ., are not
gretuitous Gothicisms so much as reflections out of en

era of horrors," The Gothicisms ere there, but they do

not dietete to the novelist as they do to Iris Murdoch,
Mervyn Peeke is unlikely to find meny imitators, for
eglthough he demonatretes that the serious gothic novel

ig posaible, his eschievement depends on his own very

originel genius.,

1 Pege 109, Penguin edition. .
2 Pege 15, Penguin edition.
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John Fowles in his second novel, The Megus (1966) hes elso

written an extreordinery  work of fiction which has some

resemblances to the Gothic romance., These sre very much

less clearly marked than they are in Peeke's frilogy, but

they heve some influence on the totsl effect of the book.

M. Ratcliffeloffers this enslysis:
This cornucopie of received cross-references end mysterious
edventures, peopled with nymphs end monsters ., . ., . it
is most nearly e kind of multiple-Murdoch. Its hero, &
guilty son of Oxbridge, is # metephysicel cestswsy on the
Aegeen islend of Phrexos; subtly swere thet certein
forces are trying to slip between him en reality, he is
plunged into & series of tests , . ., whose permutetions
sre endless and which, in fect, need never end, (Thqy
merely stop)., Fowles adds hypnotism, schizophrenie,
Pernessus, diebolism and & Terot pack to his pot.

Morality is e fiendish Northern lies emotionel dishonesty
the unforgivesble sin, +« . »

From these exemples of contemporsry Gothic romsnces it would
eppeer that not only is the form more hexdy then one would
expect, but that it ié heving something of & revival.2

The currently fashioneble search for modern allegory has

directed attention to the form,

N 2) HORROR STORY

The horror story is a descendant of the eighteenth century
Gothic romence, It differs from its parént in one importent
respect: "What wes a fear of the outside world in the gothie
novel becomes , , . & fear of the interior psychologicel
w0rld“.3 From this it follows thet the horror story does
not depend on its setting for its effectiveness, although e
suiteble setting mey contribute to the overall picture.

Edger Allen Poe's story The Tell-Tele Heart, the confession

of e mad murderer, relies heavily on the successful build-up

1 The Novel Todey, 1968,

2 Cetherine Geskin is e populer writer of Gothie romences,
end most of the followers of Iris Murdoch ~ who ere
discussed in Chapter 3D - also have & Gothic touch,

3 P. Mayersberg, 'The Corridors of the Mind', Iist,, 9.12,1965,
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of atmosphere, but the sctusl setting is wnimportent. In
anothef story by Poe, The Fell of the House of Usher, the

last descendants of an encient femily come to en end at the
ssne time es their encestrel home, Of this story P, Meyersberg
wrotes "o external world was seen in terms of en interior

atete, In the gothic novel the exterior world is circumstentisl,!

Dorothy Seyers 2 suggeats that the horror story developed out
of folk-teles, but:
+ « » Te study of psychology hes produced a new kind of
terror ~ the nightmare country between senity end medness:
the pressure of mind upon living mind, end the lonely
horror of the dasrk pleces of the soul, In the purely
humen sphere or horwor, spirituel cruelty now holds its
place alongzide with bodily cruelty . . « »
Before psychology begeme & subject for study, Poe, who is
usually regerded as the literary inventor of the horror
story, revealed e profound knowledge of humen neture and sn
understending of the mysterious and irrational processes of
the subeconseious, He provided the model for e number of
later writers, most of whom were Americen, Meyersberg
suggests thet Poe belongs to "the dark tradition' in Americen
writing, Whet distinguished him frqm the Europeen romentics
wes his concreteness of imegery, his use of '"the solid,
reel end living symbol," Mayersverg continues: ", , , And
becsuse conoreteness is what finally distinguishes the horror
story from the ghost story, it is hardly surprising thet
horror stories have thrived in Americe in this century,
wherees ghosts heve thrived in Britein, & country embedded
in & Buropeen tredition," The horrof story has slso thrived
in Americe in the cinems, &nd & strenge by-product of. the

horror story was the eppearance of Cherles Addems-type of

gick=joke aeftor the War,

1 'The Corridors of the Mind', Iist., 9,12,1965,
2 'Detective Fiction', Writing Detective end Mystery Fiction
ed, A.S. Burack, 19
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Roeld Dehl is an English writer who has written & number of
successful horror stories. Idke most of the presctitioners
in this field, he is e short story writer, for horror is
difficult to sustein with the greater length of the novel and
is lieble to produce either boredom or disbelief., Dehl has
published two collections of short stories, Someone lLike You
(1954) end Kisg Kigs (1960). He chooses suburban settings
for most of his stories but, unlike Poe, is not concerned
primerily with death, It is his insight into the minds of
his characters, who may be on the surface nothing more
horrifying than children or small-time gemblers, thet

provides the spine~chilling elenment,

lThe true horror story, or rather the horror story written

only with the intention of arousing horror, hes not ettrected
nany novelists to attempt the form, but the techniques end

the subject metter or material of the horror story heve

been utilised by a number of serious contemporsry writers,

i1t is not surprising that horror should have beccome & fairly
common element in contemporery fietion, for the Second World
Wer geve asdequate proof, if it were needed, of men's inhumenity
to men, Horror, produced by both physicel and spiritusl
‘cruelty, pleys & lerge part in novels set in war-time, but

it is far from uncommon in novels with & contemporery setting.

One technique of the horror story writer, that of revealing
evil in the apparently imnocent has been used successfully
by & number of writers.. Henry Jesmes's The Turn of the Screw
(elthough it has two ghosts, it is e horror rether then e
ghost story) peved the wey for such novels es Willienm
Golding's Lord of the Flies (1954) end Richerd Hughes's

A High Wind in Jemeics (1929), The young ere traditionelly
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regarded as innocent - perticularly by novelists - and the
disclosure of the evil of which they are cepasble is more
horrifying than the equivelent disclosures ebout adults
would be, These writers are not only destroying a literary
convention, they ere &lso destfoying the conforteble |
assunptisn that man is born good end becomes evil only es &
resqlt of his ineressing contect with the adult world, The
children in these novels are seen from the outside, their
minds ere unknowable, and their actions are not explained in
the sort of psychologicel terms which would serve to reessure
the reader that these children ere, to sey the least, abnormsl,
Golding end Hughes in particuler are & peins to show thst
their children sre not cerefully selected monsters in the
guise of children; the children ere representetive of others
of their sge end times, In Golding's novel some eare even
choir-boys, symbols to the adult world of purity end
innocence, In bdth novels the children commit murder, so the
reader cannot even dismiss their ections es childish prenks,
Nor cen he excuse their beheviour on the grounds thet they
were toqknung to know whet they were doing, for the children
act deliberately and they have no conscience or feelings of

guilt efterwerds, They remsin inscruteble - and horrifying.

The very young are traditionelly regerded as innocent, and

8 gimiler belief is extended to the edolescent., The semi-
eutobiogrephical novels gbout the sediam of edolescent
school=boys produces & similer sense of shock in the reader,
Here egein, these writers are using & horror-story technique,
The gbility to erouse horror is e potent weapon in the hends
of the wiiter, for with it he cen jolt the reader out of

his complecency end force him to re-exemine some of his too
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readily eccepted notions, It cen also be used, of course,
to express the sadistic fentasies of the reader, & fect of

which both wer novelists and erotic writers are fully esware,

The "nightmere country between senity snd medness" igs how
Dorothy Seyers described the provenence of the horror story.
This territory hes been taken over by & number of serious
writers, not with the purpose of arousing horror or revulsion
in the reader, but in order to explore and describe the mind
of a person trepped between senity end medness, Gillian

Tindall's The Edge of the Paper (1963), Jennifer Dewson's

The Ha—He (1961) and The Cold Country (1965), Thomes Hinde's

The Dey the Call Ceme (1964) end Mr Nicholas (1952) are

among the very many novels.which explore this theme., None
if these cen be described as a horror story, but they sll
use meterisl which wes formerly the preserve of the horror

story writer,

The step from horror story to serious novel is & short one,
but it is rere for e serious horror story, such &s Kefka's
Metemorphosis to succeed in both directions, The horror
story proper has moved & long wey from merble hallg where
“agch damp thing that creeps end crewls-went wobble-wobble ‘
on the wa,lls"l, but its future probebly lies with the
cineme which, with its technical aids, is well~equipped for

asrousing the meximum horror from jeded viewers.,

D(3) GHOST STORY

"I would define a horror story es one which is designed to
creete o feeling of physical revulsion in the reeder., This

clearly distinguishes it from & ghost story where there cen

1 lewis Cerroll, 'The Pelace of Humbug',
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be fear, but seldom physicel revulsion, principelly because
ghosts by definition ere non-physicsl, A ghost story is
psychicel in its preoccupetions and eppesl to the reader."1

Elizabeth Bowen2

suggests e similer distinetion: ", ., . 4nd
thet eustere other world, the world of the ghost, should
inspire, when it impects on our owrn, not so much revulsion

or shock as a sort of awe,"

Ghosts might be expected only to flourisﬁ in & gothic setting,
but they have in fact proved remarkebly esdsptsble to chenging
world conditions, . Elimebeth Bowen wrote:

The universel bettiness of our century looks like
providing them with & propitious climete , . . .They
do well in flets, and are villa-dwellers, They know
how to curdle electric light, chill off heating, or de-
condition sir . . , . telephones, motors, planes end redio
wave-lengths offer them self-expression, The sdvence of

" psycholeyy hes gone their way; the guilt-complex is their
especiel friend, '

The ghost with clenking chéins who hsunted encient cestles
hes diseppesred - killed perheps by'OScar Wilde's story

The Canterville Ghost, They now prefer proseic scenes,

sbjuring "the over-fentestic and the grotesque, operating,
instead, through series of heppenings whose horror lies in
their being just, just out of the true." (E. Bowen), The

ghost, then, hes been modernised, but he is still confined

principelly to the short story.

Muriel Spark is one of the few contemporary novelists to
heve included ghosts in her cast of charecters, In The
Comforters (1957), her first novel, the chief cheracter,
Caroline, becomes swere through heering voices and s ghostly
typewriter that she is ¢ charascter in e novel by en unseen

writer, end ddes her best to resist menipuletion by the

1 P, Meyersberg, 'The Corridors of the Mind' Iist., 9.12,1965
2 Introduction to The Second Ghost Book, ed. C. Asquith, 1952
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the mind of the novelist. In Memento Mori (1959) & group

of elderly people recieve telephone cells in which a
mysterious voice says: 'Remember you must die"., Inspector
Mortimer suggests thet it is Demath himself calling, The
hero of The Bellad of Peckhem Rye (1960), Dougel Douglas, is
perheps & wigard or a devil, The plot of The Bachelors (1960)
"eoncerns ripples stirred in a set of unmerried London men
and women by the legal prosecution of & villasinous, but
genuine, spirituelist medium."1 Bechelorcdon is considered
as e "territory of damnetion", In Voices et Play(1961)
there ere & number of ghost stories, such es 'The Party
Through the Well' end horror stories such s 'The Dry River

Bed', By The Prime of Miss Jeen Brodie (1961) '"the fentesy,

the invisible telking typewriters end the 'creatures of
dgrkness' have gone," 2 In her four succeeding books there
wes no sign of their return.

Miss Sperk herself mskes little of the supernaturalielement
in her novels (she is quoted by M., Retcliffe es seying:
"It doesn't occur to me that I'm writing fantesy., I have
thet sort of mental squint.") but it is an aspect of her
work which has intrigued & number of commentators, Anthony
Burgess 4 offers this explanation of "the mental squint':
", « « She writes fron e Cetholic point of view, and the
elenents ¢f the uncemny or , . . the diabolic seem less
fairy-tale whimsy then & return to a mode of thought which
could accept God snd the Devil as powers always ready to
slter the texture of everyday life." In support of this
there is the fact thet Miss Sperk treats the supernsturel

in exactly the seme wey as she treets the naturel, end neither

1 J. Updike, Assorted Prose, 1965.
2 TLS 27.7.67.

3 The Novel Today, 1968,

4 The Novel Now, 1967,
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seems out of place in the world she imegines, The super—
naturel and the netural ere, to Muriel Spark, equelly

ngturel, 'The supernatursl in The Comforters end Memento

Morl is e trigger for the action ~ & rether artificisl

device ~ but in The Bellad of Peékhég Rye end The Bachelors
the supernetural world is shown living elongside the |
naturel., Miss Spark's use of the supernaturel would not

be easy to imitete successfully, for it requires the
construction of e world where & ghost is no more extra-
ordinary then enything else in the novel, Nevertheless,
she does show that zhost stories cen, when properly hendled,

teve g plsce in serious fiction,

E, THE HISTORICAL ROMANCE

The historicel novel has, like science—fict%on, attracted
both vehement supporters end detrsctors. Their objections

to the historicsel novel are much fhe sene eg the objections
to science fiction, and there seems little point in repesting
them here, except to add a typically quirky one from Q.D.
Leavis 1 which requires no comment: "To reject the rhythms
of contemporery idiom by returning to the lenguage of the
pest is to secrifice everything, Thet is why historicel

novels cennot be teken seriously by the critic.®

If & distinetion is nede between the historical romence and
the historicel novel, insteed of lunping, sey, Wer end Peace
end Gone With the Wind into one category, the objections to

the historiecel novel have little velidity.

The historicel rongnce is & romence in & period setting,
The cherscters, their wey of thinking, end the action of the

novel ere basically contemporery, but they sre placed in

1 Fiction end the Resdine Publie, 1932.
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an earlier; nore colourful period to give e different slent
on the love story which is the chief point of interest, 4
ropentic story in a historicel setting is more credible than
one in & contemporery setting, and it elso gives the writer's
fancy free renge, Historicsl romences may be factuelly
asccurate as fer as events, customs, menners, speech and
historicel figures ere concerned, but this does not elter

their classification &8s historical romences.

One exprple of this type of writer is Jegn Pleidy, The

Thigtle snd the Rose(1963) - one of meny she has written -

is & fictionelised eccount of the life - and inevitebly the
loves - of Mergerct, the sister of Henry VIII who mearried
Janes IV of Seotland, The story is freught with misundere’
standings and reconcilietions {very passionete, these ere),
There is edventure, psgeentry and colour - but very little
life in the cheracters themselves, Although the bibliogrephy
indicetes that she hes conseientiously done her homework,

the imgginetive effort required to give her cherscters

rnore then one dimension ig missing,

Georgette Heyer is one of the most populer writers of
historicel romsnces,. Her books ere uguglly set in the
Regency period end although some of them are successful
pastiches, for the most part they are women's romences

given spice snd colour by their setting, But.the true.

histoticel novel is not romence in fency dress.

1 Surprisingly, meny historicel romsnce writers are very

concerned with historical accurascy, The twentieth century

love of fect, its "mania for information" es Dwight
Mecdonald in Agsinst the Americen Grein (1952) cells it,
hes affected the contemporery romencer. Macdoneld cites
the case of Ssmuel Shelleberger who hed no success as &
historicel novelist until he had spent three yeers
"hgetting up® the background for e heavily documented
piece of nonsense celled Ceptein from Cestile,™
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E.BE. Leigy 1 considers end rejects e number of possible
definitions of the historicel novel, finelly offering this
one: "A historicel novel is & novel the action of which is
leid inran earlier time - how much esrlier, remsins en open
question, but it must be e reedily identifiable past time,®
If this definition is accepted, objections to the historical
novel must fell away, for rost novels, except those set in
the future, are "laid in en earlier time", M. Ratcliffe 2
suggests that ell noveliats derive their subject metter from
three sources: contemporery life, the imesginetion, or history,
istory which lies inside the writer's own memory end thet
which does not." Obviously the question of time distence

is cruciél to distinguishing between the historicel novel

end the non-historical novel.

Tolstoy, Scott and Pesternek wrote their historicel novels
(or in Scott's case, romances), approximstely fifty yeers
after the events they describe, Robert Graves set several

-~ historical nove}s in Imperiel Rone, Wiliiam quding set

one in pre-recorded hisfory. Tho choiceé. of -period indicates
what kiid of historiesl novelists they cre Tolstoy éould be
described es & novelist first, an historien after, His chief
interest is in the people, not in the events in which they

were involved, Robert Graves is & historien-novelist for

1 The Anericen Historicel Novel, 1950,
2 The Novel Todey,l968,
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he relies less on imcginrtive projection then on interprete-
tion end extension of verifieble historicel fect, Golding's
choice of pre~recorded history suggests thet he is not so
nuch interested in history for its own sske, but for the

perspective it gives on contemporery men,

0f these three types -~ the novelist-historien, the historien-
novelist end . . the novelist-who~is-not-s-historien - only
the first type cen be regerddé as & true historicel novelist

of the sort E.E. Leigy spoke of,

Margaret Kemmedy is an exemple of & contemporery novelist-

historien, Troy Chirmeys (1968) was inspired by references
ghe hed.found in contemporery Regency nemoirs to e men |
whose nick-nane wes Pronto, Very little else is known of
him, except that he was on the fringes, but not quite the
centre, of Society. Troy Chimmeys purports to be his diery
end nemoirs which were discovered by one of his descendents,
By including the correspondence about the pspers between
his descendents, Miss Hennedy gives & spurious - but convincing
-~ impression of euthenticity, The nenoirs themgelves are

& succegsful pastiche without having . recourse to ‘period”
writing or erchaicisms, The cheracter of Pronto, the thenes
which emerge, the sction, the other cherecters - they ere

all of their period, And ms a novel it is & success,

Pastiche seens to be becoming populer smong historicsel
novelists - at least three were published within a few
nonths of each other in 1969? end ell received enthusisstic
reviews which suggests that the clinate of criticel opinion

is in their fevour.

1 Although Golding's The Spire (1964) is set in medieevel
Englend, it is even less 'historical" then The Inheritors
(1955) which is set in pre-recorded history,

2 John Fowles The French lieutenent's Wonen, George
Mecloneld Fraser's Fleshpen and Celiz IDele's Act of Iove,
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The historien-novelist, of which Robert Graves is a fine
example, is competing with historiens and biographers,
offering similar material imaginetively reconstructed, (The:
best historiens do the same, but their reconstructions sre
linited to wholly verifiasble fect - they cennot, for example,
put words into the mouth of & charecter unless.they kmow
he ssid  then). I, Cleudius end its sequel Claudius the
God (both published in 1934) are reconstructions of early
Imperial Rome told through what purports to be the euto-
biogrephy of Tiberius Clgudius, The style of writing is>
rodelled on the few extant speeches of Cleudius, & touch
which is typicel of this writer's pession for historicel
eccuraecy, but as e literary style it has its drswbacks, It
is often clumsy end stilted, with little veriation in tone
end pece, The historien in Graves does not atweys reside

heppily with the novelist.

Henry Treece, like Graves, is better known as & poet then .
& novelist but, asgain like Graves, his concentration on
historical accuraecy reduces the interest of his works as

creetive fiction, The Derk Islend (1952) is set in Britein

soon after the arrivael of the Romens under Cleudius, The
dialogue is stilted‘and the personsl reletionships unconvincing,
but as & picture gf berberic Britein it is very successful,
Tﬁere is nothing romentic ebout this picture, for elthough

his subject is the death of & wey of life end of a people,

he is at peins to show thet they were saveges, end there is
enough blood, gore, saﬁism and violence for one to wonder

whether he is not perhaps aiming at & popular sudience,

Williem Golding is an exemple of e growing group of

novelists who heve turned to the form of the historicel novel
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in order to illuninate the contemporary scene, Their "myths
- pbout the pest ere lergely & way of talking sbout the

present.“‘l The Inheritors (1955) is placed in & pre-

historic time of which the only records ere found in bones
end artifects, His Neenderthslers, gentle, simple crertures,
ere the last of their race, They sre vietims of evolutionery
progress for they dielat the hands of the better-equipped
end more sdvenced True Men, The novel can be read as an
gllegory of the Frll, for the difference between the two
reces is the difference between innocence end knowledge,

* It cen elso be reed &s an enelysis of the neture of men, &
discussion of the origins of lenguege, or as an enthropologicel
docunent, Golding's title is ironical, for it is not the
neek who inherit the esrth, In the nene of "progress™
primitive societies ere forced to either chenge or die, under

pressure from nore sophisticated ones,

The success of the book lies principelly in its mefhod of
presentetion, for however serious the themes, they sre not
sufficient in themselves to give reality to what is in
effect en imeginery world, o fentesy world, The reeder
becones & Neanderthel men, seeing with his eyes, The eyes
cen see but cannot understend, the brein cen perceive but
not deduce. The tongue can meke primitive sounds, but the
only real communication is through telepathic. pictures,
Golding's achievenent is to overcome these extraordinery
difficulties in & susteined piece of imaginetive writing.
Incredibly, the reeder identifies with lNeanderthel maﬁ;'
Only et the end when Golding chenges hig viewpoint end

presents them from the outside, in the mamner of H.G. Wells

1 L, Lerner, 'Novels about the Future', list,,26.7.1962,
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in A Short History of the World does the reeder eppreciete
the extent of his involvement with & cresture sé unlike
himself - and reslise that he is oné of the True Men,

A, Kéestler 1 wrote: ", , ., the life of en Egyptian civil
servent in the eighteenth Dynesty ., ., . is only imegineble

to us in dim outline; we ere uneble to identify ourselves
with the strenge figure moving through such & strenge world,"
Golding achieves what Koestler suggests is impossible, and

in qoing 80 he shows the power of the imeginstion to bridge

the gap between our times end those in the remote pest.

The historicel novel - and the nistoricel romance - ere

very vigorous brenches of the novel, and it is only.possible'
to give an indication here of the immense veriety of novels
which heve been published under the genersl title, There.

is no doubt that the historicel novelists, like the science
fiction novelists, will renein undeterred by eny strictures

of critics whose definitions of the novel are nerrow,

F, THE ROMANCE

Every time I write esbout love . . . I feel it as something
new end fresh and sbsolutely wonderful, , ,  And I just
wish that every women in the world could experience what
I'm writing about, . . + I feel sad that I have hed to
bring & bit more resliam into my books lately . . o «

‘ ( Denise Robins)

I work to a formule of pursuit, surrender, nisunderstending
end ultimete heppiness together egein, I slways preserve
ny heroine's innocence for et leasst 360 pages ~ one must
heve suspense, 4nd I keep up oy own stemins with deily
doses of vitamins. ,

(Barbera Certlend)

When I thought of writing romantic novels, I chose the

nene Vietorie beceuse I thought it wes terribly romentic,

end Holt because thaet was the name of ny benkers,
(Victoria Holt)

The stories I write are not the sort thet I would reed

riyself,
(Jban Rees)

1 T™e Trail of the Dinosasur, 1955.:
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These quotations 1 fron interviews with four of the most
populer romentic novelists are given here because they revesl
80 clearly the mixture of gsentimentelity and cyniciem which
inspires these writers, There are an estimated twenty-five
million reeders of '"light romentic" fiction in Britasin, end
the profits for e popular writer are enormous, It is the
most thoroughly commercislised type of popular fiction and

the one which is furthest removed from life or litersature,

The romsntic novel prefers stereotypes to erchetypes, It
is remesrkeble for its sexusl prudery, sentimenteltiy,
gentility, end its sustsining belief thet love is 2 women's
whole existence, "Such litereture circles mindlessly
ingide the trep of its two themes: unconsunmeted adultery
end the consumneted pure romemce."2 Merzaret Kennedy 3
pointe out thet in true romsnce *he gets her', wherees in
today's version 'she gets hinm - which excludes Romence',
The writer is feced with the difficulty of magking the hero
worth the heroines suffering, but this is solved by meking

both hero end heroine into ideelised types.

The romentic novel is interesting not for itself, but for
its effect on other women novelists, In the minds of most
readers ~ and non-readers - woman novelist" is synononous
with "romentic novelist", with the result that contemporary.
serious women novelists have the saize difficult& as gome of
their predecessors in getting their work sccepted end judged
on the sane stenderds es those gpplied to mele writers,

They heve reected to this problem in & number of different
ways. Sone have become elmost sggressively mesculine end

cerebrel, replecing tender romentic scenes with graphic

1 From interviews printed in The Cgpe Arous, 18,3,1969.

2 L, Fiedler, 'The Middle egeinst both Ends', Encounters
ed, S. Spender et el, 1953-63,

3 Te Outlews on Pernassus, 1958,
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descriptions of sexuel encounters, Few serious women
novelists chellenge the romentic novelist's monopoly of
courtahips they concentrate instead on post-marital effeairs,
Their heroines are not innocent typiats or.girls-next-door,
but academics,niddle~sged housewives, spinsters, teachers,
professional wonen - 81l of them the equal if not the
superior, to the men they sleep with, Ilove is often the
‘principel theme of these novelists, but romentic love is
ebjured except by such writers es Eligebeth Jane Howerd,
Penelope Mortimer, Mergaret Lene and, in one novel (The
Sendcastle) Iris Murdoch, It is e tregedy that romence

hes, in the mein, been left to such writers es Berbere
Certlend ( "Mside every wousn there is e romentic virgin
who wents to be either swept off her feet or rescued by

e knight in shining armour.")l The serious women novelists
do not recognise the existence of this romsntic virgin.
Romentic love, surely a fitting subject for the novel, is

unfeirly neglected,

In this survey of the mein brenches of contemporsry popular
fiction I have attempted to show that most forms are very
rmch salive end as.susceptible to chenges in literary taste
and faghion &s the serious novel, A number of excellent
popular novels heve been written within the ¢onventions of
the chosen formg e number of serigﬁs writers have been
attrected by the potentiel of some of the populer forms.
T™e presence of these two groups indicetes that the distine-
tion between populer™ and "“serious" fiction is not slweys
clear, end thet the gulf between them is less merked then
it wes before the Second World Wer, In the next chepter
sone reasons ere sought to explein why this trend is so

epparent todey.

1 Briefing, Ob,R, 14,5,1967.
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Chapter 8:

The Popular Serieus Nevelist

In the previous chapter evidence was offered thet the
serious contemporary novelist is turning increasingly to
popular forms in his.fiction. In this chapter an ettempt
is made to find the reasons for this trend, which is
rapidly becoming one of the most merked charecteristies

of contenporary English fiction,

The adoption of populsr forms by seriéus writers is,
in some cases, en expression of their dissetisfection
with the traditional form of the novel, It is a way
of experimenting, Novelists such as Angus Wilson,
P.H. Newby end William Golding have shown in their
‘experiments with popular forms that they can be used
for serious purposes, It is not necessarily the form
of the populer novel which prevents it from being accepted
gs literature; it is more usually the trestment which
denies it this status. The commercislisation of the
popular novel in this century frightened off serious
novelists from using the forms, but earlier writers,
such &s Scott end Dickens, were sble to use them
without fesr of condemmnation, Three of Golding's six
novels have used popular forms, but it would be a bold
eritic who would deseribe him as a populer novelist.
Golding did not simply edopt the popular forms as
they stood: he hes experimented with them end shown
their potentiel for serious writers., Golding, Newby,
Wilson, end others, have sll experinented with the

novel in other directions, so it is conceiveable that



W

their reason for writing in popular forms arises from
the same desire to extend the boundaries of the serious

novel,

The desire to experiment is not the motive of g@ll the
gerious writers who have used populer fomms for séme

of their novels, DorotlyParker 1 wes once asked:
"Mihat, then, would you say is the source of most of your
work?" She replied: "Need of money, dear," Féw writers

are so frenk, but if the euphemistic phrase "desire for

reco cxition" is substituted, the motives of most

contemporary serious writers becones clenr, It would be
eynical to suggest that by "recognition" a writer would

neen enything other then “"eritical recognition", but it

is o festure of the contemporary litersry scene that critical’

end popular recognition tend to go hend in hand,

P.N. Furbank 2 in en article on the twentieth century
best-seller, wrote:. . ", . . the reel formula for
success , o o 18 puglication aéyé paper-back immedistely
after a successful film version.," Many of the serious
writers who have been accorded criticel recognition heve
had populer success as well, their suecess following
Furbenk's formula, A selective list of those who have
had their novels filme'includes: ~ : Kingsley Amis,
Stan Barstow, Margaret Drabble, John Fowkes, Willienm
Golding, Greham Greene, Robin Msugham, Penelope Mortimer -
Edna 0'Brien, Alen Sillitoe, Muriel Sperk, Frank Tuohy
end Keith Woterhouse, Nigel Dennis, Jennifer Dewson,
Iris Murdoch and C.P. Snow have had stage-sdaptations of

their works performed,

1 Writers at Work, The Partisen Review Anthology, 1958,
2 'The Twentieth-Century Best-Seller', The Modernm Age,

ed, B, Ford, 1964,
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A comparative list of films made during the period between
the wars would not include adeptations from the novels

of the grentest yriters of the period. This is not
because their novels were too difficult to adept, for
novéls by bede, Lawrence end Waugh havg been filmed

sinc2 thz wer, bul because it wes considered that they »
would not have hed popular appeal, Judging by tbe lists
of best—sellefs today, end bynthe lists of novels adépted
from the scraen, a laerge number of contempofary writers
have both critical and populer appeel, This suggests

th~t either the testes of the reading public have improved
since the war - end evidence can be adduced to the contrary -
or that novelists hzve left their towers for the

market-place,

The finenciel rewards for best-sellers ere consideraoblse,
but . the writer of on article called 'Pop goes the
Artist! 1 entimatod that two--thirds or thre~-quarters
of professional writers earn less than the wages of

a typist, and thet those who live entirely on their
eernings from books are few, If this figure is correct,
there can be few writers, other then purveyors of trash,
who can have entered the field with the desire to make
mnoney, but it would be unnetural if they did not hope

that their books would survive, b

There ore two weys in which survival can be, not ensured,
but at lesst aided: the achievement of either popular

or critical-eccleinj or both, In contemporary fiction,

the tw§ frequently coincide. In 1968, 2,094 novels

were publiéhed in England, It is not surprising, therefore,
thaet the public eand critics should so often egree, for

the judgement of the reviéwérs is often the only guide

the reader hes &8 to what is best in contemporary

1 ILS 3, 1964,




8,04

fiction, Fature critics of the post-wer period will be

in o similer position: their selection for posterity will
almost certainly be smong  the best-known writers of the .
period. In order to become well-known, and to give their
works a chance of survival, writers must please as many
revicwers o8 possible - and therecommendation of reviewers

will help to make their books best-sellers,

Somerset Maughen 1 wrote: "The elect sneer at populsrity:
they are inclined to essert that it is a proof of mediocrity;
but they forget that posterity makes its choice not froa
anong the unknown writers of a period, but from among the
known, . « o It m2y be that posterity will scrap all the
best-sellers of our day, but it is emong then that it

must choose.," 1In 1930 this was an aggressive challenge,
although Maughen is perhaps confusing books which attain
instent popularity with those that remain in print.

Few critics of contemporary litereture today would dispute
his stetement, elthough they might not go as far as George
Orwell 2 who wrote: Ultimately there is no test of literary
merit except survivael, which is in itself en index to
majority opinion," Commenting on this remerk, George

3 pointed out that ", , . Very often & completely

Woodcock
extrencous circumgtence can chenge the nature of a writer's
.reputation ., . . . does this mean they heve ceased to be
'good writex'?", It is on the whole true, however, that

posterity will choose enmong the best-known writers of this

period , The unprecedented number of novels will ensure this,

There will always be writers who remain unaffected by such
& consideration as populer success, but it appears thet
there are fewe - of these todsy., Serious writers are very
prolific; their books com®. out in time for the Autumn

lists they eppeer on television end redio programmes;

[T

1 Cekes and Ale, 1930,
% 'Lear, Tolstoi and the Fool', quoted by George Woodecock in
The Crystel Spirit, 1967.
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they give interviews to newspapers snd periodicels, They
are obviously ewere of thes velue of publicity, und even

of the necessity for keeping their names in the public

eye, but their books will not sell unless they elso have
public appeel, It is not surprising then, to find theg
nany serious writers heve sdopted popular forms and popular
material, end it is naturel thot the suspicion diould

arise that they are not alweys doing so because they

find these forms most suitable for their work, but because

by doing so they will help the book to sell,

Another regson for the adoption of popular forms lies

in the.changing attitude to fiction. The chief purpose

of popular fiction is to entertain. Bryn Davies_l points
out that the esrliest novels were written with at least
some kind of moral purpose, but that ", . . by the end of
the eighteenth century, the novel was written end reed

verj lorgely for pleasure, whatever the disclaimers of the
guthor.” The Victoriens emphasised the méral purpose

of the novel and in the nineteenth century a clear
distinction was nude between what was considered to be
serious art, and whaet was considered to be popular

fiction, The "pleesure" element was consigned to populer
novels, and "moral seriousness" consi mad to serious novels,
The Bloomsbury group did nothing to dispel the notion

thet moral seriousness end entertefinment were uneesy
bed-fellowgy The reaction mgsingt the Moderns, which was
pertly the noturel remction of a younger generation of
writers to -an older one, was coupled with.the.desire,'to
return the novel to its former tomparatively homogenous
state. Contemporary novelists heve accepted that entertain~

ment A2 morel seriousness ere not onl7 compatible; they

1 "Reading for FPleasure', the HNovel ed,

J. Colmer, 1966,
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ere also desirable, Serious contemporery writers, like
their populasr counterparts, eare not ~fraid to entertain
the reader, Some of the techniques of the prefessionel
entertainers, such as thiir usc of forms which have been
proved to huve-populargppeal,'have thereforee been

adopted by serious writers,

In this chepbter it was been suggested that there are a

nunber of factors which have influenced serious writers

to imitate some of the techniques of the popular

noveligt, particulerly the forms he uses, Although this

tendency to meke the literary scene more homogenous is

& hopeful one for the future of the novel, the effect on

the quality of some individuel writers has been

demgging., J.W. Szunders discussed this problen: 1
The professional novelist &8 & result tuns the hazerds
of his own particuler Scylla and Chorybdis: if he writes
to ¢ formula, he earns & living but loses his
professionel values; if he deserts the formula, he
satisfies his own values but entagonizes his readers
end imperils his incone.

Serious writers have often shown an arrogance towerds

their popular materials, essuming thet populer novels

are casy to write add that no effort need be made to

learn the techniques. These novels are unsatisfactory on

any level, The popular novelist who writes seriously

is more likely to bridge the gep between serious and

popular fiction.
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Chapter 9:

Conclusion

The death of the novel, so confidently predicted a few
years oge, hos been deloyed, at least for the time
being, Whether, as prophets like Marshall Mcluhan

and George Steiner predict, its denth has simply been
postponed, it is impossible to sey, Bub the liveliness,
vitality and vigour of contempornr& English fiction

suggest thot the novel nay yet survive.

This is not 2 great ege of the novel, 2 period which will
be remembered for the mony fine writers it produced: it
could be chorccterised cos on age of general excellence

Al though in this study an cttempt was made to'roup™
novelists in order to discuss them nore easily, it is not
the stmeness, but the veriety, of cdntemporary fiction
vhich is immediately striking’ There is hord competition
to heve o book gueepted for publication, ond this hos
encouraged writérs to roise their stenderd, It has also
encouroged them to aim at originolity, whether in material,
style, themes or treatment, There have‘been vogues for
several types of novel in these twenty years, but the
najority of writers had continued to plough its saiitary

furrow,.

It is tempting to try to predict the probable future of
the novel, particulerly os it is o much-discussed topic,

but Devid Deiches's worning seems solutary:

1 Mo historisn of litersture should sttempt to predict
the future, , , . He is wisest to lay dowm his pen
in media res, Iiterature goes on,

1A Critical History of English Iitercture, Vol.2, 1963,
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