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THE FICTION ONE IS IN

Notes on the Late Twentieth Century British Novel

“ ... we are not personalities, but personages.”
F. Scott Fitzgerald

“Postmodernism consists in essence of the viewrtbtiting would ever again happen
for the first time.”
Christopher Hitchens

I. ABIRD'S EYE VIEW: NOTES ON BRITISH FICTION AT HE TURN OF THE
MILLENNIUM

At the beginning of the third millennium, when ev@e post-modernist trend
seems to have exhausted its possibilities, thetignethat has haunted writer and reader
alike ever since the middle of the™6entury, whether the novel has any future anid, if
does, where is it headed, seems as irrelevantr@pogterous as Barthes’s overrated
theory of the ‘death of the author’. Not only llas question been asked so frequently
that its reiteration today makes any sensible neaderiter shrug and continue to
read/write novels, but it has also become quitaassthat the novel is not going
anywhere in particular, that it has chosen to dwethe same old spheres of human
interest and to stay faithful to its old allegiasc€he postmodernist poetics of the novel,
to the extent that it exists, has had a considerattribution to the coming back in force
of fiction, having countered many of the potenyialestructive aesthetic tenets of high
modernism, among which its banishment of traditiditerary conventions, its elitist
stance, its propensity towards high-blown experitaiésm. Linda Hutcheon shows that
postmodernism does not oust modernism completedy,‘the modern is ineluctably
embedded in the postmodern, but the relation @aptex one, of consequence,
difference and dependencePostmodernism has been tolerant, democratic anitir
and, rather than operate a clean break with toaditias the spirit of high modernism
required —, it has been concerned with salvagimhamg that can be re-used from that
tradition, and also from the tradition of modernigtience a new life even for realist
fiction, placed, nonetheless, in a different, m@&lativised, context and perspective.

A really important issue to tackle here, when désing the relationship of
postmodernism to modernism, is that of the canaremrecisely that of the
modifications that occurred inside the canon dfierconsolidation of postmodernism
and of the constitution of the postmodernist caiteeif. The canon, Harold Bloom
insists, “once we see it as the relation of anvilddial reader and writer to what has been

! Linda HutcheonThe Poetics of Postmodernism. History, Theory,iGictRoutledge, New York and
London, 1992 (1989), p. 38.



preserved out of what has been written” (and nat lest of books for required study) is
“the Literary Art of memory It is the literay memory’s way to preserve andsrait
aesthetic value. In his influential book, Harold&m examines the Western canon in
three epochs: the Aristocratic Age, the Democrage and the Chaotic Age, with some
limited reference to the Theocratic Age, which s the Aristocratic. Ours would be
the Chaotic Age, which, however, contains not grdgtmodernism, but also modernism,
in fact the entire 28 century. It results that one can only discusscdreon profitably if
one assigns a given canon a precise historicalehgion, as differences are considerable
from one century to another and sometimes, asicdlse of modernism vs.
postmodernism, even within the same century. Paddnmist writers are, par excellence,
anti-canonical; postmodernism itself is pluralistaelativist, willing to accept variety
and consequently opposed to a unique canon, pipbatie very idea of canon, but
postmodernist novelists and the critics supportivegn cannot fail to project a new light
on the existing canon and to modify it through tloevn works. Many theoreticians
maintain that postmodern literary works are neadgsatuated at the periphery of the
modernist canon, others think that they constituseparate canon. The issue is still apt
to genrate much heated controversy. The questishéther what Harold Bloom calls
the “School of Resentment” (Feminists, Marxistscamians, New Historicists,
Deconstructionists, Semioticians etmjll manage to persuade the readership that the
authors who constitute the canon are but “deadenffutropean males” not worth reading
any more (because they do not reflect the socitiltemper of the new age). Another
guestion is whether the postmodernists have puddishfficient significant new works to
have a canon of their own. In that respect itgaificant that, for all postmodern
critiques of modernism, no postmodernist writecamparable stature to Joyce, D. H.
Lawrence or T. S. Eliot has yet emerged.

Despite the various ways in which the accomoddting of the novel has been
stretched and twisted by ambitious technical intanga despite the stunning diversity of
texts on which the label ‘novel’ has been slappledpite the great variety of personal
visions informing it, the basic function of the mbwas remained practically unchanged
through the centuries: to tell a meaningful stdygu man in his social milieu. Radical
fictional experiments that have attempted to igribre fundamental imperative have, for
the most part, ended in dismal failufeReversely, it has been noticed that when fiction

2 Harold Bloom,The Western Canoiapermac, Macmillan, London, 1994, p. 17
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* The handiest example is that of ti@uveau romaywvery attractive in the sixties to practising niists,

but which predictably failed to arouse the intexdshe public at large. A radical form of ‘antditature’,
thenouveau romamas responsible, in our view, for the devitalizataf mid-20" century West-European
(especially French, but, through its influencepdtsglish) fiction, for the declared preferencarany
fiction-makers (including those belonging to thenfRmian ‘textualist’ school) for a species of plefig
structureless, indeed at times idea-less, fictididourse. Anthony Burgess did not hesitate td id&in
Robbe-Grillet responsible for the ‘death of the &lavn the global village in which we live, thesion and
techniques of thaouveaux romanciersontaminated to a moderate extent American fictnCoover, D.
Barthelme, Thomas Pynchon, R. Sukenick), and ecbibiésan be found in British fiction in W. Goldirs
work (Pincher Martin, The Paper Mé@ror in John Berger’s. An intelligent commentarytbe nature of
Robbe-Grillet’s texts was made by Matei CalinestRéreading'Yale University Press, New Haven &
London, 1993): “Unreadable under ordinary circumsés, Robbe-Grillet becomes a highly readable and
rereadeble author [ ...] under special, mostly didactrcumstances: this would explain theademidour
italics] succes of such an otherwise difficultjfaial, quirky, often pretentious and sometimesadally



sticks to the function mentioned above and appisedt enthusiastically, witlyustq to

its task (whether the vision be tragic, tragi-conaibegorical, symbolical or what have
you), it stands a fair chance to become notewodhgn to stand out in the context of
world literature> Of course, the recent novel should be conceivedaghologically
complex and thematically diverse. David Lodge déssrit as * ... a new synthesis of
pre-existing narrative traditions, rather than atowation of one of them, or an entirely
independent phenomenon — hence the great varidtinalusiveness of the novel form [
... ][ ...] if Scholes and Kellog are right in seeitige novel as a new synthesis of pre-
existing narrative modes, the dominant mode, th¢h®gizing element, is realisfhit
should be emphasized that “postmodernism has ptataed liberal humanism, even oif it
has seriously challenged it.”

During the first half of the 20century, English fiction lived under the sign of
experimentalism. Taking advantage of the Proteaneje fantastic malleability, Henry
James, Joseph Conrad, Ford Maddox Ford, James doYaayinia Woolf freed the
novel from its dependence on socio-historical caygncy in order to refer the
microcosm of individual psychology to myth and atpe. Their fresh visions and
audacious approaches all but shattered the almcstraal simplicity of old narrative
conventions, making room for new ways of perceiviaglity, in keeping with the
mutations produced in the sensibility of"2€ntury man, consonant with the new
theories in physics, philosophy, anthropology, psyoegy and, of course, linguistics. It is
undeniable that the writers of ‘high modernism’ gdke form a new lustre, a new
intellectual status and new substance, by anneemgterritories (especially the
‘inscapes’, too superficially explored by the wrg®f the previous century) and by
drilling to unsuspected depths. And yet, sombemnwgs about the imminent death of
the novel could be heard in those very years. Thidwo reasons. First, because the new

contrived author.” (p. 219) Calinescu shows thatles conceive and pursue their games of makevbelie
primarily in terms of fictional truth, and that the writings of Robbe-Grillet the markers of figtivithin
fiction are absent, whence the reader’s difficuttputting together a fictionally true narrativadi. Robbe-
Grillet indulges in ‘a game with rules’, consistinfa system of ingenious traps , snares and textua
ambushes for the reader. ‘But this cannot changéuthdamental rule, without which one cannot spefak
a fictional world (as opposed to a meaninglesdtrarly fictional chaos), namely that within a fiotial
world one should be, in principle, able to sepab&tisveen fictional truth (or potential truth) anctibnal
types of fictitiousness’ (p. 220). In the case obBe-Grillet and othemouveaux romanciershe
demarcation line between fictional truth and tHédelusions of the protagonists is not as cleanas
Cervantes or Kafka. But ‘without the dramatic indjemt of fictional truth, the literary reading eforks of
any great length is simply impossible. If the fictal truth is not there, unambiguously providedh®sytext,
one will always look for signs by which to orienteself in unknown territories. Thus, ‘even in Robbe
Grillet's polemically anti-realistic novels therg actually more fictional truth (and quasi-reatistuth at
that) than meets the eye’ (p. 221). By unearthlagients of this fictional truth,Calinescu contends,can
forge a summary of the story and prove that itasdnally true. It is not less true that such aildie-
crossing technique greatly contributed to the aliiem of the reader from ‘high-brow’ fiction in tha
period.

> The Latin American novel, far from being a mere, fas one could have believed in the sixties and
seventies, has demonstrated its vigour and valsedoan precisely such qualities. Another intergstin
segment of postmodern fiction is the rural novdtten in the erstwhile Soviet Union in the sevesitad
eighties, and the East European novel (written ipasexile), firmly anchored in history and witma
unflinching devotion to reality, even though redepto formal experiment.

® David Lodge The Novelist at the Crossroads and Other Essay&iation and Criticism Routledge &
Kegan Paul, London, 1971, p. 4.

" HutcheonThe Poetics of Postmodernism 4.



novel, deliberately taking an elitist stance, md@possible to perpetrate the
harmonious relation between sender and receiverast as it were, way ahead of its
time. Running too far ahead of his readers, théewhiecame not only socially, but also
culturally alienated. Second, these authors’ expenis all but exhausted the possibilities
of the form, leaving only dead-ends to the comiagegations, which were more or less
forced to fall back on traditional formulas, foteafthe total novel, what? Such thoughts,
reinforced by a certain amount of professionalgeay, made Alberto Moravia refer
irreverently to Proust, Joyce, Musil and theirakk ‘the gravediggers of the novel’. What
is undeniable is that with the fiction of the ‘higlodernists’ one witnesses a ‘breaking
down of traditional realisms’ (Frederic Jamesonj an unballancing of the synthesis
commended by Lodge. ‘ ... the disintegration of tbeei-synthesis should be associated
with a radical undermining of realism as a literargde.®

However, reading the literary critics and liter&gtorians, one is tempted to
conclude that in 1941, with the passing away ofekadoyce and Virginia Woolf, the
modernist novel was dealt the first mortal blowisTiwas partly confirmed by the rather
precarious state of post-war fiction in most of teentries that had built, until World
War Two, a fairly solid national narrative tradiioA certain tameness characterized, in
the first decades after the war, the fictional atigf such countries as England, France
and Germany, a return of the flow of narrativetsonatural course, after the violent dam-
breaking of the first third of the century. Howewahen taking into consideration the
contributions made by several national literaturéstin American, Scandinavian,
Central European — one is forcibly reminded of Mawkain’s reaction, on reading about
his own demise in the papers: ‘The news of my desalighly exaggerated ...". In what
regards the state of the contemporary British namdhe sixties and seventies the
situation seemed to be rather disappointing, sonagetempted to take Malcolm
Bradbury's wry remark, ‘the novel is not dead,asmerely run away; it is safe and
sound and lives in the United Stafest face value. However, as | hope to prove in the
next chapters, since then not only has the simath@nged, but, placed in a new
perspective, even the fictional harvest of thed# sixties and seventies appears richer
and more challenging.

For a period, nevertheless, in Great Britain dictdisplayed the symptoms of
exhaustion, of insularity, of a ‘reaction againgberiment’, of a return to the traditional
mimetic conventions that contrasted sharply noy enth the narrative art of half a
century before, but also with the significant migias and renewals in other arts and in
the humanities. Could the long and honourable ticadof English fiction have led to a
devitalization of the genre, to a new ‘Barren Ag€Quld the crisis of the European novel
have been deepest and most hopeless in the vatiahdeaof fiction? Such questions
were raised by leading literary critics in the @ditKingdom and elsewhéfeand it is
difficult to say whether the arguments supportimg tonclusion outnumber the ones
infirming it. Bernard Bergonzi thinks that the itiséaction caused by contemporary

8 Lodge, The Novelist at the Crossroags 5.

° Malcolm BradburyPossibilities Oxford University Press, Oxford, 1973, p. 167.

191t is not altogether pointless to remark that tfithe few book-length studies of contemporaryiBhit
fiction have been written by American scholarsderick R. Karl'sA Reader’s Guide to the Contemporary
English Novelnd Charles Shapiro (edQontemporary British Novelistsvhereas two Britishers, Tony
Tanner and Malcolm Bradbury, were among the mdstestudents of American fiction. Geographical
perspective probably helps.



novels to most critics (but not necessarily to nurdinary readers, our note) results from
the inevitable comparison of the narrative perfaroes of the after-war decades to those
of the period 1900 — 1930.If the novel that is closer to us in age, he shtié
possesses enough energy and vitality, ‘there isheosense of development and
spectacular advance that was apparent betweenat890930; by the latter date, the
Modern Movement had largely exhausted itself, dedpossibilities of the realistic novel
had been fully exploited. In the last few decaddsink, the novel has abandoned
freedom for genre, in various important but unreadways.*? According to Bergonzi,
the heirs of James, Conrad, Joyce and Woolf weredbto give up creative anarchy and
confine themselves to what he calls ‘generic fittia e. a kind of fiction that observes
the conventions of the genre, as consecrated Oiitna. This view is shared by David
Lodge, who thinks that the resurgence of realisthargeneric fiction is well within the
English literary tradition, and in the spirit obéral humanism: ‘ There is a great deal of
evidence that the English literary mind is pecljyiommitted to realism and resistant to
non-realistic literary modes, to an extent thatlsardescribed as prejudice. It is
something of a commonplace of recent literary njstfor instance, that the ‘modern’
experimental novel, as represented diversely ggeloNoolf and D. H. Lawrence,
which threatened to break up the stable synthésieaealistic mood, was repudiated by
two subsequent generations of English novelistsl, Aeviewing the history of the
English novel in the 20century, it is difficult to avoid associating thestoration of
traditional literary realism with the perceptibledtine of artistic achievemerit’Lodge,
however, disagrees with those critics whe seeigr#éturn to tradition a sign of anemia
and deplore the English novelists’ inappetenceskmeriment: ‘The picture we get by
putting Rabinovitz’'s The Reaction against Experiment in the English Nd980 —

196Q Columbia University Press, 1968) and Scholestkbdogether — of an

incorrigibly insular England, defending an obsoletalism against the life-giving
invasions of fabulation is, however, an oversinmdifion. For one thing, the consensus
of English literary history as described by Mr Rahiitz has been greatly shaken up
since 1960; for another, fabulation is not the ailtgrnative to traditional realism that is
being explored by contemporary narrative writéfsThe other alternative that Lodge had
in mind, non-fiction need not concern us here. However, he then nthkasetaphor of
his title quite explicit, by saying that the sitioat of the novelist may be compared with
that of a man standing at the crossroads. Theapathich he is staying is the main road
of the realistic novel, a ‘compromise’ between ficgonal and the empirical modes. ‘In
the fifties, there was a strong feeling that theéswhe main road, the central tradition, of
the English novel, coming down through the Victosand Edwardians, temporarily
diverted by modern experimentalism, but subsequeesitored (by Orwell, Isherwood,
Greene, Waugh, Powell, Angus Wilson, C. P. SnowisA®illitoe, Wain etc.) to its true
course. That wave of enthusiasm for the realigticoh in the fifties has, however,
considerably abated®Further on, Lodge remarks that realistic novelssitebeing

written in England, but ‘the pressure of scepticmmthe aesthetic and epistemological

1 Bernard BergonziThe Situation of the NoyeéPenguin Books, Harmondsworth, 1972, p. 23.
12
Idem, p. 25.
3 David LodgeThe Novelist at the Crossroags 8.
% |1dem, p. 9.
5 |dem, p. 18.



premises of literary realism is now so intense thahy novelists instead of marching
confidently straight ahead are at least considetiergwo routes that branch off in the
opposite directions from the crossroads. One afeheutes leads to the non-fiction
novel, the other to what Mr Scholes calls “fabuiati. *

In the late forties and early fities, many youngtevs saw a straightforward,
local, common-sense realism as the way to renewdkel and to align it with the
political reality of post-war, welfare England. @ hepresentative book in that respect is
probably William Cooper’$Scenes From Provincial Lifpublished in 1950.) The
reappraisal of realism was accompanied by a mistfuthe modernist experiment. That
is why the period is often seen as one of withdtdman aesthetic adventure into literary
conservatism. Foster and Orwell were strong infbesmand the novel turned toward the
realism of cultural renewal. Many of the key boadkshe fifties tend to have plots of
reform and conciliation, plots that modulate towarcritical but common-sensical
acceptance of the world. If the novel had tendstbhically to oscillate between two
poles, one of realist reporting of the material aadial world, with a humanistic
attititude to character, the other of experimesédd-questioning, then it was the former
that it was now drawn towards. But Bergonzi's assey if valid in its broad lines, is by
no means universal. Experimental energies contitwedist in English fiction, though
their form was latent for a while, and they werassert themselves quite powerfully in
the late sixties and the seventies, when onelig éntitled to talk about the emergence of
postmodernist fiction. The consciousness of a ldrayvn ‘agony’ of the novel made
writers of an experimental disposition start aruinginto the very nature and genesis of
their art and due to that much of English postmiidéefiction took the road of
“fabulation and metafiction”, whereas the othergibke route suggested by Lodge has
been rather unconvincingly illustrated in EnglaNdrcissism or self-referentiality is the
most conspicuous mark of postmodernism in Britistidn. According to Robert Alter,

‘a fully self-conscious novel is one in which, frdreginning to end, through the style,
the handling of narrative viewpoints, the nameswords imposed on the characters, the
patterning of the narration, the nature of the abtrs and what befalls them, there is a
constant effort to convey to us a sense of thefial world as an authorial construct set
up against a background of literary tradition andwention*’ Other theorists of

narrative prefer to call this constant referenctheoprocess of fiction-making
‘metafiction’. Linda Hutcheon has found a catchgs® by which to refer to novels that
combine a traditional generic formula, that of kigtorical novel, and metafiction; she
calls such narratives ‘historiographic metafictioiBy this | mean these well-known and
popular novels which are botki¢!]intensely self-reflexive and yet paradoxicallyalay
claim to historical events and personagdse French Lieutenant’'s Woman, Midnight's
Children, Ragtime*®etc. What should be noted is théstoriographic metafictionin
Hutcheon’s definition, incorporates in the narratdiscourse three different domains,
fiction itself, history and literary theory, andati'its theoretical self-awareness of history
and fiction asuman constructs made the grounds for its re-thinking and re&imay of

16
Idem, p. 19.
" Robert Alter Partial Magic: The Novel as a Self-Conscious Gefittee University of California Press,
Berkeley, 1975, p. XI.
18 Hutcheon;The Poetics of Postmodernism 5.



the forms and content of the pastFor example, John FowlesThe French
Lieutenant’'s Woma(iL967) is, on one level, a historical novel, aseitks to examine the
Victorian epoch from the point of view of the wedlad 28' century man, but it also
pointedly asks the reader to watch the author nzantufe a Victorian epic and to see, as
the action unfolds, what is theoretically, techiticand stylistically implied in the
concoction of such a romance. One of the charatiereflexes of a self-conscious
novel, according to Alter, is to ‘flaunt’ ‘naiveictionality and rescue the usability of
narrative devices by exposing their contrivancerkimg them into a highly-patterned
narration which reminds one that all presentatmfirgality are, of necessity,
stylizations?® The self-observing, ostentatious narrator is gestiae most obvious
element of such a fictional work. But the worldawfs and literature itself may become
an essentialized universe to which the tribulatioithe protagonists are confined. Such
a world occasionally casts its artificiality anchtavance upon the larger, unpatterned
world, as happens in Iris MurdochTéie Sea, the S€a978, winner of the Booker Prize),
or in John Fowle3he Magug1966), not to mention Lawrence Durrell’s grandisc
experimeniThe Alexandria Quartgtl957 — 1960), which stands under the sign of the
‘art novel’ as conceived by Andre Gide and Aldousxidy, rather than under that of
metafiction. Oftentimes the characters of suchdictre an odd species of literary
investigators who are after a different kind o€tional truth’ than the one championed
by Matei Calinescu: a fictional truth that bordersthe biographical or the historical, as
in Flaubert’s Parrot(1984) by Julian Barnes or the 1990 Booker Prizeer, A. S.
Byatt’'s Possessionit is possible, of course, to have fits and staftself-consciousness
in a novel that is for the most part conventionadigllistic, and we can identify such
elements in many contemporary works, for instancé&rithony Burgess'$he End of the
World Newq1981). The new experimental fiction may also com#ne wake of a long-
established tradition (from Bunyan onward) of deghvith the reality of the human
psyche from an abstract or allegorical perspectsas the case of William Golding’s
novels.

On the other hand, as Malcolm Bradbury remaries;‘tturn to the liberal novel
had generated a renewal of fiction and re-negatitite relationship of contemporary
British fiction to history. But the new fiction theriters had begun to record posed its
own problems of relationship to the tradition, anat would become very apparent in the
course of the 60’s?* Somewhat intriguingly — for Fowles’s novels are normally
considered historical — Bradbury thinks that Jobwleés has done his best to encourage a
‘problematic recovery of the historical subjectdahat he did ‘somgowerful work of
historical recuperatior(italics mine)'?? Not only inThe French Lieutenant’'s Woman
with its salvaging of Victorian mentalities and eastruction of Victorian intellectual life
and backgrounds, but alsoAnMaggot(1985 ), a kind of murder mystery dealing with
the 18" century beginnings of the Shaker sect, Fowlesrats to build a bridge, a
serious artistic bridge, between the deconstruginegent and the difficult past’. This is
more than ‘furtive nostalgia’, Bradbury arguessia complex way not just of recovering
the life of the past, but of relating fiction itt& an earlier tradition. Similar attempts

1dem, p. 6.

2 Alter, Partial Magic, pp. 30-31.

2 Malcolm Bradbury;The Modern English Novebecker and Warburg, London, 1993, p. 333.
22 |dem, p. 361.



were made by Peter Ackroyd Hawksmoor(1985), D. M. Thomas ikVhite Hotel

(1981) and A. S. Byatt iRossessiolf1990). But novels inspired by a certain nostalgia
for Britain’s glorious (colonial and military) paahd for her liberal-intellectual traditions
continue to be produced. In Angus WilsoNe Laughing Matte(1967), ‘modern history
and the fortunes of British family life are folloai¢hrough the saga of a single family
from the First World War to the Sixties’, and INkirdoch’sThe Red and the Green
(1965) is set around the 1916 Easter Rising in DuBiThere is quite an impressive
harvest of historical novels proper, such as PaattS tetralogyT'he Raj Quartet(1964
—1975) and his Booker Prize-winning novel of 1$tdying Onto J. T. Farrell€mpire
Trilogy, consisting ofTroubles(1970) The Siege of Krishnapt973)andThe

Singapore Grip(1978). Pat Barker'Regeneratiortrilogy (Regeneration1991,The Eye

in the Door 1993 andrhe Ghost Rogdl995) covers the First World War and the inter-
war period, using historical personages, suchapdets Wilfried Owen and Siegfiried
Sassoon, alongside fictional ones, but “the blegpdinthemes such as uncertain sexuality
and class awareness, far more contemporaneous &uthor’s world, suggest a trans-
historical perpective, and other modes of moreritaéezed modernist awareness seem to
mirror something of the emergent aesthetic consciess of the period of its settintd.”
Similarly, in lan McEwan’sAtonemen{2002) historical cataclysms are rendered through
the symbolic dissolution of a family who had noeberepared for the abrupt end of
Britain’s imperial epoch. A rather odd item in theries is Julian Barneslhe History of
the World in Ten and a Half ChaptgiE989), which humorously re-writes some of the
lesser known events in world history, seen fronespective that all but turns our
knowledge of history upside down. ‘They are worksantemporary consciousness,
Bradbury comments, ‘as well as large-scale hishbrie-creations, works of elaborate
form and complex metaphor, as well as descriptikigng.’ %> Graham Swift'SWaterland
(1983), with its core themes of history and mem#&tgzuo Ishiguro’sThe Remains of the
Day or Stephen Fry'$laking History on the other hand, perfectly fit into Linda
Hutcheon’s notion of ‘historiographic metafictioutcheon, of course, makes a
distinction between historical novels proper, whiebuld fit Georg Lukacs’s definition,
and ‘historiographic metafictions’, which would fier own. She was also among the first
to remark that there was, in the British fictiontloé nineteen-eighties, “a growing
concern with re-defining intellectual history as #tudy of social meaning as historically
constituted?® This was exactly what historiographic metafictidike Waterlandor

Peter Ackroyd’sHawksmooir(1885) were doing. However, a novel like Rose Taers
Restaurationoften invoked by Hutcheon as an example of hisgpaphic metaficition,

is clearly closer to Lukacs’s traditional formulitie historical novel. The important
ideas in Linda Hutcheon'’s discussion of the wawlinch the fictional and the historical
discourses intermingle in postmodernist fiction thee following: 1. Postmodernism does
not deny that the Past existed, but states thatdsssibility to us today is entirely
conditioned by textuality, as we cannot know thetRacept through its texts (in the
larger acceptation of the term, which includes ey@ess accounts, institutions, social
structures and practices); 2. Postmodernist fiatistablishes a dialogue with the Past,

% |dem, p. 368.

24 philip Tew,The Contemporary British NoyeTontinuum, London and New York, p. 167.
% Malcolm Bradbury;The Modern English Novgb. 369.

% Hutcheon;The Poetics of Postmodernism 16.



carried out in the light of the present, so the pagresentifiedLinda Hutcheon borrows
this term from lhab Hassan); 3. History is reviditenically (for details, see John
Barth’s essay “The Literature of Exhaustion”). seThistorical discourse @grous
thereby allowing for considerable insertions ofi@inal discourse. 5. Postmodernism
refutes the natural or common-sense methods ohgisshing between historical fact
and fiction. “It refutes the view that only histdmas a truth-claim, both by questioning
the ground of that claim in historiography and Bgexating that both history and fiction
are discourses, human constructs, signifying systemd both derive their major claim
to truth from that identity® If one can say that modernism shunned historypupgoint,
preferring to focus on the individual, it is prolbabafe to observe that there is a definite
postmodernist return to history, as though noveligtre inspired by Oscar Wilde’s
remark, “The only duty we owe to history is to réwit”.

The existence of such works indicates to what@®gre cauldron of creativity is
still boiling in the British Isles, whether or ngeneric fiction’ has taken the upper hand.
From a historical perspective, nevertheless,undeniable that immediately after the
great Modernist Age novelist seemed less eagendertake narrative experiments
merely for those experiments’ sake. Most post-vearelists found it useful to reinstate
traditional fictional modes and conventions, pujtihem to new (often ironical) uses,
enriching them considerably by means of the grealyaf technical devices conceived
by modernism, but shying away from using them almigi In other words, they
remained true to the English virtues of modesty@mide. An important feature of post-
World War Two fiction, then, is that it reconsidéin® mimetic mode, albeit from a new
perspective, that it resorts unashamedly to oltbey<elling tricks and only accepts
experiment to the extent that it can make thenglinore interesting, without
jeopardizing the basic functions of narration. “Bwcfiction is indeed about life, but
scarcely about life in a wholly unconditioned wéye movement toward the genre means
that experience is mediated through existing Iifepatterns and types. This movement is
particularly strong in English fiction; the Frenahd many Americans may still feel
impelled to strive for novelty, but the English¢linding the most talented among them,
seem to have settled for the predictable pleasafrgeneric fiction.?® Bergonzi's verdict
seems only partly justified today, forty years aftavas pronounced, when
indeterminacy has become increasingly more poguidmovels that defy taxonomy,
such as Julian Barned4aubert’'s Parrot(1984), Lawrence Norfolk'$he Pope’s
Rhinocerog1996) or Alasdair Gray’kanark (1981), offer a handy counter-argument. If
writers give a cold shoulder to experiments thatl@ble to turn fiction into an arid
cipher, totally divorced from reality and entrappethin its own mechanisms, they are
willing to use the brand of moderate experiment tdaenbines realism, impressionism
and myth or allegory in order to create the illmsad wholeness. It is nevertheless true
that with the newer generations the novel has beawstrictive, rather than extensfve.

The post-war novelists’ attitude towards traditismlso a result of their
reconsideration of the usefulness of conventiorallds. In a way, one could state that
the contemporary novel establishes a direct lirtk Wie Victorian and Edwardian ages,
isolating the modernist period; today’s writerskag to those authors of the first half of

2" |dem, p. 93.
28 B, BergonziThe Situation of the Nova. 26.
2 Frederick R. KarlA Reader’s Guide to the Contemporary English Ndvehgmans, London, 1968, p. 4.
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the 20" century for whom ‘realism’, even if considerablypdified, continued to be a
workable formula: Conrad, Bennett, Galsworthy, HyxIThere is a manifest desire to
work out a synthesis, at a superior level, of sstiges and motifs coming from the
literature of all ages. Intertextuality reigns e, even though through subtle allusion,
rather than through direct reference or distorteéotation. One could argue that there is
intertextuality at a macro-level. With C. P. SnawdaAnthony Powell one finds the
screened influence of George Eliot, Trollope antb@arthy; Graham Greene follows
the path blazed by Stevenson, Kipling and Conradg#ley Amis is descended from
Huxley and Waugh, George Orwell from Swift and Hxllris Murdoch once told the
author of this essay (s&eauano. 6, 1979) that she read and re-read onffyctditury
authors. Countless other such filiations could staldished.

Another common feature that has been often notiegdrding the fiction of the
fifities, sixties and seventies is the greater mnwile straightfoward way in which English
novelists refer themselves to England and the Ehgliay of lifé®, i. e. the increasing
insularity displayed by their fiction. Bernard Bergi even calls one of the chapters of
his book ‘The Ideology of Being English’. He demtates the thesis that the novels of
the fifties and sixties focus mostly on Englishiabhistory, examining its present
specificity or the relevance of its past and prowjdfew general configurations that a
foreign reader might identify with. This is whyigHiction has been called ‘parochial’
and has had little impact beyond the confines efuK. It is built on a socio-cultural
basis that often eludes the grasp of the non-Bmgb®sumer. A good case in point is C.
P. Snow, ranked by many, about three decades agmeaof Britain’s top novelists, but
whose audience abroad was severily restrictedisagdrk treats, in the obscurest detail,
mentalities and social and moral customs thatyguiedlly British, examining them
within the framework of British institutions such the Governement or the University.
But a non-English reader will encounter unsurmobietdifficulties also in
understanding Anthony Powell or Angus Wilson préypeand a book like Margaret
Drabble’sThe Radiant Wa{1987) will fail to make him understand the meityabf the
‘female chattering class’. Not even a very popalad somewhat Frechified novel, like
The French Lieutenant’s Womatan register properly with the foreign reader s
not studied the Victorian Age thoroughly. On thatrary, Graham Greene, whose work
comes in the long tradition of the ‘cosmopolitan\el and tackles directly some of the
hottest political issues of the ®@entury is probably England’s best-known literary
ambassador.

In more recent years, there has been a comebadlis ttype of novel, especially
in the form that Dominic Head calls the “post-cammes novel * In the opinion of the
writer, the election of Margaret Thatcher as Privhaister in 1979 signalled the end of
the post-war consesnus in Britain. Thatcherisntléd consensus policies on every
front, standing for privatization, a free-markebeomy, reform of trade-union laws. The
changes in British culture and society were dracnatid novelist lamented the imminent
collapse of the welfare state, and the era of itg@und new social division. One of the
novels of Martin Amis, Kingsley Amis’s soithe Money(1984) is a transatlantic satire
of the new Thatcher — Reagan era and its moodfisitiveness. The main character of

% |1dem, p. 5.
31 Dominic Head;The Cambridge Introduction to Modern British Figtjadl 950 — 2000Cambridge
University Press, Cambridge, 2002, p. 30.
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the book pursues, relentlessly and remorseleastgess in a system modelled by
ruthless competition and disregard for human valtidse protagonist’s name, John Self,
proclaims the author’s intention to make him reprgative of the period. Self is a gross
figure, ‘addicted to the 2bcentury’, particularly to alcohol, pornography and
mysogynistic world-view. He shuttles between Londod New York in the process of
making a movie, and leading a hedonistic life-styteapparently inexhaustible funds.
The defining aspect of the urban junk culture Hehbits is its vicious triumvirate of
money — power — sex. He confronts dehumanizatisatgopulation density,
psychological confusion. John Self is an addidhefurban money culture from which he
sometimes earns to escapfe.in Amsterdan{1998, Booker Prize), lan McEwan draws a
satirical portrait of those who “had flourished ené government they had despised for
almost seventeen years”. The novel plays on thebkayd of moral ambiguity, like a
parable full of moral teachings on love, frienstggativity and the petty satisfactions of
professionalism, against the background of pulfié¢ politics and social ambition. The
novel — or, better said, novella — is very closétaulation, in the acceptation given this
term by Robert Scholes, of an antonym to realismkbeps the reader at a distance,
through the artificiality of its composition. Thgmsetry of the plot plays havoc with
verisimilitude, and the story advances along a @stgous epic thread, involving
incredible parallelisms, convergencens and breaanitrto produce tragicomical
situations that can illustrate the ambiguity of theral decisions taken by the two
protagonists. Clive Liney, a composer, and Vernalflittay, a newspaper manager, are
engaged in a kind of grotesque dance of life aradide antic hay — which will take them
both to catastrophe. Afraid of old age and of pgsienal failure, they make a Faustian
pact, after the death of their mutual mistress,|l\Wiodne, and eventually kill each other.
There is no open discussion, let alone criticishT,latcherite principles and their impact
on private life in Amsterdam. The comment is indir@nd it is made all the more
powerful by the ironical twist at the end, when thally bad people, such as Minister
Garmody, talk disparagingly about the two at tifemeral. The mood and manners of
Thatcher’s Britain are transparent in the detdilhe story, in the importance assigned to
success, in the brazen self-confidence and selirambment of those in power.

A more recent phenomenon, which counter-balarfeessularity of English
fiction, is the one popularly known as ‘the Empigtes back’. Since the mid-nineteen-
eighties there has been an ever growing and inagdgsnore weighty presence of
novelists of foreign extraction who have made Bmitheir literary home. Most of these
come from Commonwealth countries, but others —Hikeuo Ishiguro or Timothy Mo -
benefited from an English education and ventungrite about subjects that are
specifically English (see K. Ishiguro®he Remains of the Daysome critics still say
that such writers can in no way be seen as pdhediiterary scene of the UK, as their
works are mostly set in far-off lands and deal with history and customs of other
nations®® It is, however, impossible to conceive the preskyt scene of English fiction
without thinking of the writers mentioned above pbnovelists like V. S. Naipaul
(Nobel Prize laureate for 2001), Jean Rhys, Salmashdie, Ben Okri, Hannif Kureishi

32 |dem, p. 31.
¥ John Holloway, ‘The Literary Scene’, ithe New Pelican Guide to English Literatuvel. 8, The
Present ed. by Boris Ford, Penguin Books, Harmondswdrég3. P. 128.
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and many other¥. As Homi K. Bhabha notices, ‘The people from thegeery return to
re-write the history and fiction of the metropol&sid, in current British fiction, ‘the
bastion of Englishness crumblé3(The term ‘Nesbian’, a word of Australian English
referring to writers of a non-English-speaking kgrckind, is also used in connection
with this phenomenon). The work of these writessng English as a medium, brings to
British fiction a great richness and variety, inde& energy that may, one day, produce
works of even greater interest and value than thossted by the dyed-in-the-wool
Englishmen. Also as a blow dealt the bastion gjlishness, one should consider the
ever sharper lines of demarcation drawn — thenlbtjas well as stylistically and even
linguistically — between the novels written in Eagdl and those of Scotland (the
dialectal novels of James Kelman, for instance)ulle fiction of Alasdair Gray,
especially the Joycedranark, with its combination of picaresque narration,
hallucinatory prose and graphic vignettes, or tbgoh of Ron Butlin, Alexander McCall
Smith or Irvine Welsh); of Ireland — with the Jogoeexcesses of Flann O’Briefihe
Third Policeman1967), the stern prose of William Trevor [magkecesFools of

3 V. S. Naipaul, winner of the 2001 Nobel Prizefiotion, was born in Trinidad and has made Londisn h
literary home. His works are at once autobiogragdhand deeply immersed in the problems engendered b
the merging of cultures and the alienation andaeation inflicted upon Third World people by the
culture of imperialism. . Amond the most prominenes:The Mystic MasseU1957),A House for Mr
Biswas(1961),The Mimic Mer(1967), which undermines received ideas aboutdMWorld politics and
politicians,In a Free Stat€1971),A Bend in the Rivg[1979),The Enigma of Arriva{1985). His only
novel with English charactersligr Stone and the Knights Compani®63), a study of human potentials
blighted by commercial urban influences. R. K. Narais another important writer, whose excellence,
unfortunately, has been rather overlooked in regeats. Technically an Indian writer, he wrote in a
deceptively simple English, which made him accdsdib Western readers. He created a fictional south
Indian town, Malgudi, similar to Marquez’'s Macondibbough Narayan does not use the ‘magic realism’
formula that has made the Colombian writer fambusrather a direct realistic formula, with a vwnpral
thrust. This town provides the setting for a numifamoral tales conveying the tragicomedy of human
ambtitions and attainments — Narayan’s interestdinary humanity is often compared with Gogol'slan
Chekhov’s.. Among his novel$he English Teachdf945),The Printer of Malgud{1949), The

Financial Expert(1952),The Man-Eater of MalgudiL962),The Painter of Sign€l976). Jean Rhys also
comes from the West Indies, from Jamaica, and igethhsuccessful novélhe Wide Sargasso SEED68)
— conceived as complementary to Charlotte Brorltaiee Eyre- unites the bold experimentalism of the
Modernist period with the haunting and rich tropiederence to the realities of the Carribean, mgki
brilliant new use of the resources of the interimmologue. The Indian-born novelist Salman Ruskdie’
reputation had already been established Miinight’s Children(1981) andshamg1983), in which he
uses’magic realism to tackle the problems of Iradtar the 1947 independence , respectively those of
Pakistan, wheifhe Satanic Versg€4988), in which he was allegedly disrespectfulhef Koran, brought
him a death sentenctatwa) from the ayatollah regime in Iran and forced hingo into hiding. The case
produced an uproar in the literary and politicatipengendering polemics on creative freedom,
censorship, the intrusion of religion in literatultealso caused worl-wide Islamic protest, in ftven of
book-burning, demonstrations, publication bansitid and Pakistan, killings and assasination attemp
directed against those associated with the puidicatr translation of the book. Though thus threatk
Rushdie managed to produce several more remarkables:Haroun and the Sea of Stori€990),The
Ground beneath Her Fe¢t999 ) and-ury (2001 ) among others. Ben Okri, a Nigerian novetisbse to
desist from the Chinua Achebe school of fictiotimiistorical and national dimensions, to focuson
more introspective kind of narrative. His noWéle Famished Roadon the Booker Prize in 1991. It goes
without sayingthat this phenomenon deserves mane afootnote — it could, indeed (and it has) offer
material for a dozen Ph. D. theses.

% Homi K. Bhabha, edNation and NarrationRoutledge, London & New York, 1990, p. 6.
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Fortune (1883) and-elicia’s Journey(1994)], the stark realism of John McGahern
(Amongst Womer1988)3°

In spite of the great diversity and above-the-agerquality of the fiction
produced in Great Britain during the last fiftyaye or so, the period that has elapsed
since the Second World War has not yet producenlalist of comparable stature to that
of Conrad, Lawrence or Joyce, but, as we hopeye Baown in the preceding lines, the
pessimism of those eager to lament the death dtitish novel is seriously amended by
its amazing variety and the constant flow of cresti In the conclusion to his book on
the contemporary English novel, Anthony Burgesssayhe contemporary novel is not
doing badly. Soon, when we least expect it, it ddinot merely better, but
magnificently. Any one of us may astonishingly pedo be the vehicle of some great
unexpected masterpiece, which will burn up the aire. the people who still read, our
note]. That dim hope sustains d5.’

It is difficult, if not altogether impossible, fond criteria that would allow one to
classifiy Britain’s recent novelists into groupsheols or trends, in order to obtain a
clearly-patterned, well-structured and coherenigenaf post-war fiction. Today, one is
less entitled than ever to talk of constitutedratiies, of shared poetics, of pre-elaborated
programmes. Never has criticism laid greater emplasthe need that the work of each
individual novelist be assessed for what ipest s as a function and product of that
writer's personal prowess. Any classification —dzhen thematic, formal, ethnic or
stylistic criteria — is subject to oversimplificati, as no author’s work can be evaluated
exactly without an impressive number of cross-mfees, without identifying in it
elements partaking of the most diverse fiction&kgaries. Burgess divides the novelists
he discusses into no fewer than fifteen groupsygetith the help of a sundry array of
criteria, from the chronological to the purely fainfrom age to sex, from political
allegiance to religious faith. In a very compreheadook detailing fifty years of fiction-
making, Dominique Head identifies the following pitde divisions:

- The “state of the nation” nov&| reconfigured to impart a sense of social
atomization. The political novel of public life hbeen largely eclipsed by the
novel that concentrates on isolated individualdive

- Novels of working-class and middle-class experiesbewing the gradual
waning of class-conscience;

% For a thorough study of “postcolonial’ literatusee Bill Ashcroft, Gareth Griffith and Helen TiffiThe
Empire Writes Back: Theory and Practice in Postabddl Literatures Routledge, London & New York,
2002.

37 Anthony BurgessThe Novel NowFaber and Faber, London, 1971, p 271. Unfortipatathony
Burgess passed away in 1993, so there is not muelean still expect from him. But he did make aste
one heroic effort to meet his prediction: the ndwaithly Powerq1980), a fictional giant comparable only
to Carlos Fuentes'Serra Nostraor Vassili Grossman’ksife and DestinyThis novel contains greater
intellectual substance, more power and grim hurtivam ten average books put together. Its actionsspa
three quarters of the twentieth century and diyestigages personalities, events, ideas that hayeglkn
important role in the intellectual life of our timexploring, in the process, the way in which teti
intermingles with history and deals with the actdal immensely readable, rich and moving piece of
narrative.

% The syntagm echoes the label “state of Englancelbyapplied to to the focentury fiction of E.
Gaskell and to other writers interested in macimeats of English social life.
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- Novels showing the shift in post-war gender reladid=eminist concerns: the
fiction of Fay Weldon, which became manifest in #850’s. The 1990’s saw
an emergence of post-feminism (Jeannette Winteestoj

- The fictional investigation of national identityqgt-nationalism, post-
colonialism);

- The most noteworthy engagements with Englishneghasize either the
con%ructed nature of the English persona, or iseptlition of the colonial
self.

In what follows, we consider ourselves lucky if manage to suggest a few
posssible (i. e. not outrageous) classificationlty fiware that they cannot be one
hundred per cent functional and that many authdrs eeserve at least a brief mention
will be a contre coeuomitted.

The extent to which novelists are still eagernnd hew ways of expression could
be, as suggested earlier, one of the criteriadfoh & classification. In that case, two
categories will be distinguished: a group of ‘reggnetationalists’, i. e. people who, more
or less, continue to embrace the mimetic-realfstimula: C. P. Snow, Graham Greene,
Anthony Powell, John Wain, David Storey, Alan $aé&, John Braine, Iris Murdoch,
Margaret Drabble, Pat Barker, William Trevor, ahd tist can continuad infinitum as
they are certainly much more numerous than thengecategory, containing authors
tempted by formal innovation, such as William GofgliJohn Fowles, Lawrence Durrell,
Peter Ackroyd, Anthony Burgess, Julian Barnes, Daadge, A. S. Byatt, Alasdair
Gray. There are writers, of course, who migratenfame group to the other with each
individual novel — Doris Lessing, for instance|drgys to the first group witfihe
Children of Violenceycle or withThe Good Terroristbut to the second withhe
Golden Notebook -and writers in whose work realism happily coexistth formal
play, as in Stephen Friviaking History or Lawrence Norfolkl(ampriere’s Dictionary,
The Pope’s Rhinocerips Morover, within each of the two groups there aotable
differences: the traditional formula, with its is&nce on plot and character is used
differently, but with equal skill, by a ‘catholiend ‘political’ writer like Graham Greene
and by a detached, sardonic observer of the sexgale like Anthony Powell: one and
the same author with a bent toward formal expertrnan produce a deeply moving
work, rich in human interest, as is John BergAriBortunate Marn(1967), or, on the
contrary, a complicated book that will be admiredisity for its technical ingenuity, as is
G (1972) by the same author.

We can adopt, for greater variety, the loose tflaason operated by Malcolm
Bradbury in his boolPossibilities(1973), with a few alterations. The criterion sthime,
will be the narrative formula adopted, or, bet@dsthe sub-genre; a certain outlook
shared by several writers, a common viewpoint talwvhovelists subscribe to a variable
extent. Five broad categories emerge that way:

1) The chronicle novel (Snow, Powell, Joyce Cary, Maeg Drabble, Angus

Wilson);

2) The social novel with a restrictive area of invgation (Kingsley Amis, John
Wain, John Braine, Alan Sillitoe, David Storey, Boessing, William
Trevor);

39 Dominic Head;The Cambridge Introduction to Modern British Fiatjcl950 — 2000pp. 8-9.
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3) The comic-ironical novel (Kingsley Amis, Angus Wils, J. P. Donleavy,
Anthony Burgess, David Lodge, Malcolm Bradbury,fBien Fry);

4) The philosophical, allegorical, visionary novelg@ge Orwell, Malcolm
Lowry, William Golding, Iris Murdoch, Anthony Burgs, Nigel Dennis);

5) The experimental “art” novel (Lawrence Durrell, adhowles, A. S. Byatt,
Julian Barnes).

A sixth category might be that of the unclassiab Graham Greene, lan

McEwan, Patrick McGrath, Rose Tremain, Martin Anfisvery large category, after all.

1). Snow and Powell, just like Graham Greene, Ge@rwell or Evelyn Waugh
on another plane, link together two generationshéir respective narrative cycles, they
both aim to include and investigate a large sarapthe English social life of the 20
century, rendering, as faithfully as possible,historical mutations that persons,
institutions and mentalities have undergone. Thieatige performances of both these
writers are supported by a clear and fairly simipgeary ideology, aiming to reinstate
realism in its acceptation of concern for exteneality, after a period when it had been
disavow ed by the experimental impressionist nawvéh its roots in symbolism and
aestheticism. A Cartesian in spirit and an outspadvocate of the mimetic theory of
art, Snow descends in direct line from last censuryalists and moralists — Thackeray
and George Eliot, especially — and is closely egldab John Galsworthy, with whom he
shares an interest in closely-knit, exclusivistiglogroups. In his fortnightly reviews for
theSunday TimesSnow “regularly lambasted the novelists who,ratgcost to their
work, he thought, had ignored the traditional foramsl that hallowed figure, the
“ordinary cultivated reader*®. His vast chronicleStrangers and Brotherd 940 — 1970)
reminds one of Balzaclsa Comedie humainelue to a similar organization of material:
it is a huge assemblage of novels, in which theadtars and actions presented in one
book are reinforced, in a sense confirmed, by tlegippearance in the others (the same
interlocking system to be found in Powell, Willidgraulkner, Roger Martin du Gard).
Charles Percy Snow, First Baron Snow of Leicesit80% — 1980) had a Cambridge Ph.
D. in physics and was a Civil Service Commissiagewell as a Parliamentary Secretary
to the Ministry of Science and Technology. He lee&nown with his Rede Lecture on
The Two Cultures and the Scientific Revolu(ip®59), in which he contrasted the culture
of ‘literary intellectuals’ and that of ‘scientistarguing that the two had practically
ceased to communicate. The remedy he suggestadicalrchange in educational
attitudes, was savagely attacked by the Cambridge E. R. Leavis for its utilitarian
perspective on the study of the humanities. Lorav8s fictional chronicle is made up of
eleven volumes, frorBtrangers and Brother® Last Thingsto be perused acccording to
the internal logic of the events. It draws up adet picture of an important section of
English society (the administration and the ingghtsia) from 1927 to the end of the
nineteen sixties. The novels borrow the structupngciple of the life of their
protagonist, Lewis Eliot, who is followed from Hgth in a poor working-class family in
the Midlands to the apex of his political caredros social and professional
advancement (punctuated by the events in theflifieeonation), which takes him through
practically all the social layers, gives Snow ammigortunity to sketch a paradigmatic

0 Harry Ritchie,Success Stories: Literature and the Media in Engjldi950 — 1959Faber and Faber,
London, 1988, p. 11.
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image of English social life. His books are writiaran antiromantic manner, with great
concern for accuracy, as they spring from a vievifercalled by Walter Allen ‘moral
gnosticism™* The novelist dissects the hero’s public and peiVé¢, analyzing the way

in which England’s old-fashioned public institutowork at present, registering the
conflict between personal ambition and social camsness, between the public persona
and inner truth, promoting, in a world of uncertaggn, the moral virtues of honesty,
equity, dignity and responsible discharge of duty.

Anthony Powell’s realism is of a different kindowell (1905 — 2000) was an
ambitious tragi-comic chronicler of the®@entury. If Snow’s moral righteousness and
seriousness recall Richardson, Powell is more t@kiielding and to the Huxley &foint
Counter Point Like them, he is detached and ironical, but ais§ed with mere
caricature. His career may easily be divided into parts. Before the war, after being
educated at Baliol College, Oxford, and having vearkor a publishing firm, he wrote a
number of novels about the people with whom herbhbtded shoulders, the aspiring
artists of Chelsea and Bloomsbury, books Aternoon Mer(1931),Venusberg1932),
From a View to a Deatfi1933).What's Become of Warind2939) is probably his best
book of that first period, based on Powell’s putilig experience. It is an early example
of a novel based on H. James’s idea of seekingheutotivation of the dead artist who
created a living work of art. After the war, Powleigan work on an ambitious sequence
of 12 novelsA Dance to the Music of Timeegun withA Question of Upbringingl951)
and completed witklearing Secret Harmonig4975). His last novel (outside the series)
wasThe Fisher King1985). His massive (four volumes) autobiograpfyKeep the
Ball Rolling (1976 — 1982) is also worth mentioning. All PoveeWritings are
characterized by precisely judged satire, econdmidéing and a fine ear for speech.
His highly polished style makes for incisive so@amedy. His thematically linked series
of novels also deals with a specific section of li&mgsociety, whose ‘behind the closed
doors’ secrets had been made public, before hinuxfey and Waugh: the fashionable
world and the world of artists. “The sequence beginl921, though the entire enterprise
embraces two world wars, and contains episodesffzat the period 1914-1971. By
virtue of its historical coverage and on accounthefquarter century of composition,
Powell's cycle would seem a major contributionhe titerature of social life, tracing the
implications of 28 century life through to the contemporary periadfdct,A Dance to
the Music of Timéails in this regard, setting itself the more lied goal of delineating
the quirks of human character. It is preciselyhis projection of a comic mode that
eludes social change that Powell's sequence nomsgeedeemably anachronistit:”
The books are populated by a great array of Boheanitsts, bored aristocrats,
businessmen, society women etc. Events are selantediscussed by a ‘reflector’
named Nicholas Jenkins, and the progress of thrathagr goes hand in hand with the
gradual enlargement of the hero’s social experienbech gives the author the
possibility to unmask the growing inadequacy ofupeer middle class and of the
aristocracy in the 20century. Powell’s social comedy, however, is codolby an
almost metaphysical sadness, induced by an awarémast is not possible to regulate
time, by a strong sense of the changing of life minirage, because of the swift,
uncontrollable transformations worked into it b fpassing of time. Though a master of

“I Walter Allen, Tradition and DreamPenguin Books, Harmondsworth, 1965, p. 269.
2 Dominic HeadThe Cambridge Introduction to Modern British Fiatjadl 950 — 2000p. 23.
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slow-motion comic scenes, Powell is not interestelg in holding human actions up to
ridicule, but also concentrates upon the existeatipects of man’s social achievements,
on the individual will caught in the network of salcrelations, eroded by the flow of
time. If Snow observes the world with a cold said eye in order to extract moral
conclusions, Powell contemplates it mostly witheasthete’s eye and writes a ‘pictorial’
prose that vaguely resembles Proust’s.

One could multiply the examples of ‘chronicle nisvevritten in the second part
of the century. Angus Wilson’s already mentiomdéml Laughing Matters a family saga,
as the lives of the children of the Matthews fanaifg followed from before World War
One down to the Sixties. Thus, the plot incorpar&te world wars, the Suez Canal
crisis and the contemporary global village. ButiMagcolm Bradbury shows, Wilson
only used the form to destabilize it, and muchheflbook is written as a pastiche or
parody in the manner of other writers. For oneghiby the end of the book, the stable
identities of the two Matthews children have gorteey have become the inhabitants of
a postrngdern world of mirrors, the world of fragrtay, multiple selves, and the global
village.’

2). One of the conspicuous characteristics ofittimn (and drama) of the fifties
and early sixties is the sounding of a more vigemoate of protest, accompanied by a
critical reassessment of the values and institatmfrthe Establishment. A new
generation of writers, to be promptly called by thedia the ‘Angry Young Men’, came
under the spotlight, with a new set of ethical ealuwith a different sensibility from that
of their predecessors, and, above all, with a sehfestration which, though
unfocussed, was quite adamant. The Fifities wittttssmore or less concerted
emergence of a literature of social discontent@otest that did not depend for its
coherenece on any group or party ideology, butdeed on the individual, especially on
the indidividual coming from the lower walks ofdifin his ambitious confrontation with
a system of social priviledges, social castes ampky precepts that he considered
obsolete. In his bookhe Angry Decadgl958), the only thorough study of the
‘phenomenon’, Kenneth Allsop defined this fictiom lzeing characterized by
‘irreverence, stridency, impatience with traditiergour, vulgarity, sulky resentment
against the cultivated’. Colin Wilson®he Outside(1956), inspired by the frustrations
of the younger generation, is still consideredmapartant manifesto of the movement,
but John Osborne’s pldyook Back in Ange1956) is generally taken to be the birth
certificate of the Angry Young Men ‘movement’, aitglclassical embodiment in the
theatre. It set the framework of such a story:avimcial, lower-middle class or working
class setting, a solitary, rough male protagomibfyse persistent conflicts with and
contempt of authority are rendered with sardonimbwr, frequently verging on scorn.
Posterity’s critical judgements, however, have &htb regard the anger in such works
merely as dissent, less the product of a cohepamlscritique than of the virtuoso
indulgence of sensibility. As for the catch-phrésegry Young Men’, it was first used
by John Barber in an article written for thaily Expressn the same fatidic year, 1956,
in which he designated by it four young writersh&sley Amis, John Osborne, Colin
Wilson and Michael Hastings, who, he thought, wekaving the spirit of Shavian
iconoclasm (the feature was written for the cendeyiof Shaw’s birth).

3 Malcolm Bradbury;The Modern English Novgb. 367.
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Kingsley Amis (1922 — 1994, knighted in 1990), vaasironic and anti-romantic
writer, totally different in his attitude to fictial experiment from his son, the novelist
Martin Amis. His novelLucky Jim(1954) rang the first note of protest in the fiefd
imaginative prose. Jim Dixon, ‘the most populari-tetro of the time*, rises from a
modest condition to a priviledged social and preif@sal status, incessantly venting, in a
comic, but unattractive manner, his instinctivettirgg of the existing class structure and
of society’s moral strictures. Amis gave his havo major predicaments: he is trapped in
a joyless relationship with Margaret (‘the boring’pand has to kow-tow to Professor
Welch (the ‘boring boss’). There seems to be no a#yof either trap: economic
necessity and the ‘call of pity’ commit Jim to o and his girl respectively. In Harry
Ritchie’s opinion, ‘in developing the story of Jepredicaments, Amis created a comedy
which actually dodged social themes that could lthorainated the work. Instead, the
novel raises issues that remain stubbornly perséndistinct moral theme emerges: the
need to find respect for oneself and for others. d theme which, as Amis’s basic
outline suggests, vindicates Jim’s thorough dece8elf-respect is associated with self-
confidence irLucky Jim which is founded on the premise that the here amé possess
enough of either’® Apparently, Kingsley Amis and other ‘angry’ nowstti took their cue
from a novella written much earlier, in 1933, byelgin Waugh, entitledlove Among the
Ruins which depicts England in the not-so-remote fuasean utterly joyless country,
ruled by a complex hierarchy of bureaucrats workorgan all-powerful state which has
exterminated the old values and traditiéhkike a host of protagonists of novels written
during that period, Jim Dixon is a rebel withoutaaise, a radical without a programme, a
hopeless crusader against engulfing human stuptdity certain extent indifferent to his
own lot. Jim actually fights for personal digni¥et, Amis’s model was imposed by an
existing social situation and the referential chtaassumed by his fiction is
unmistakable: the proof is to be found in the pedilon of a legion of novels, each of
which seemed to be a variation on the same tothe fate of a young man of relatively
humble origin, his struggle for social and professi status in which he deftly exploits
his trumps as an outsider and iconoclast, hisiowva girl above himself socially who
often becomes the undeserving target of his irongsred by class-hatred, the
mechanisms of premeditated or unpremeditated sclaiabing, the assertion of the
dignity of the meek and humble, which may provehiafinal resort, as exclusive as that
of the ruling classes. In short, all the paraphlearat social realism, familiar since
Balzac?’ Lucky Jimcan be seen as a ‘highly accomplished, almosmpbey anti-
modernist novel’, showing the advantages of waykinthin the traditional form and
structure. Like all of Kingsley Amis’s books, itas ‘eminently accessible work, clearly

4 Anthony BurgessThe Novel Nowp. 143.
;‘z Harry Ritchie,Success Stories: Literature and the Media in Engjld®50 — 1959p. 86-87.

Idem, p. 8.
47 According to Ritchie, Amis thought that one of thajor defaults of the Modernists was that they
ignored the ‘prime literary subject, relations amdruman beings’.He advocated a return to the exilgrn
observed social reality, because the rejectiormois experience had led, he thought, to deplorable
tendencies in modern writing, such as ‘gratuitooscoirity’ or ‘wilful self-indulgence’. In Amis’s apion,
the Modernists had ignored their obligations torémders and literature was ‘led astray, losingtsid its
proper function as a form of entertainment’ (pp-82). Amis entertained his readers with essays on
science-fiction lew Maps of Hell1960), espionage novelfhe Anti-Death Leagyd 968, andColonel
Sun, 1971, a continuation of the adventures of AgEnt), mysteriesThe Riverside Villa Murderd 973).
A late return to the comic social nov&he Old Devilsearned him the Booker Prize in 1986.
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written, very carefully constructed and very funhycky Jimalso shows the
entertainment value of dealing with the contemppsarcial reality which Amis accused
the modernists of ignoring® It is not without justification that many crititgve seen
this novel as initiating a new trend, that of tbarhpus novel’, in which the comic novel
of manners functions in parallel with the satireglegmoeursof the academe.

Joe Lampton, John Braine’s (1922 — 1986) yuppatggonist olRoom at the Top
(1957) and.ife at the Tog1962) is almost a twin brother of Jim Dixon’scept that he
is much less likable, as he has no sense of huarmlidoes not care if he destroys lives
while climbing the social ladder. John Waine’s nddarry on Down(1953) appears to
be a reversal of the pattern, as the protagomig&satisfaction with middle class life
pushes him into running away from it. The noveates the ‘picaresque adventures of a
university graduate, Charles Lumley, whose deliteefleght down the social scale, away
from all conventional expectations of self-advaneatnleads him to work as a window-
cleaner and thence into other, increasingly propgj occupations.” Within this context, a
very peculiar note is struck by Alan Sillitoe8aturday Night and Sunday Morning
(1958), one of the most truthful, and also cruglliesages of working-class life. In
Sillitoe’s book, class-struggle belongs to the pm protagonist is a well-paid highly-
skilled worker, content, in broad lines, with higdstyle consisting of an inexorable
alternation of work, reward and leisure, but $télaring society a grudge for the
injustices of yesteryear and childlishly engagedefying the taboos of the world around
him. Another member of this group of dissatisfiedigg people is the protagonist of
David Storey’sThis Sporting Lif¢1960), a particularly harsh and haples visiorhef t
world of Rugby Leagué® The paradigm was still productive in 1985, wheni®o
Lessing publishedhe Good Terrorista more personal and peculiar rejection of the
consecrated values of the affluent society, imt@as@e of anarchism and of the flower-
power philosophy. Even Iris Murdoch was forragiconsidered a member of the
Angry Young Men (women, too) group, for her firstvel Under the Ne{1954 ), which,
indeed, sounds a note of passive protest, thougiohwis itsforte. The thematic
movement common to all these novels is easily ifieblke: the loss of working-class
roots through upward social movement, and the £a$enarriage and career arising out
of mid-life stasis and the narrowing of future ogpaity. The Angry Young Men
movement, to the extent that it existed, was aceomagl by a realist trend in the English
film industry, quite suitably called Free Cinemdrend that promoted stark realism, in
the manner of the Italiameo-realistfilms. Its representative directors made motion
pictures based on the plays and novels of the A¥ N, Tony Richardson directédok
Back in AngerJack ClaytorRoom at the TqKarel ReiszSaturday Night and Sunday
Morning, Lindsay AndersofThis Sporting LifeThe coalition of the two arts ensured the
‘movement’s’ powerful impact on the sensibility aadistic consciousness of the sixties.

However, after their first angry outbursts, madsthe novelists mentioned above
lost interest in their social pursuits. ‘Collecliyand individually, the Angry Young Men
could no longer arouse the astonishing high-brosv@pular interest of 1956 and 1957,
but paperbacks and the new wave of the Englism@neere bringing a handful of their
works to the general public. Meanwhile, the Angiyuvig Men had already been

48

Idem, p. 94.
“9 David Storey went on writing novels about middéeed men facing moral and sentimental crises; one of
these Saville won the 1976 Booker Prize.
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preserved by anyth-making proceqgalics mine): the Fifties had its own literary
identity as the Angry Decade’This, in spite of there being no shared charasttesi of
the writers, in spite of the inaccuracy of the lateached to them. Much later, reviewing
Harry Ritchie’s book, John Wain would observe fbatnalists, reviewers and gossip
writers (‘the collective mind of an army of middleni) had become possessed of ‘this
absurd notion’: ‘“Their starting point was that #wegry Young Men had enough common
characteristics to be taken as a whole (which tfag/not), that they came from a shared
social background (which they did not) and thaytiere attacking the existing state of
society along certain agreed lines (which they wer™’. John Wain goes on to explain
the origin of the phenomenon, by showing that da&lers were fed up with the meek
tone of the fiction produced in the late Fortied aranted anger, impatience, explosions
of frustration. So it was an expectation of thelmuthat the novelists, sensing the pulse,
rushed to meet. This also explains, Wain thinksy thie Fifties generation was so
abruptly dropped when the Sixties came along aedirit of revolt became real and
solid: the new issues (Vietnam, student unrest, am@smemancipation) were too
ponderous not to dwarf the feeble individual prtstés the books of the Young Angry
Novelists. But John Wain was also among those wipparted the trend of
‘consolidation after experiment’ in his Third Pragrme literary showirst Reading

3) Kingsley Amis also bridges together groups amd three. We have already
seen that the comic spirit plays at least as inapo role in his novels as the social
attitudes, and that it grew to be ever more impurita his late work. Irony and humour
are, in fact, an inseparable part of the noveluddcussion, including Powell’s fresco,
or Sillitoe’s and David Storey’s protest novelshis second — and probably his best ever
— novel,Anglo-Saxon Attituded.956), Angus Wilson (1913 — 1991) cynically expos
large section of British life, the academic cir¢ldesmonstrating his talent for caricature
and derision. IrLate Call(1964), a hearty, joyous humour prevails, resglfnrom the
characters’ spontaneous, albeit often inadequegppnses to the stimuli of society. In
The Old Man at the Zo(1962), Wilson’s satirical gifts are used to rendeciety as a
whole’ from an entirely different angle: the noveh fable of the future and the author’s
concern is mostly ecological. A return to the coexglly of present social life is the
novel mentioned beforé&o Laughing Matterwhich extends and elaborates on the
historical dimensions sketched by the author irfirss book,Hemlock and Afte(1952).
Setting the World on Fir€l980) emphasises the literariness of fictiorg ouasi-
postmodernist manner, showing that Wilson, thougiarily a realist, was not

0 Harry Ritchie,Success Storiep. 63.

The careers of some of these novelists toolegui unexpected course. If Amis allowed himsebido
lured by the pleasures of popular fiction. Johnisrdost all his vehemence in books likee Crying
Game(1968) andStay with Me Till Mornind1970), then tried his hand at metaphysical #nsllThe Pious
Agent 1979) or soft-key romanceshiese Golden Day4985). John Wain’'Strike the Father Dea(l962)
is a Freudian parable, and affeiVinter in the Hill§1974) he turned increasingly to poetry and essays
Sillitoe made a not very successful attempt to @epthe absurd witfihe Genera(1960), then his
preoccupations diversified to include the polititailler [The Death of William Poster&964, which
forms a trilogy, together with A Tree on Fire (19@hd The Flame of Life (1974)] and the romance of
middle-age loveHer Victory, 1982). Doris Lessing went visionary with her fivelume outer-space saga,
Canopy in Argosbut then resumed her shrewed realist mannnerByidiing for a Descent into Hedind
other novels. Iris Murdoch’s writing became alleégal, with metaphysical hues.

L ‘Mr Wain Talks Angrily about the Angries’, ifihe Sunday Time6 March 1988, p. G3.
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altogether imune to the temptation of some of teedier ways of telling (and twisting) a
tale.

To include Anthony Burgess (1917 — 1993) amongctimaic writers may seem
erroneous. Marked for life by a Catholic upbringimigose theological tenets he rejected,
but whose cultural influence he could not rid hithe& Burgess wrote throughout the
1950s, but his productivity leaped in 1959, wheaotdis told him he only had twelve
more months to live. Thereafter he kept up a stéagyof works, not only fiction, but
non-fiction, journalism, memaoirs, criticism, libtes etc. His work contains an amazing
variety of writings, ranging from the grim visioos the near future of mankinA (
Clockwork Orange1962,Nineteen Eighty-Fivel982), to would-be historical novels
(Nothing Like the Syri964), from war novelsThe Malayan Trilogy1956 — 1969) to
the rewriting of mythsNI/F, 1971). His Enderby books, howeveinside Mr Enderby
(1965),Enderby Outsid€1968), are often very funny and display, likeradl other
novels, an amazing capacity for wit, word-play &adous other sorts of linguistic
games. In an interview granted to Pierre Asoulines, no. 153, July 1988), Burgess
expressed his belief that ‘literature is a difficiype of exercise. Each new book raises
new problems. Every time you have to reinvent 8mgliage.” He actually reinvents the
language irA Clockwork Orangewhich is provided with a glossary of the ‘newdpes
the punk gangs, callethdsat but also in his profetic stories or in his deatisg
political satires, such d3evil of a Stat¢1965).

The comic novel is the favourite vehicle of a graf academic writers and critics
who have given much thought to the art of narraginé have brought substantial
contributions to a poetics of fiction, while als@gptising the undying art of the novel.
Malcolm Bradbury (1932 - 2000) was Professor of Anan Studies at the University of
East Anglia and led, together with Angus Wilsonid@n’s only notable course in
creative writing (lan McEwan and Kazuo Ishiguro eamong his students). Apart from
Possibilities(1973), he wrote such academic studieStes Modern American Novel
(1983),The Modern British NovélL992),No, Not Bloomsbury1987). He is virtually the
creator of the ‘campus novel’, with a series ofifinal works that was inaugurated with
Eating People Is Wron@L959), a fictionalized account of his time at thaversity of
Leicester, and continued wistepping Westwar965), an account of the fortunes of an
English university professor in America, similap, 10 a point, with Davis Lodge’s
Changing PlacesThe History Mar(1975), with its bitter portrait of the shallownessd
trendiness of British academic life, was compagelduicky Jim and hailed as the
definitive fictional response to the culture of #igties. Bradbury wrote in the heyday of
the Cold War, and one of his major fictional aclei@ents was the creation of an
imaginary communist country, Slaka, the culture social customs of which are
explored with hilarious results by a British Counasiting professor irRates of
Exchangg1981). The clash of civilizations is further esq@d in a pastiche tourist guide
entittedWhy Come to Slaka2986). The action iDoctor Criminale(1992) is set in the
jet-set world of international academic meetings eonferences, and Bradbury’s last
novel, To the Hermitag€2000), is a fine and erudite satire, which teile tales: that of
the narrator, a novelist who has been invited txi8tolm and to Russia to take part in a
programme enigmatically entitled the Diderot Prgjead a recreation of Diderot’s
journey to Russia to entertain and enlighten thednoif Catherine the Great. In the
‘Introduction’ he wrote to the novdlo The Hermitagafter the death of his dear
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collaborator and friend, David Lodge says: ‘* Hissteapiece wa$he History Man
followed closely in my estimation Hyates of Exchangéut all his fiction will go on

being read and relished for its witty and accutseobation of contemporary life and
thoughtful, sometimes dark insights into the plighthe liberal humanist in the modern,
or postmodern, world. [ ...] His fascination with tbentrasts between the two great
ideological empires of the postwar era , the Anaariand the Soviet Russian, is reflected
in his novels and their cosmopolitan range of \fee. But his own literary temperament
was quintessentially English and his acknowledgedters were E. M. Forster and
Evelyn Waugh. Malcolm Bradbury produced an extra@y range and quantity of
writings in almost every other possible form: lggr history and criticism, essays,
newspaper columns, parodies, travelogues, televesial film scripts, stage plays, radio
plays, anthologies and reviews. [ ...] Though heathéine high modernist belief in the
importance of art and artistic experiment, he alsjpyed writing for a large popular
audience on occasion, and took justifiable pridieaning mastered the techniques
appropriate to different media&””

It goes without saying that David Lodge patterhedself, to a certain degree, on
his mentor and friend’s personality. The differerscthat he was more inclined towards
theorizing than Bradbury: if one reads their litgrassays and criticism in parallel, one is
bound to notice that Lodge is interested in aspafcssructure, expression and narative
modalities, rather than in literary-historical neatt. The very titles of his critical studies
warn the reader about The Language of FictioL966),Working with Structuralism
(1981 ),After Bakhtin( 1990), among others. In the novels he wrote,aftean
encounters a metafictional element: Lodge constaslis, challenges or exploits the
assumptions and conventions of narration, makisgdader an accomplice of it, in a
manner of speaking. Though he began by writing Isos@idly grounded in his own
experience, lik&inger, You're Barmy1962), Lodge was quickly converted to the type
of campus novel practised by Bradbury and wrotddnsous university trilogy,
Changing Place$1975),Small World(1983) andNice Work(1988). He departed from
the formula, introducing a metaphysical dimensiosuch books aBaradise News
(1991) andrherapy(1995), only to return to it with his more recemdrk Thinks ...
(2001), a fictional approach to the problems raisgatrtificial intelligence and the
fathoming of human consciousnegsuthor, Author(2004), a fictional biography
recording the moment of crisis in Henry James’eeawhen he failed dismally as a
playwright, also emplots some of the major probleensational and ethical, involved in
the writing of fiction, while probing the delicapsychological balance of sanity/insanity
in the creator’s mind. Lodge is a Catholic (his bétow Far Can You Gof1978] looks
at the problem of Catholic faith in Britain in th®70s) and his work has often been
discussed in relation with that of other co-religaoes, like Graham Greene or Iris
Murdoch. David Lodge contributed greatly to thénemtpeculiar branch of social satire
the foundations of which were set by Kingsley A& Angus Wilson. However, not
everybody seems convinced that this fictional fdemsi really representative of the
quality of postmodern British life. Some criticadi it rather shallow and too eager to
amuse and entertain. In this spirit, Harry Blamzemments in hi§wentieth Century
English Literature’ .. in the absence of any unique illuminationy &xciting stylistic

2 David Lodge, ‘Malcolm Bradbury’, in Malcolm Bradhby To the HermitagePicador, London, 2000, pp.
Viii-ix.
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finesse Which is a howler, to say the legsbur note), or any acute recognition of values
that transcend ephemeral fashion (??), such nogalsot be regarded as potentially
significant in a nation’s literatur&” Blamires thinks that such books are a result of
educational developments in Britain in the Postyears, of the fact that an increasing
number of men and women obtained an academic deyEglish and acquired
technical proficiency in presenting the attituded aspirations of the middle class. He
also identifies such attitudes in the work of Maegdrabble, whose booksTe Realms
of Gold(1975),The Middle Groun(l980),The Radiant Way1987) — are ‘representative
of a now modish class of fiction that focusestoa ltves of writers, academics,
journalists, media-men, and the like, usually Lamdbased and obsessed with problems
peculiar to a social and intellectual class indreglg divorced from English, let alone
British, life in the large> One may think that Harry Blamires concevies ofribeels
written by Bradbury, Drabble, Byatt and Co. as styioally opposed to those produced
during the Angry Decade, or by the very parochiédhglish novelists of the first group,
and that he finds this to be a demerit. In facséhnovelists combine the conventions of
the social novel of manners with those of the comoieel, which has had a long-
standing, respectable tradition in English literafumaking it more complex and
diversified stylistically and compositionally, blaising nothing of its richness, gusto and
incissiveness.

4) In the work of Iris Murdoch (1919 — 1999), tmest famous of the novelists
that could be included in the fourth group, a comston of life is combined with
philosophical meditation, as often as not enactetpojected through character and
incident, rather than conveyed through theorepeapositions. AftetJnder the Net
(1954), whose protagonist, Jake is of the samasilthe heroes of the novels of the
Angry Young Men, and who solves the baffling prabseof existence in good spirit and
with philosophical resignation, she came closer@aser to conventional fictional
strategies witiThe Flight from the Enchant€t955) andrhe Sandcastl€l957).The Bell
(1958) deftly fuses the realism of the backgrouritth & personal symbology, a
characteristic easy to notice in virtually all thavels that followed, among whidrhe
Severed Hea(l1961),The Unicorn(1963),The Red and the Gre€h965, the only book
in which Murdoch attacks frontally the ‘“Troubled’lzer native country, Ireland],he
Time of Angel$1966),A Fairly Honourable Defeaf1970),An Accidental Mar§1971),
The Black Princ€1973),The Sacred and Profane Love Mach{®a®74),A Word Child
(1975),The Sea, the S€4978, winner of the Booker Priz8he Philosopher’s Pupil
(1983),The Book and the Brotherho¢t®87),Jackson’s Dillemg1995). These books,
which are thematically very varied and have a gneslth of incident, show the author’s
predilection for allegory, for setting charactersymbolic relations against a background
that is very convincingly drawn, even though ibisoccasion too highly stylized.
Although Murdoch repeatedly denounced the interpeto persist in considering her
novels disguised philosophical tracts, insistiraf tihhey be read for what they actually
are, fictional works, it seems that she does na$gthe extent to which her various
works rely on a sort of Z0century neo-Platonism. She believed, in fact, ftwathe late
20th century man fiction could provide a more coemgnsive picture of life than

%3 Harry BlamiresTwentieth Century English Literatur&chocken Books, New York, 1987, pp. 265.
> |dem, p. 266.
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philosophy. In an early (1963) essay, “Against g8, she wrote: ‘ ... from my own
knowledge of the scene | would doubt whether ap{lklarxist) account of human
personality has yet emerged from phenomenologywisitundamentally unlike the one
| have described and can vie with it in imaginagesver. It may be said that philosophy
cannot in fact produce such an account. [ ..] resp merely my belief that, for the
Liberal world, philosophy is not in fact at presabte to offer us any other complete and
powerful picture of the souf® She believes that ‘the modern writer, frightenéd o
technology and (in England) abandoned by philosapid/(in France) presented with
simplified dramatic theories, attempts to cons@d®y myths or by stories.’ Literature ...
has taken over some tasks formerly performed bipgtphy. Through literature we can
re-discover the density of our lives. Literatur@ eam us against consolation and fantasy
and can help us to recover from the ailments of &droism. If it can be said to have a
task, now, surely that is its task. But if it isgerform it, prose must recover its former
glory, eloquence and discourse must return. | woolthect eloquence with the attempt
to spreak the truth® This question of literature performing the taskpbflosophy (and
political discourse) is painfully familiar to readerom the former Socialist countries of
Europe, though there it happened for differentoeas

The literary world was saddened by the fact thatfinal years in the life of this
wonderful and prolific writer, with an inquisitivmind and a direct way of understanding
human nature and vibrating to it, were darkenedrbincurable illness, which gradually
turned her into a helpless being, totally dependertter husband, the Oxford professor
and critic John Bayley, who described her suffesimga book entitled\n Elegy for Iris
(1999), the moral opportuneness of which has baeatter of much argument.

The work of William Golding (1911 — 1993) standd by its propensity for
parable, its abstractness and its highly origiea@hhique, different from one novel to the
next. Golding refuses to deal with conventionahtlks, characters or situations. Some
critics dismiss him outright. Thus, Frederick RrKsays, ‘Golding’s eccentric themes,
unfortunately, rarely convey a sense of ripenesdsbatance.” The writer V. S. Pritchett
found Golding’s work ‘obscure, strained and monotasi.

The question repeated obsessively is whether liksare novels or fables. In his
early novels particularly, Golding presents thestant battle between primitive levels of
response and deceptive consciousness, betweerdhednd the human. As he tends to
view this conflict within one being or within oneagip, he does not portray complex
social characters, but characters who are moreeagidheir elemental nature than of
their social surroundings. They are, in E. M. Rerstclassification, flat characters. His
allegorical novels have a common theme, which Ig one step removed from being
religious: good and evil fighting over possessibthe human soul. The interesting
aspect is that the novelist-cum-moralist seemsnadito believe that evil is more
fascinating to man than good, that it is supeogdod in its manifestations and
endurance — a dangerous vision that tends to bgrated into a sort of metaphysics of
evil and to lead Golding to a brand of ontologsegpticismLord of the Flie1954), a
‘cult’ novel, was conceived as a retort to the mystic visions informing most English
adventure stories for the young, stories that @kalintrepridity and fairness of the

%5 Iris Murdoch, ‘Against Dryness’, ifthe English Novel: Developments in Criticism sikeamry James. A
Selection of Critical Essaysdited by Stephen Hazell, Macmillan, London, 1988 221-222.
% |dem, pp. 224-225.
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Englisman and end on a note of triumph. It hasueaty been described in terms of the
Original Sin, of the Freudian division of the psgchr simply as a bitter parody to
Ballantine’sCoral Island * ... the major characteristics are usually ideatifwith certain
imagery and talismanic objects: Jack with blood dndg, with the mask of primitive
tribalism; Piggy with pig's meat, with his glass$leat represent intellect and science;
Ralph with the conch and the signal fire, with tiadl to duty, with communal hope."
(Leonard Maltin inCollege English In that novel, Golding demonstrates the fragitit
society’s cohesive factors, man’s readiness toafashe shell of social education and to
regress to a state of primitivism, in which he gare free reign to his instincts and
indulge his lusts. It is also possible to consitternovel a sort of reply given by Golding
to Defoe, across several centuries, as it folldvesfortunes of a kind of collective
Robinson, substituting a cynical, fatalistic viesv the belief in the power of human
reason and other Enlightenment notions that fomrfdlandations of Defoe’s work. The
boys who are the heroesladrd of the Fliesare placed in an ironical situation: they are
forced to return to the elements, to live ‘natyrabbut they are so deceived by the
‘magical’ quality of primitive life that they canbgudge their experience clearly.
Because of that,ord of the Flieshas been called a novelfaiilty vision The Inheritors
(1955) explores directly the Primitive Age manitggins of evil towards which the boys
in Lord of the Fliesare headed: the thinking capacity of the new, sapeomo sapiens
carries the seeds of destruction and violence Like the four main characters luiord

of the Fliesthe ‘People’ are fascinated by the elements, wthiey worship; their life is
ritualized, they think concretely, in pictures. Yh@nnot survive the battle with human
beings (half savages) who have learned how toheelirains and have invented axes,
canoes, bows and arrows. Golding’s reader is céugfiateen a rock and a hard place: his
instincts tell him to sympathise with the primitsyénis knowledge of history tells him
that the superiorly endowed will inevitably triumg#or eleven chapters the author has us
dwell in the ‘no-minds’ of the primitives, only force us, in the last but one chapter, to
recognize ourselves in ttmo sapiendMuch of the power of the narrative resides in
the tension between innocence and knowleBgeher Martin(1956) is a daring attempt
at exploring the process of disintegration of thenan mind, in which a specially
adapted kind of stream-of-consciousness is usdtkreat and logical at sentence level, it
is meandering and difficult to grasp in larger terits. The workings of the mind that
drowns — figuratively as well as physically — ardliantly, if aridly, given linguistic

body in a work that is certain to baffle the mogterienced and knowledgeable reader.
Free Fall(1959) is the tale of a man who searches for meanihis life by reviewing

his greed-consumed past; the problem of the freeafdire individual will to assert itself
is subtly debated in this book. A sort of historicavel, permeated by symbolism,Tike
Spire(1964), in which Golding grapples with intractablations such as God’s will and
man’s ambition, sin and redemption, étbe Spires ‘an intricately symbolic, highly
organized, moralistic kind of novel that refusesnake concessions to our novel-reading
expectations, a novel that intransingently beldiogss own tradition>” Samuel Hynes is
probably right to consider that this tradition isast exclusively represented by
Golding’s work: each new novel by the writeDarkness Visibl€1979),Rites of
Passag€1984) — adds new values to that tradition agdicantly modifies it.

" Samuel HynesWilliam Golding Columbia University Press, New York, 1965, p. 76.



26

A study of evil in its most malignant manifestasas Malcolm Lowry’s (1909 —
1957)Under the Volcan@1947), considered to be the century’s most Faustek and
the masterpiece of the 1940s. Like E. A. Poe, Lownpihgs to a family of writers
tortured by the imagery of the dark, for whom tharhel is wrapped in a fantastic aura
and populated by ghosts and revenants, teemingsyiitiibols of death, violence and
destruction. Lowry had an intuition of the terrifigi dimensions of existence, and tried,
just like the Richmond poet, to work out a cootiaiaal analysis of it. The most
important achievement of his disorganized, ill-ngetlife is the above-mentioned
novel, into the creation of which went long yeafstobborn toil, and which can be
compared with the works of Joyce, Faulkner, B. €mg\Kafka or Celine, writers to
whom Lowry is akin in both manner and vision. Tlo®k relates, in a fascinating
manner, a descent into hell — an earthly infermalsylically guarded by the two Mexican
volcanoes — and the slow but inexorable erosiamldé in the hallucinatory ambience of
war-time Mexico. Consul Firmin’s pathetic life addath become emblematic of the fate
of the inefficient intellectual who cannot copehweality, but continues to believe in the
possibility of a dialogue between brutal force asason. Lowry’s narrative technique in
this novel is similar to Joyce’s: the action is centrated in a single day, the story is
circular, the main theme is that of a quest, amunsiegly disconnected events, seen from
several perspectives, situated on several plaak#to a well-organized whole, the
elaborate symbolism of which leads the readerttagic conclusion. Though Lowry
wrote several other books — some of them, likear Caustiq(1963) orDark as the
Grave Wherein My Friend Is Lad968), published posthumously — his reputaties li
almost exclusively on the power and magnitude isftitagic, indeed apocalyptic, vision
of the pitiless Hell that the Garden of Eden haanbi@rned into.

A subsection could be constituted by the many gyatonovels patronized, to a
smaller or larger degree, by the genius of Geongee(D (1903 — 1950). Orwell started
out as a journalist, developed as an essayst ¥,tedpecially since the disappearance of
the Iron Curtain, much critical opinion locates genius in his essays — and finally
turned novelist, although later in his life he rdjated most of his novels, except for
Burmese Day$1933) andComing up for Aif1937). His hard and variegated life, his
knowledge of the conditions in which most of thetgms of his society lived, his
reaction to injustice inevitably led him to polaicaction and commitment, but of an
independent, intellectual sort. He might be callesbrt of English Malraux, but one who
had no institutional profit from the good consequesnof his deeds. Orwell turned
prophetic withAnimal Farm(1945), an allegorical novel that can be read sartof
political fable, describing with detatched direds@nd effective simplicity the
degeneration into totalitarianism of the ideals @cialist revolution. His crucially
influential book, one that helped establish thé éé¢he second half of the 2@entury,
wasNineteen Eighty-Fou€1949), a dark vision of a totalitarian Englandloeé future the
symbol of which is a boot crushing a human facegvfer, a masterpiece of political
extrapolation which “is to the 3century what Hobbeslseviathanwas to the 17. He
(Orwell) had characterized and shown the plausybilf, but had also parodied,
totalitarégn power, just as Hobbes had charactérarel tried to justify autocratic
power.’

8 Bernard CrickGeorge Orwell: A LifePenguin Books, Harmondsworth, 1980, p. 570.
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More modest in scope, Nigel Deni€ards of Identit1955) also deals with the
confrontation of the individual with the system{rua comic, at times burlesque
manner, giving hyperbolic dimensions to the gapeappg between ordinary man and
Authority. Also very close to Orwell is L. P. Hal's bookFacial Justice(1960), which
presents the re-birth of England after severalearcstrikes; the newly-born civilization
is disciplinarian and tolerates no individual whir8sich hybrid books that successfully
marry fiction and the social or political pamphésigay had been rare up to a certain
moment; of late, however, they have became an itapbsub-genre of science-fiction
occasionally called ‘political-fiction®?

Anthony Burgess’s cult novél Clockwork Orang¢1962) shares with Orwell
and Nigel Denis a concern for the loss of humarasies in the near future and the
concomitant growth of violence, institutional anthechic. Alex, who narrates the story,
leads one of the gangs of young delinquents wHiztadin England of the future. Thetft,
rape and torture are the order of the day. Theex# of the street gangs is an attempt at
self-assertion, partly justified by the soullegghnological society, which has permitted
advanced human decay and is marked by the unrestraale of drugs and crass
commercialism. Alex’s charm, vitality and wit arere attractive than the inertia of this
society. His constant complicity with his readerémy brothers”, “my only friends” —
also blunts the repulsiveness of the violence mpgistes. The novel’'s most interesting
feature is the gang’s languagesdat which reflects the young people’s enormous
energy and style. Eventually Alex is arrested amdenced to the ‘humane’ and ‘liberal’
Reclamation Treatment, which transforms him — \é&teic shocks — into an emotionally
neutered creature, a piece of machinery, a ‘clockwoange’. There are two versions of
the end, in both of which Alex recovers his humamtarriage and a settled life, or a full
and joyful return to evil-doing. A spectacular filmsed oA Clockwork Orangavas
made by Stanley Kubrick in 1971.

5) The *art novel’ with a symbolic layout is bespresented by the fiction of
Lawrence Durrell (1912 — 1990): the tetralogye Alexandria Quartgtl957 — 1960), the
two-volume Science-Fiction sagainc(1968) andNunquam(1970), TheAvignon
Quintet(1978 — 1984). In the four novels forming #lexandria QuartetJustine
(1957),Balthazar(1958),Mountolive(1958), andClea (1960), the ethnically diverse
Eastern Mediterranean, where Durrell spent mudhsofouth, forms the sensual
background. Durrell borrows from Huxley the ideaaafontrapuntal structure, which
combines temporal and spatial simultaneity in otdearganize the material of his
narrative along the principle of Einsteinian reldsi (Bakhtin’s chronotope could be very
well applied to his fiction). Durrell introducesaittaters in his novels who act as guides
through the labyrinth of themes, motifs, incidesutsl metaphors. Such a character is
Darley, the novelist who, like Huxley’s Philip Ques, observes and relates most of the
happenings, but almost every character in the @uisra writer of sorts, be it only of
personal diaries. The limits of our perspectiverugiee world, Durrell tells us, are not a
function of our personality, but of the objectiaefors of space and time. As three of the
novels in hiQuartetare the verbal equivalents of the three spatrakdsions, the fourth
is supposed to add the fourth dimension, thatneé tiwhich can structure the chaotic
flow of life-impressions. One can only grasp thi fieeaning of the tetralogy after

¥ The term is slightly misleading, as not all ‘piiitl fiction’ has the speculative quality of scierfiction.
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repeated re-readings. As Walter Allen remarksafhygarentsubject ofThe Alexandria
Quartetis love, but itgrue subject is art, a symbolist view of aftlt is considered that
Durrell built a heraldic universe of signs, meansynthesize the nature of erotic and of
artistic experience, while concomitently meditatuygpn the human being’s relation to
time and history.

Alongside Durrell, John Fowles (1926 - 2005) is #uthor most tempted by the
‘art novel’ and by metafictionlhe Aristog1964, revised 1980), a volume of essays,
containsjn nuce much of Fowles’s life philosophy and is the exgsien of his aesthetic
beliefs. It expounds a personal version of exigaésm, which is the philosophical
undercurrent of all of Fowles’s books. “Whiléae Aristogresents the issues, the novels
are predicated on the supposition of individueéfwill and the ideal of self-realization.
Their conceptual focus remains on the nature anidsiof human freedom, the power
and responsibility that freedom entails and thektyutand necessity of conscious choice.
The conditions of freedom and self-knowledge aergwvhere conjoined in Fowles's
work. Self-knowledge is the goal of life experieracel education. It is the end toward
which all his protagonists grop&:'The great success he had with the psychological
thriller The Collector(1963) enabled him to forsake a teaching caregt@become a
full-time writer. The Collectortackles the problem of individual and creativeettem in
a kidnapper-victim relationship and offers the eyatvo complementary versions of the
same sequence of events: Frederick Clegg’s ‘obgdirst-person narrative is
counterpointed by Miranda'’s (the victim’s) diaryhd psychological contorsions and
intensity of the plot remind one of lan McEwantutnling visions of human cruelty.

John Barth wrote in “The Literature of Replenishii¢h980): “My ideal
postmodernist author neither merely repudiatespmerely imitates either his 20
century modernist parents, or his"@ntury pre-modernist grandfathers.” The type of
novel thus defined seems to find a convenienttiiw®n in John Fowles’s work. Critics
have pointed out a number of analogies betweendand his notable American
contemporary. There are many similarities betwasmost reputed workl he French
Lieutenant's Womaf(i1969), and Barth'$he Sot-Weed Factorhe two novels are based
on similar aesthetic assumptions and deploy alidesitical narrative techniques. They
are both perfect examples of ‘historiographic met&n’, or mock-historical novels. The
difference is thalhe Sot-Weed Factas farcical, while Fowles’s novel is not. The self
consciousness displayed by the narrator of Fowles/el does not prevent it from being,
among other things, a Victorian novel in its owghti no matter whether we refer to it as
a Victorian novel coated in 2@entury thought or a ‘recreation of the mid™x@®ntury’.
In fact, The French Lieutenant's Woméan ingenous pastiche of a&M&ntury novel,
undercut by 28 century literary and social insight. This novekdmot only have a
considerable literary interest, but also a vernhtggneral cultural one, as it is, in essence,
a dialogue between two centuries, between tworeiftecivilizations, to which some of
the best minds of the two epochs contribute. “Fewdreates not only the Victorian
world, but the Victorian novel as well, and thetgposition of historical periods
described also has its stylistic counterpart. Wihilebook provides an authentic pastiche
of Victorian novelistic conventions, it also pareslthese conventions and introduces
some interesting variations on the most familiewcttiral features, especially the

0 Walter Allen, Tradition and Dreamp. 306.
1 Barry N. OlsenJohn FowlesFredirick Ungar Publishing Co., New York, 1979, 41-12.
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omniscient narrative voice. Sbhe French Lieutenant’s Woménboth an historical

novel and an experimental one, aligned as muchtiwéhvork of Alain Robbe-Grillet as
with Charles Dickens, George Eliot and Thomas Hafdhe tension between fiction and
reality and between the historical past and thegreare manipulated from the first page
to the last.®?> The French Lieutenant’'s Womanprobably the best example of
historiographic metafiction with John Fowles. k@l‘crystallizes the gathering mistrust
of authorial omniscience [ ... ] adding into the carsitional equation a measure of self-
consciousness appropiate to th& 2entury.®® Fowles’s other books are also ‘self-
conscious’ and flaunt literariness. Bdthe Magug1965) andaniel Martin (1977)
investigate a much debated issue iff 20ntury fiction: the mingling of the real and the
make-believe. In both books the protagonists wawadventures, searching for the
authenticity of their own beings and the authetytiof experience. IThe Maguslike in
Barth’'sEnd of the Roadhe problem of choice is important, and both sodiaw

heavily on existentialist thoughthe Maguss a traditional quest story, made complex by
its dillemas involving freedom, hazard and manytqtial uncertainities. Before going
to the Greek island of Phraxos, where he wasadwib teach English in a private school,
the protagonist of the book, Nicholas Urfe, usedrtape his response to the world
strictly in aesthetic terms, avoiding all actioattimight involve him in a human
relationship. As a consequence of his misreadirigench existentialist novels, he
valued personal freedom above anything else. Thintiat a sustained interest in any
other person would jeopardize his life-style, heats Alison, the girl who really cares

for him, thus making a serious existential mistakeyhich he becomes aware only when
the game (the Godgame) Conchis forces him to takieipon Phraxos comes to an end.
By appealing to Urfe’s aesthetic sense, every ste@®nchis’s drama keeps his interest
alive and gradually absorbs him, until he is naylemwilling to see the mask of the actor
as separate from the person who wears it. As R&8utribles has pointed out, it is the
awareness awaken in him by the aesthetic gameétatmines Nicholas Urfe to face life
straight on, even though to do so means to ac@ptpaniel Martin, on the other hand,
may be seen as a contemporary version of H. Jamesg&s inspired by the

‘international theme’. This time, John Fowles’s faigonist is a script-writer who lives

the present as well as the past with equal intenEBite plot of the novel covers a span of
about forty years of his life. Fowles projects imhhe feeling that the identity of the 20
century writer is in large measure a matter ofwraltand literary awareness.

The novels, however, do not explore reality dirgdbut by means of metaphor,
by a sort of artificial enacting of the problems,ima game or in a stage play. The
recurrent ideas are that of the writer as a dereiuttat of freedom of choice vs.
predestination, that of the haphazard charactbotf life and fiction. In his numerous
interviews, John Fowles pointed out that by writsugh novels he intended to convey
the ideas that ‘fiction is the business of tellimg about people who don’t even exist’,
that ‘fiction is make-believe’. Extremely importain that respect, is Chapter 13 dhe
French Lieutenant’s Womam which the author-narrator complains that tharacters
have rebelled and do what they like, rather thaordered about by the author. He
concedes that the traditional forms of omniscientation are outmoded, that characters
can no longer be handled as marionettes, nor eatitinor be a God substitute.

%2 |dem, p. 65.
% Dominic HeadThe Cambridge Introduction to Modern British Figtjacl 950 — 2000p. 240.
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Intelligent contemporary readers, he admits, deserere trust than to be tricked by the
manipulative illusions of reality used in traditadrfiction. So, the metafictional
dimension of these books is extremely importaneyTalso rely heavily on
intertextuality (with Shakespeare the main refeeemgain; Conchis = Prospero etc.), and
their formal aspects are often amplified to contreyidea of an artefact, of a construct
that the sweeping power of Fowles’s narrative malcegptable. IiMantissa(1982),
Fowles produced a good example of postmodernisbiichaving itself as its subject and
trying to substantiate one of the characters’ rés#rat serious modern fiction can only
have one subject: the writing of modern fictionisla parable on writing and creation.
The famous writer Miles Green is cut off from réaby amnesia. His mind dwells in an
eternal present. Fowles attempts to prove thabfigs a continuous metatext that writes
itself as it springs out of the frame which theliti@nal writer imposed upon it. In
mathematics, enantissas the decimal part of a common logarithm, ther@fn
addendumFowles’sMantissabecomes thus an addendum to fiction, a hypertexsinn

to reveal the workings of the author’'s mind. Fowdescribes fiction as a game of love
and of the hazard interspersed with games of ting. $fpere, however, the game of the
spirit is replaced by the game of love. Miles Greewareness can be reached only
through sexual treatment. The woman who treats BimDelfie, turns into Erato, the
muse of lyric poetry. The novel also mocks at congerary structuralist literary
ideology. Other books belonging to this writer aree Ebony Towe1974) andA
Maggot(1985), a crime story set in the™@entury, written as a pastiche transcript of
subsequent interrogations.

Also tempted by the art novel, combined with thisttriographic metafiction’
formula, is Julian Barnes (born 1946), whose noaetsall metafictional to a certain
degree, in the sense that their main source oiratsm is not objective reality, but rather
literature and history=laubert’s Parrot(1984) is, as the author described it, “a book
about grief and a man’s inability to express th&fty but also an experiment in fictional
biography which attempts to re-create an indivigduaéstiny and his relationships with a
world that now belongs to the past and refuse®tmestigated with the tools of the
positivist researcher. Barnes'’s narrator, GeofBegthwaite, perfectly fits the definition
of a writer provided by the author in the text: €Wwriter must be universal in sympathy
and an outcast by nature: only then can he seg\ctéaHe has lost his wife — whom he
had loved desperately, but who had been unfaitbfalm —, has given up practising
medicine and funnels both his intellectual curipsaihd sympathy towards deciphering
the real nature of Flaubert the writer and the npassibly different from the image
accredited by literary history (which can be grgtedy biased, as in the case of J. P.
Sartre’s book on Flaubett;ldiot de la Famillg. As he loiters in search of the real parrot
that Flaubert had kept on his writing table whitenposing “Un coeur simple” (a
symbolic emplotment of the quest for literay-higtal truth), Brathwaite meditates both
on his own ruined life and on the life of the mahind such writings afladame Bovary
or Bouvard et PecucheBrathwaite’s interest is not only literary or taiscal, it is
personal as well. His own plight is similar to tlk&flaubert’s character Charles Bovary,
but the similitude is mentioned only superficialeoffrey relates the relations he had
with his wife and, as he broods upon her suiciéecdnsiders Flaubert’'s own death and
the implications of suicide. Geoffrey Brathwait@srsonal secrets are unveiled

% Julian BarnesFlaubert's Parrot Vintage International, New York, 1990, p. 131.
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gradually, always by analogy to the reconstituteeh¢s in Flaubert’s life, or by being
contrasted to the narrator’s hobby of gatheringjt@phical information, so that the novel
establishes a strange empathy between the subgtha object of the investigation,
finding even points of contact between the two terapents and the two biographies.
Thus, we find out that Brathwaite had not been akwbliterary ambitions: “I thought of
writing books myself once. | had the ideas; | em@atde notes. But | was a doctor,
married, with children. You can do only one thingllvFlaubert knew that. Being a
doctor was what | did well. My wife ... died. My ctien are scattered now: they write
whenever guilt impels®® Through such allusions and sparse references tovin life,
Brathwaite lets the reader understand that whahtsihim so firmly towards the past is
his present suffering. Through a kind of psychatagtransfer which protects him from
trauma, he gets a better understanding of his @wat®n by dissecting Flaubert’s
personality. He looks mostly for alternatives, iftterpretations and variants of the
episodes in the French writer’s life and activhigtt might contradict the accredited
versions. The whole novel is imbued with the reglatic spirit of postmodernism, one
might say. Only the chapter entitled “Pure Stotki& most confessive one in the novel,
gives us a straight account of what happened imdéineator’s life and caused so much
suffering. Brathwaite, the erudite, takes refugthmhistory of mentalities, reviewing the
stern attitude of French writers towards adult®srsonally, he is more inclined to accept
it stoically, as a manifestation of difference. digrwhelming feeling is not one of hurt
pride, of sadness induced by unrequitted loverdaier a strange sense that he could not
establish a dialogue, that he had failed to knasspouse: “Ellen. My wife: someone |
feel | understand less well than a foreign writead for a hundred year&The

obsession with the Other thus takes on immediateopal form, alongside the theoretical
speculations concerning Flaubert. The need tongethis wife’s mind is, perhaps, what
prompts Brathwaite to imagine the “Louise Coletsi@n” of the love between the two
and to draw up three different chronologies. Betriore you research it, the more
distant and misty the past becomes: subjectectlosa scrutiny, history crosses over
from the sphere of the real into the sphere ofittimnal; the certainty of historical truth
is refused. Not even a petty enigma of the pakatdf the authentic parrot — can be
resolved, let alone the enigma of the human soul.

The novel consists of a bewildering juxtapositidincongruent types of
discourse, from the historical and biographicahi® confessional and reminiscent, from
the critical or metaliterary commentary to reatisibservation, and the tone, subtly
orchestrated for this syncopated narrative, moras frony to nostalgia, from the curt,
apodictic expression to metaphoric or rhapsodisgges, from understatement to the
denotative language of the researcher in the agshivhrough this confederacy of
tonalities and styles;laubert’s Parrotundoubtedly becomes a sample of postmodern
kaleidoscopic narrative. We venture to say it esiost eloquent demonstration of
postmodernist narrative in the British fiction bEtlast fifty years.

Quite similar in subject and treatment to Barnee'gel is A.S. Byatt'SThe
Biographer’s Talg2000), whose protagonist, Phineas G. NansonGikBrathwaite,
abandons modern research and modern critical theamyllect the facts in the life of a
traditional biographer, Scholes Destry Scholes. giloeind explored by Byatt in this

|dem, p. 13.
% |dem, p. 168.
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story is very similar to the one she had mappedeams earlier ilPossessianThe
motivation is again the obsession with the writ@essonality, just like ifFlaubert’s
Parrot. As Philip Tew has shown, such novels strive tostate, fictionally, the ‘reality
principle’, i. e. to demonstrate that referentialg necessary in order to locate the
imaginary, and that texts, though a reality in teelves, are also part of a larger rediity.
Facts and ‘things’ are the key words of this testich A. S. Byatt seems to set in
opposition to the tenets and abstractions of postiralist literary theory.

Il. GEORGE ORWELL: EMBLEMATIC WRITER OF THE COLD WR
(1903 — 1950)

Works:

Down and Out in Paris and Lond@h933)
Burmese Day$§1934)

A Clergyman’s Daughte1935)

Keep the Aspidistra Flyin(L936)

The Road to Wigan Pi€f.937)

Homage to Cataloni§1938)

Coming Up for Air(1939)

Animal Farm(1945)

Critical Essayq1946)

Nineteen Eighty-Fou§1949)

Collected Essays, Journalism and Lett@r868, in 4 volumes)

LIFE . Born Eric Arthur Blair in Bengal and educatecEingland, at St Cyprian’s and
Eton. Served for five years with the Imperial Pelin Burma, before his accumulating
dislike of imperialism forced him to resign. Heldearies of ill-paid jobs in London and
Paris, living in a state of ‘fairly severe poverbgfore he became a contributorTdfe
Adelphf® from 1930. In 1936 he was commissioned by thdighsr Victor Gollancz to
produce a documentary account of unemploymentamtnth of England for the Left
Book Club. The resuliThe Road to Wigan Pigis a milestone in modern literary
journalism. It established Orwell’s political outlo as an unaligned democratic socialist.
Went to Spain as a volunteer for the RepublicaoderDuring the Second World War he
worked for the BBC. He contributed to such papersree ObserveandThe Manchester
Evening Newand was literary editor dthe TribuneHad a lucid, colloquial newspaper
style which made him deem himself “a pamphletegihier than a novelist. But, he said,
‘one has masses of experience which one passigveadeits to write about ... and no
other way of using them except by disguising them aovel.” He was married twice. He
died of tuberculosis in 1949.

7 philip Tew,The Contemporary British Noyedp. 13-14.

% A literary and philosophical journal founded byrddViiddleton Murry in 1923, which appeared
intermittently until 1955. It counted T. S. Elid&/. H. Auden, George Orwell and W. B. Yeats amoag it
contributors.
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Orwell’s Etonian and Burma police name was E. AiBInot to be abandoned until 1933
and the publication ddown and Out in Paris and Londobnder his true name he
published essays and articles in Henri Barbusse&kiyMonde a cultural and literary
front-publication of the French Communist partyheTirst such essay was a study of
censorship in Britain. Ihe Progres Civiquée published an essay entitled “Comment on
exploite une peuple: L'Empire britannique en Birnegn

Jeffrey Meyers subtitled his 2000 Orwell biograpintry Conscience of a
Generation But this gaunt and aloof person underwent hisdmagial epiphanies in the
torrid and sultry climates of Burma and Cataloaiad his work helped to melt the
permatfrost of Stalinism. Lenin’s phrase, “the hearfire and the brain on ice” perfectly
suits Orwell, whose passion and generosity weread/only by his detacment and
reserve®

Orwell was not the only creative writer of the ti@s and the forties who had political
commitments. Christopher Hitchens mentions G. Bag. G. Wells, J. B. Priestley
and Ernest Hemingway, as well as the group of pdetgynated by the portmanteau
name ‘MacSpaunday’ — Louis MacNeice, Stephen SpeldeH. Auden and Cecil Day
Lewis.

“His importance for the century just passed andetoee his status as a figure in
history as well as in literature derives from thk&@ordinary salience of the subjects he
‘took on’, and stayed with and never abandoneda 8snsequence, we commonly use
the term ‘Orwellian’ in one of two ways. To deseia state of affairs as ‘Orwellian’ is to
imply crushing tyrany and fear and conformism. Bsatibe a piece of writing as
‘Orwellian’ is to recognize that human resistanzéhbse terrors is unquenchabi8.”

The three great subjects of thé"aentury were Imperialism, Fascism and
Communism. Indeed, the historian Ernest Nolte feesistory of social conflict in the
first half of the 28' century in Europe as a “Civil War” fought by Fasuniagainst
Stalinist Communism . Such ‘issues’, however, areamly of historical interest to us;
they have bequeathed the whole shape and tone efauMost of the intellectual class
was compromised by accomodation with one or anath#rese man-made structures of
inhumanity. Orwell’s decision to repudiate the unking Imperialism that was the
family’s meal ticket may be represented as Oedipalfather was an executive in the
opium trade between British India and China). He/ mramay not have felt guilty about
the source of his family’s income, but he undoulytedme to see the exploitation of the
colonies as the dirty secret of the whole enligateBritish establishment, both political
and cultural. This insight also allowed him to wetcertain elements in what Nietzsche
called the ‘master — slave’ relationship; his ctimanifests a continuous awareness of
the awful pleasures and temptations of servilityisTanti-imperialist attitude pervades
the bookDown and Out in Paris and London

In Fascism he saw a distillation of everything tiwvas most hateful and false in the
society he already knew: “a kind of Satanic suminibtary arrogance, racist
solipsism, schoolyard bullying and capitalist gre€tHis one special insight was to
notice the frequent collusion of the Roman Cath@lrch and of the Catholic
intellectuals with this saturnalia of wickedness atupidity.

% Christopher HitchinsQrwell’s Victory, Allen Lane, The Penguin Press, London, 20022gf.
' |dem, p. 4.
dem., p. 6.
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He thought Fascism meant war and war against uldHme joined as early as
possible (he joined the Loyalists in Spain). Buile/fighting Fascism he came to
understand Communism and began his combat witatdogy and its adherents — this
is his greatest intellectual and moral legacy.

The first thing to notice about Orwell’'s work andrponality is independence. His life
had an erratic course, so did his convictions. elenenjoyed a stable social position or
a stable income. Apparently he never could makkeisimind whether to be a novelist or
an essayist, but brilliantly contributed to botmges. He earned his independence the
hard way, by struggling with inner conflicts angmessing some unworthy instincts
(suspicion of Jews, dislike of the masses, misaygnanti-intellectualism). By teaching
himself in theory and practice he became a greaamist. Only one of the inherited
prejudices — dislike of homosexuality — appearsawee resisted the process of self-
mastery.

Contradictions: the egalitarian and socialist seealltaneously the fallacy of state-
ownership and centralization. The hater of milgaribecomes the advocate of a war of
national survival. The fastidious and solitary salboy dosses down with tramps and
tarts. (The extraordinary thing about hisstalgie de la bouss that it is undertaken with
a humorous self-consciousness and without any tihgeligious abjection or
mortification.) The foe of jingoism and muscularrShanity is one of the finest writers
about patriotic verse and liturgical tradition.

Hitchens identifies the following issues throughiethOrwell remains our

contemporary:

- his work on the ‘English question’ and the relateatters of regional nationalism and
European integration;

- his views on the importance of language and araimp of bureaucratic speech and
‘political corectness’;

- his interest in demotic or popular culture and matnow passes for ‘cultural
studies’;

- his fascination with the problem of objective orifiable truth — central problem in
the discourse of post-modern theorists;

- his influence on later fiction, including the ‘Ang¥oung Men’ novel;

- his concern with the environment, anticipating tiews of environmentalists;

- his acute awareness of the dangers of ‘nucleaasih’'the nuclear state.

However, he failed to see the emergence of theedr8tates as a dominant culture.
The American critic Lionel Trilling made two obsations of great acuity about him:

1. “... heis not a genius — what a relief! What anemagement! For he communicates
to us a sense that what he has done, any onecoluls do.”

2. “Orwell clung with a kind of wry, grim pride to thad ways of the last class that had
ruled the old order. He must sometimes have wouldeog it came about that he
should be praising sportsmanship and gentlemasliaed dutifulness and physical
courage. He seems to have thought, and very lkehyas right, that they might
come in handy as revolutionary virtues ...



35

“ ... his writings on colonialism are an indissolulplart of his lifelong engagement with
the subjects of power and cruelty and force, ardthde yet subtle relationship between
the dominator and the dominated. Since one of thatglevelopments of his time and
ours is the gradual emancipation of the formerlpeized world, and its increasing
presence through migration and exile in the larffde@West, Orwell can be read as one
of the founders of the discipline of post-colorsal, as well as one of the literary
registers of the historic transition of Britain fincan imperial and monochrome (and
paradoxically insular) society to a multiculturaldamulti-ethnic one*

In the essay ‘Politics and the English Languag@4@), Orwell wrote: ‘In our age
there is no such thing as “keeping out of politiédl issues are political issues, and
politics itself is a mass of lies, evasions, folgtred and schizophrenia ...” This was
considered, by Salman Rushdie and Edward Said, gquothiers, a ‘quietist option (an
exhortation to submit to events) and thereforersseovative one. Although Orwell had
socialist views, expressed in the eskejde the Whalehe was criticized by the Left,
being considered an anarchist and a defeatist., Raysnond Williams wrote in his
George Orwel(1971): “Orwell prepared the orthodox politicalibés of a generation ...
By viewing the struggle as one between only a feapte over the heads of an apathetic
mass, Orwell created the conditions for defeatdespair.” If Williams accused him of
having spoiled the morale of a whole generatiomadsDeutscher said that he moved
millions to despair and apathy. In his immensefiugntial bookCulture and Society
(1958), Raymond Williams, who introduced severalegations of readers to the concept
of ‘cultural studies’, wrote that Orwell “ ... is trgpokesman of another kind of despair,
the despair born of social and political disillusidThe total effect of his work’, he
continues, ‘is an effect of paradox. He was a hwerraan who communicated an extreme
of inhuman terror; a man commited to decency whoadized a distinctive squalof®.
Raymond Williams also identifies Orwell as an imsta of the ‘paradox of the exile’.

In his bookThe Captive Mind1953), Czeslaw Milos, a former East-European
cultural official, who had seen Stalinization frahe inside, wrote thallineteen Eighty-
Four was ‘known only to certain members of the inn@ity Orwell fascinates them
through his insights into details they know weltlahrough his use of Swiftian satire. [ ..
] Even those who know Orwell only by hearsay ar@zed that a writer who never lived
in Russia should have so keen a perception intifets™*

The nearest that Orwell ever came to anythingrthight be termed Trotskyism
was in Spain, when he enlisted in the militsiaha&f POUM, Partido Obrero de
Unification Marxista, which belonged to the lefthgi opposition. Most foreign anti-
fascists either enlisted in, or were selectedtfa,International Brigades, which operated
under very strict Communist party discipline. Orgegigning up with a dissident band
allowed him to see at first hand the real storgatalonia, which was one of a revolution
betrayed. I'rHomage to CataloniaOrwell told the truth about the deliberate subir
of the Spanish Republic by Stalin’s agents, andiatie ruthless way in which they tried
to destroy Catalonia’s independent left. He wasyswitness of the attempted
Communist coup in Barcelona in May 1937, when th&afan leader Andres Nin was
kidnapped, tortured and killed. He and his wifenaged to escape; if they had not, they

2|dem, p. 25.
3 |dem, p. 35.
" |dem, p. 40.
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might have been placed in the dock as exhibitssbfcav-trial, as a secret report of the
NKVD described them as ‘pronounced Trotskytes’ apirg with clandestine
credentials.

Christopher Hitchins thinks that Kim Il Sung’s regg in North Korea was a good
illustration of the totalitarian state describedNimeteen Eighty-Fourbut infinitely more
forbidding.”®

Orwell wrote in ‘Politics and the English Langua@&945):‘Political language —
and with variations this is true of all politicabpties, from Conservatives to Anarchists —
is designed to make lies sound truthful and murdspectable and to giver an
appearance of solidity to pure windrwell’'s contention here is that thought (political
not) can corrupt language, but language can alsaicthought.

Conservative intellectuals and critics have hadietdating and uneven attitude
towards Orwell’'s life and work. Attempts have beeade to use him and annex him
altogether. It is true that Orwell was one of tberfding-fathers of anti-Communism, that
he had a strong patriotic sense and a very patshhct for what can be called
elementary right and wrong; he despised governiarethoureaucracy and was a stout
individualist; he distrusted intellectuals and aradts and reposed a faith in popular
wisdom; he upheld a traditional orthodoxy in sexaradl moral matters, looked down on
homosexuals; preferred the country to the town.

Orwell is credited with coining the phrase ‘coldryan an esay of 1945, ‘You
and the Atom Bomb™* We may be headed not for general breakdown, dnari epoch
as horribly stable as the slave empires of antigulames BurnhamStheory has been
much discussed, but few people have yet considsriglological implications — that is,
the kind of world view, the kind of beleifs and $beial structure that would probably
prevail in a State that was at once unconquerablg ia a permanent state of “cold war”
with its neighbours’

Orwell’s reputation as a left-wing icon took a bdalpw when it was revealed in
1996 that he had cooperated closely with the IR@rsormation Research Department
of the Foreign Office) ‘Cold Warriors’, offering $iown black list of 86 communist
‘fellow-travellers’. In fact, Orwell’s list of Stahized intellectuals appeared as early as
Bernard Crick’s biography of 1980. It was a listpafople he thought would sell out in
the event of an invasion or a dictatorship. He &#te-long hatred for all forms of
censorship, proscription and blacklisting and dgdgust for a culture of betrayal.

Orwell and America. Orwell was an admirer and @shi of Thomas Paine, but
never visited the US and showed little curiositpuahit. He was suspicious of its culture,

> |dem, p. 54.

® James Burnham was an American intellectual whe gasm and definition to the ideology of the Cold
War. An ex-Stalinist associated for a while withobeTrotsky, he abandoned Socialism altogether and
became a chief theorist of the idea of Americarasrapire. His wartime bookhe Managerial Revolution
was a best-seller, prefiguring the volumes wrigibout the end of history or ideology, such as Fganc
Fukuyama'’s. When William Buckley opened his magedihe National Reviewgiving an intellectual
expression to the utterances of senator Joseph MgC8urnham contributed a regular column entitled
‘The Third World War’, in which he urged Americattsunderstand that they were involved in a global
life-or-death conflict with atheist Communism. Bedchis death in 1987, Burnham was awarded the Medal
of Freedom by President Ronald Reagan, as the thedfaf anti-Communism.

" Christopher HitchinsQrwell’s Victory, p. 62
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considering it commercial and mercenary. He wasesdmat resentful of its imperial
ambitions and somewhat fastidious about its saadevalgarity. ‘America, in other
words, is the grand exception to Orwell's presceealbout the century in which he
lived.’”® During his brief career as film critic fdime and Tidein the early years of the
war, he deplored the grossness of the culturalymtodamed an American film, while
extolling the technical superiority of the Amerisaie thought American novels were
cruder, rawer an more violent than the British.

In 1990 Professor Peter Davidson, from Leicestavéisity, completed the
publication of a twenty volume edition of t@®mmplete Works of George Orwelie last
11 volumes of which contain chronologically-arratigeiscellanea, i. e. pieces written
for the newspapers, essays, letters, radio-saipigpersonal notes. Orwell’s personality
transpares from these marginalia even better trdwes from his major books or the
biographies dedicated to him. He was a hard-worfoognalist and, most of all, a
witness and student of his time, whose originahléhg ideas were greatly tempered by
his personal experience and disillusionment.

THE NOVELS

There are four great motives for writing, Orwed#tes in his essay “Why |
Write”™:

1. Sheer egoism — desire to seem clever, to be talkedt, to be remembered after
death.

2. Aesthetic enthusiasm. Perception of beauty in xtereal world. Desire to share this
experience, which is too valuable to be lost.

3. The historical impulse. Desire to see things ay #re, to find out true facts and
store them uip for the use of posterity.

4. Political purpose: desire to push the world in aedition, to alter other people’s
ideas of the kind of society they should striveraftio book is genuinely free of
political bias!®

In Orwell’s case, the desire to push the worldne direction was replaced by a
desire to prevent it from going in the wrong direct but the motivation is certainly
political, as he himself explained:

...looking back through my work, | see that it isamably where | lacked a political
purpose that | wrote lifeless bookg?..

During his lifetime, Orwell considered himself adn@re novelist. Upon his death,
he directed that at least two of his novéAllergyman’s DaughteandKeep the
Aspidistra Flyingshould not be reprinted. ‘He blamed the times lmcWv he lived for his
failure to become a serious literary contributatéad of a “sort of pamphleteef. F. R

78
Idem, p. 75.
9 George OrwellA Collection of Essay®oubleday & Co., Garden City, New York, 1954,3%5-316.
80
Idem, p. 320.
8 Christopher HitchinsQrwell’s Victory, p. 123.
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Leavis said:l have read three or four novels by him and théampression these
dreary books left on me is that nature did notnidt@im to be a novelist. Yet his
equivalent works in non-fiction are stimulatingdis first novels, Christopher Hitchens
believes, can now be seen as the forerunners OAttlgey Young Men’ literary
productions of the 1950s, and also to the absuadidtexistentialist works of the period.
Keep the Aspidistra Flyingnd Kingsley Amis’d.ucky Jimhave many things in
common.

The more fully realize€€oming Up for Airis a reworking of certain themes more
fully treated in the essays: suburban complacegpaitical sloganiying, the sense of
impending and terrifying war. Its relative succassa novel is in the profound
exploration of nostalgia, in its original senseaasncurable longing for home. Orwell
wrote this melancholy hymn to the Edwardian Thamaléey when he was living in
Morocco.

Animal Farmwas, as Orwell later wrotethe first book in which I tried, with full
consciousness of what | was doing, to fuse polipagpose and artistic purpose in one
whole.’ The fable has beautiful simplicity and brevity veall as an unusual lightness of
touch. Since the opening picture is not one of liewred gloom, the gradual emergence
of a tragedy assumes a due proportion. The analbgiee charm; each beast is well-cast
in its respective role.

Another unremarked element of the book is its peese. [ ...] by the closing
sentence, the frightened and famished beasts atdeuto distinguish between the men
and the pigs. But, in the scene which culminateh this line, Napoleon has actually
invited Mr Jones to retake his property and chartgedhame of the enterprise back into
‘Manor Farm’. Trotsky in exile predicted that th&alist bureaucrats would one day sell
off the socialized property that they had exprdedaand go into business on their own
account. So, not only did Orwell produce a briltiaatire on the self-negation of
Comrgzunism, he even anticipated its eventual tersnina robber-barron Mafia capitalist
state.

Nineteen Eighty-Four

Nineteen Eighty-Fouis the only English contribution to the literatuke
twentieth-century totalitarianism able to stand panson with Silone and Koestler and
Solzhenitsyn. Orwell, a well-read man if there ewas any, was, of course, aware of the
ways in which the dystopian formula had been engadyefore him. In the essay
“Freedom and Happiness” he talks about E. ZamiigatiovelWe, comparing it to A.
Huxley’s Brave New World“Both books deal with the rebellion of the prirmé human
spirit against the a rationalised, mechanised,|@ssnworld [ ..] though Huxley's book
shows less political awareness and is more infleéiy recent biological and
psychological theories?® The working title of this book was, suggestivehpagh,The
Last Man in Europelt is a summa of what Orwell learned about teanod conformism
in Spain, what he learned about servility and sadisschool and in the Burma police,
what he discovered about squalor and degradatidheénRoad to Wigan Pigwhat he

8 |dem, p. 134.
8 George OrwellA Collection of Essaysp. 213.



39

learned about propaganda and falsity in decadpslefical battles. It contains
absolutely no jokes. In the 1947 essay “Why | Wiite explains his concern with
political issues as folows:

The Spanish War and other events in 1936-37 tutinledcales and thereafter |
knew where | stood. Every line of serious work thetve written since 1936 has
been written, directly or indirectlyggainstotalitarianism andor democratic
socialism, as | understand it. It seems to me nusesen a period like our own ,
to think that one can avoid writing of such sulge&veryone writes of them in
one guise or another. It is simply a question oiiciiside one takes and what
approach one follows. And the more one is consabdase’s political bias, the
more chance one has of acting politically withcatrificing one’s aesthetic and
intellectual integrity.

What | have most wanted to do throughout the masyears is to make political
wrtiting into art. My starting point is always ading of partnership, a sense of
injustice®

It is the first and only time that his effortsasovelist rise to the level of his
essays®
Winston Smith addresses his doomed text thus:

To the future or to the past, to a time when thougfree, when men are different
from one another and do not live alone — to a twhen truth exists and what is
done cannot be undone;

From the age of uniformity, from the age of solgufiftom the age of Big Brother,
from the age of doublethink — greetings!

When the New York newspapBaily Newsprinted an editorial saying the novel
was an attack on the British Labour Government, €llrwas asked to make a statement
and he wrote:

My recent novel is not intended as an attack omasism or on the British Labour

Party (of which | am a supporter) but as a showefithe perversions to which a

centralized economy is liable and which have alyelagen partly realized in

Communism and fascism. ... The scene of the boaikl ig IBritain in order to

emphasize that the English-speaking races arenmately better than anyone

else and that totalitarianism if not fought againstuld triumph anywher&.

In “The Fiction of Anti-Utopia”, Irwing Howe callsuch books a®/e, Brave New
World or Nineteen Eighty-Fowanti-utopian novels Today we prefer the more modern
termdystopias but Howe’s name for the sub-genre more explictigws one’s attention
to the antinomic position taken by such writin@gehind the anti-utopian novel lies not
merely the frightful vision of a totalitarian worl@ut something that seems more
alarming. The minds raised on the assumptions, dndiberal or Marxiast, of

8 |dem, p. 318.
8 Christopher HitchinsQrwell’s Victory, p. 134.
8 |dem, p. 61.
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nineteenth century philosophies of history, assionptthat the human enterprise has a
purposive direction, or a telos, and an upward hmt or progress. There is also the fear
that history itself has proved to be a cheat. Arath@at not because it has turned away
from our expectations, but because it betrays ayrels precisely through an inverted
fulfilment of those expectations. Not progress elgnbut progress realized is the
nightmare haunting the anti-utopian novAhd behind this nightmare lies a crisis of
thought quite as intense as that suffered B €8ntury minds®

Further on, relying on Northrop Frye’s categoridsye sees in anti-utopian
novels Menippean satires, because they deal lésgpenple and more with mental
attitudes, they handle abstract ideas and theavigge characterization is stylized rather
than true-to-life, people being presented as moeties of the ideas they represent. At its
most concentrated, Howe maintains, the Menippetire gaesents one with a vision of
the world in terms of a single individual pattern.

‘The will to command and dominate is one thing,thetwill to obey and be
prostrate is a deadly foe as well. At one poind short earlier article, Orwell asked
himself if decency and powerlessness were inveglied. Nobody has ever made this
point more forcibly that he does Mineteen Eighty-Foyjust as nobody since
Dostoyevsky has come so close to reading the niithe @&srand Inquisitor. With a part
of themselves, humans relish cruelty and war arsblaite capricious authority, are
bored by civilized and humane pursuits and undestanly too well the latent
connection between sexual repression and orgiasgtarious collectivized release. Some
regimes have been popular not in spite of theationality and cruelty, but because of it.
There will always be Trotskys and Goldsteins arehaWinston Smiths, but it must be
clearly understood that the odds are overwhelmimgjginst them and that as with
Camus’s rebel, the crowd will yell with joy to $eem dragged to the scaffold. This long
and steady look into the void was Orwell’s apotli®o§ the ‘power of facing’®®

IIl. WILLIAM GOLDING — THE MYTHMAKER
(1911 — 1993)

WORKS:

Poemgq1934)

Lord of the Flieq1954)

The Inheritors(1955)
Pincher Martin(1956)

The Brass Butterfl{1958)
Free Fall (1959)

The Spirg1964)

The Hot Gate$1965) essays

8 Irwing Howe, “The Fiction of Anti-Utopia”, ifDrwell’s Nineteen Eighty-FoufText, Sources and
Criticism, edited by Irwing Howe, Harcourt, Brace & WorlcInNew York, 1963, p. 176.
8 Christopher HitchinsQrwell’s Victory, p. 136.
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The Pyramid1967)

The Scorpion GolLl971) short fiction
Darkness Visibl¢1979)

Rites of Pasag€1980)

A Moving Targe(1982) essays

The Paper Mel{1984)

An Egyptian Journa{1985) travel book
Close Quarterg1987)

Fire Down Below(1989)

LIFE: Golding was born at St Columb Minor, in Comilyin 1911. He enrolled at
Brasenose College, Oxford, as a science studenthlamged over to literature before
graduating in 1935. Hiis first booRoemswhich he later repudiated, was published in
1934. He married in 1939 and became a schoolméigeehis father, teaching English
and the Classics, but also worked as a stage-maaadgroducer. During WWII he
joined the Royal Navy, in which he served until 49Hle served on mine-sweepers,
destroyers and cruisers and eventually becameithiant. The horrors of war made him
guery the scientific, rationalistic picture of twerld he had acquired from his father. He
wrote of his war experiences in the essay ‘Fablenust say that anyone who moved
through these years without understanding that praxluces evil, as a bee produces
honey, must have been blind or sick in the H&8dHis first novelLord of the Flies
though initially rejected by 21 publishers, becaaneoutstanding international success
and became, lik&he Catcher in the Rya the US, a cult book. Golding continued to live
and work in Salisbury, but eventually moved to ©run Cornwall. In 1955 he was made
a Fellow of the Royal Society of Literature. Hetgeaching in 1962 to concentrate on
writing. In 1966 he was awarded CBE (Cross of thiedh Empire). In 1980 he received
the Booker Prize foRites of Passagén 1983 Golding was awarded the Nobel Prize for
literature. He was knighted in 1988 and died inf@all in June 1993.

“William Golding’s work was always slightly out atep with that of his fellow writers
who were publishing novels in the early and midd&0s. While novelists such as
Kingsley Amis, John Wain, and Iris Murdoch seemietlially at least, to be describing
parochial worlds of considerable limitations, Galglwas writing bold, visionary fables
which claimed for themselves a universal appliggbi]His novels] address auch issues
as rationalism, evil, evolution, and religion "
“One of Golding’s principal interests in his eafigtion is examining the ways in which
humanity projects its internal evil onto somethexgernal. It is this issue of ‘projection’
that accounts for the stress Golding lays in tle@sty novels upon the scapegoat, human
sacrifice, and, iThe Inheritorsupon cannibalism’

William Golding extended the formal boundariesiofibn and made a significant
contribution to England’s literature. [ ... ] Like @arlier literary innovator, T. S. Eliot,
Golding returned to the past in search of the asatfiat still reverberate through our

8 Quoted by Kevin McCarronwilliam Golding(Writers and their Work), Northcote House (in asation
with the British Council), London, 1994, p. 2.
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culture, which he then used to create myths fontbdern age. Golding’s characters are
rarely helpless victims of socio-economic forcegdmal their control. They live in a
world where tragedy is not just present, but atyivescribed in the nature of things, a
world in which one must choose and where the carestps of the wrong choice can be
fatal. Golding’s mythical and allegorical univeiseone where damnation and salvation
are still possible and where the actions of a simgdlividual have an effect on the world.
For all its tragedy and pessimism, therefore, it lsa seen as a world that has meaning;
one which affirms and celebrates the unique hurpafievery individuaP?

THE NOVELS:

Lord of the Flies (1954) A goup of young boys are marooned on anhabited island
when their plane is shot down during what one agsuma future nuclear war. The
boys’ age ranges from 6 to 12. Immediately a b&ttlesupremacy takes place among the
survivors, led by the principal characters. Viokensuperstition and death follow. The
book can be called a dystopia, like George Orwalitseteen Eighty-Fouor Aldous
Huxley's Brave New WorldThe boys attempt to re-create civilisation, bgcehg a
rational leader, Ralph, who has a conch as a psymbol. Their plans are, however,
soon thwarted by Jack and his party who, exploitivegboys’ fear of the’beast’, assumes
dominance. When Simon, a visionary youth, realihasthe ‘beast’ is just a dead
parachutist and attempts to communicate his knayeed the others, Jack’s ‘tribe’
ritualistically murder him. Piggy, the first of Gbhg’s rationalist figures, is murdered by
Jack’s lieutenant, Roger, while he patheticallydsabn to the conch, still beleieving in
civilization. Ralph, now completely alone, is huhtke an animal by the other boys, the
forest is set on fire in order to smoke him out, jost as he is about to be killed an
English ship sees the fire and sends a rescue. party

Lord of the Fliesis a re-writing of R. M. Ballantyne'§he Coral Island1858), a grim
rebutal of Ballantyne’s Victorian optimism. Goldiogerturns Ballantyne’s optimistic
portrait which equates English with good and faneigth evil, and suggests that evil is
more likely to reside within humanity, includingetienglish, that external evil is a
projection of an inner evil. Golding even usesghme names for his central characters
as Ballantyne does for his trio of brave, clearyngEnglishmen.

The Inheritors tells the story of a small group of Neanderthatlevgho call themselves
‘the People’ — who are systematically hunted atiédkiby a larger and more powerful
group of 'New Men’, Homo sapiens. The difficultyperienced by the reader comes
from the fact that the narrative adopts the petsgeof one Neanderthal man, Lok, who
does not really comprehend what he is seeing. Thhecomes “impossible to separate
Golding’s manipulation of an extraordinarily limitgerspective from the novel’s
thematic structure® According to Kevin McCarron, Golding forces usutederstand
that, much as we sympathize with Lok and his tnie pelong with the ‘New Men’ — we
are the inheritors. The reader is cleverly manifgaanto a position of guilt and the
human race to which we belong has inherited digsapviolence and death. The novel
has been read as an evolutionary fable, but soimes@argue that it can also be
considered a religious allegory. Critics have @smted out the differences between

%2 |dem, p. 59.
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Golding’s novel and H. G. Wells’s story “The Gridtplk”, with a similar subject, which,
however, inoculates optimism through the belief thalution, in the Darwinian sense, is
ultimately good.

Pincher Martin. During the Second World War, Christopher Maréiieutenant in the
navy, is thrown from the bridge of his ship whersihit by a torpedo. The novel
describes him finding a little rock in the middletibe ocean and then recounts, in great
detail, his struggle for survival. The final chaptéfers us a shift in perspective: we
discover that the protagonist has been dead diecepening paragraphs of the book.
Christopher Martin creates “from his egotisticatl ggerverse refusal to die a heroic
struggle for survival®*

In Free Fall for the first time Golding describes a recognigabbdern world,
with a social dimension, in a first-person narratiVhe protagonist of this novel, Samuel
Mountjoy, is an artist and Golding uses his hepygfession to comment on the general
nature of artistic production. The novel was intxhds a parody of Dantd’s Vita
Nuova a collection of lyrical poems celebrating the ltgaand virtue of Dante’s muse
Beatrice. Mountjoy’s lover is also called Beatraoed there are quite a number of other
similitudes. The novel describes Mountjoy’s attesiptlocate the specific moment in his
life when he lost his freedom, and to that extemt lbe seen as a ‘quest narrative'Eree
Fall is as much concerned with the act of writisgtas with the act of painting and
raises questions about the artist’s ability to alkguportray’ reality.

The Spireis an allegory on human ambition and man’s atteimpbmmunicate
with Divinity. The story is set in the f5century, when Jocelin, Dean of Barchester
Cathedral, believes that he has been chosen byddmdld a 400-foot-tall spire on top of
the cathedral. Despite the harsh conditions andnidney evil deeds perpetrated on the
building site, Jocelin persists with his dream. Tibgel ends with the death of most
characters, but the spire, against all odds, staktHogies are possible with Ibsen’s play
The Master Buildeand with Lucian Blaga'Mesterul Manole Sacrifice is intrerwoven
throughout the novel with revelation and visioneTheme of sacrifice in the reaching of
an ideal is paramount.

Darkness Visible was published more than a decade after Goldinggiq@us
novel, The Pyramidwhen everybody thought his talent was spentali,wtherefore,
greeted with enthusiasm. It can be considered Gglslicondition of England’ novel,
presenting the country’s moral dissolution in tearys after WWII. The novel can be
divided into three parts. The protagonist of tmsfipart, Matty, acts throughout the story
as an Old Testament prophet, representing Goodpiidiagonist of the second part is a
criminal woman, Sophy, the anthisesis to Mattyrefae standing for Evil. In the third
part the two characters come together: Sophy istém&idnap for ransom a child from
the school where Matty works as a caretaker, Mattyents this from happening with
the sacrifice of his life. Mr Pedigree, a pedofileo has been both a comic and a tragic
figure in the novel, and Matty’s teacher, also diethe end. Milton — from whose poem
the title of the novel is borrowed — saw Hell aarlthess visible’ so it is asumed that
Golding’s novel presents a sort of modern Hell.

The Paper Men — considered one of Golding’s less successful Isovéas as a
protagonist an elderly novelist, Wilf Barclay, whiees hard to escape the predatory

*|dem, p. 15.
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attention of a young American academic, Rick Tuckéro intends to write his
biography. The novel was seen as a disproportiattdek on literary criticism and
scholarly pursuits, and most readers assumed Hratdy spoke for Golding himself. The
binary opposition denied in this novel is the oaigl 40 exist between ‘creative’ and
‘critical’ writing. Whereas the creator, Barclayains that he has always relied on the
truth rather than on invention, the critic, Tuckierpresented as a mythomaniac, a
compulsive teller of lies. Tucker eventually kiBarclay (see Barthes’s ‘the death of an
author’) for writing his autobiography, insteadleiting him, the critic, do it. “The
declining authority of both art and the artist isemtral theme of the novel. [..The
Paper Menfurther rejects the belief that art can provideaiarnative meaning to life in
the absence of spiritual truth and suggests thgttba spiritual reality at the centre of
life is of any importance:

Rites of Passage is the first installment of a trilogy. It is a$irperson narrative
recounting the adventures of Edmund Talbot, a elleated man of the upper classes
who is on his way to Australia in 1812- 1813, dgranlull in the Napoleonic Wars. As
the journey progresses, Talbot changes from amantopriggish young aristocrat into a
more thoughtful and considerate member of the humeg& The person who brings
about this change is Colley, a young clergyman feolower social class who gets
sodomized and dies while on a hunger strike oksditte novel is conceived as Talbot’s
diary, and within it there are large extracts frGuiley’s diary, so Golding manages to
intertwine two first-person narratives. “With itsauof the dual narrative perspective,
Rites of Passagean be viewed as a novel which is structured atdbe conflict

between Augustanism and Romanticism. Talbot’'s eledearned, and affected prose-
style shows him as an Augustan, a Neo-Classibistliterary heir of Dryden and Pope.
The vibrant, spiritual energy of Colley’s proseastnends him, conversely, as a
Romantic. [ ... ] By the novel’s conclusion, Talba@shearned enough to see that,
irrespective of class, Colley was a highly giftedtar, and his own prose style becomes
more flexible as a result. This stylistic developrni@ Talbot is paralleled by a
comparable moral developmerit.”

Close Quarters describes Talbot’s further adventures, amongstlwhis meeting
with Miss Chumley, with whom he becomes so smiltteralmost has a nervous
breakdown. The rivalry between two lieutenants, Bw@ns and Benet, provides the most
interesting conflict wirthin the novel. “As thel&timplies, this second novel has a more
claustrophobic atmosphere than its predecessor amthe world begins to shrink to the
confines of the ship, the sailor’'s language grdgiudminates ordinary social discourse.
[ ... ] Close Quarterss a novel of overcompensation, of exce¥s.”

Fire Down Below brings the trilogy to its conclusion. The Britaamands safely
in Australia, only to be destroyed by fire. Tallno¢ets Miss Chumley again, and she
accepts his proposal of marriage. Talbot will rettor England and become a prosperous
public man. It seems like a happy ending, but Gagjdmplies that appearances can be
deceptive. The power of language — extensivelyudised in the middle novel, when
Talbot was fascinated by ‘Tarpaulin’, the saildéaguage — remains a major theme with
Fire Down Below.

% |dem, pp. 48-49.
" |dem, pp. 52-53.
% |dem. p. 54.
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While Rites of Passage dwells on Talbot’s spiritual development, aDidse
Quarters focuses on Miss Chumley’s lessons in love andrgpEtre Down Below
begins Talbot’s political educatioRire Down Below is written as an autobiography and
in its final pages there is a sadness which undersnall references to ‘happy endings’.

IV. GRAHAM GREENE: THE WRITER AND THE ANTAGONISTIC
WORLD

(1904 — 1991)

WORKS:

Babbling April (1925)

The Man Withi(1925)

The Name of Actio(1929)
Rumour at Nightfal(1931)
Stamboul Trair(1932)

It's a Battlefield(1934)

England Made M¢1935)

The Basement Roofh935)
Journey without Map&L936)

A Gun for Sal€1936)

Brighton RockK1938)

The Lawless Road4939)

The Confidential Ager{iL939)

The Power and the Gloi1940)
The Ministry of Feaf1943)

Thje Heart of the Mattef1948)
The Third Man(1950) film script
The End of the Affaif1951)

The Lost Childhoo1951) memoirs and essays
The Living Roon(1953) play
Twenty-One Storigd.954)

The Quiet America(il955)

Loser Takes A1955)

The Potting She(ll958) play

Our Man in Havang1958)

The Complaisant Love€i959) play
A Burnt-Out Cas€1961)

In Search of a Character: Two African Journgl961)
A Sense of Reali({t963)

Carving a Statu¢€1964) play

The ComedianEl966)

May We Borrow Your Husband2967) stories
Collected Essay&l969)

Travels with My Aun{1969)
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A Sort of Lifg(1971) autobiography

Collected Storie§1972)

The Pleasure Dome: Collected Film Criticigf®72)
The Honorary Consyt1973)

Lord Rochester's Monket974)

The Human Facto¢1978)

Dr Fischer of Geneva or the Bomb Pa(iyv80)
Ways of Escapfl980) autobiography

Monsignor Quixot€1982)

Getting to Know the Gener§l985)

The Tenth Mai(1985)

The Captain and the Ener(988)

The Last Word (1991)

A World of My Own: A Dream Diar{d992 — posthumous)

LIFE: Graham Greene was born at Berkhamsted, Hedfare, where his father
was a school master, teaching the Classics andrifligifter elementary education in his
native town he studied at Balliol College, Oxfoatid in 1926 joined the staff dhe
Times In the same year he was converted to Roman Gerolunder the influence of
his wife-to-be, Vivien Dayrell-Browning. Upon pubdtion of his first novellhe Man
Within, he resigned frorifthe Timedo become a full-time novelist. He also wrote film
reviews forThe Spectatoan co-edited the short-lived magazivight and Day Popular
success came withtamboul TrainHe travelled to Africa and — commissioned by the
government to report on the religious persecutiang — to Mexico, which made a deep
impression on him, as seen from the traveldgueless Roadand the novelhe Power
and the Gloryconsidered to be Greene’s best work. During WNelworked for the
British Intelligence in Sierra Leone. After the wee travelled widely to Indo-China,
Africa, South and Central America, Spain, writingessantly novels, stories and plays.
In 1961 he met Yvonne Cloetta, who became his compauntil the end of his life.
From 1966 he lived mostly in Paris and Antibes, hedlied at Vevey, in Switzerland.

During his lifetime, Greene was regarded as Brisagmeatest novelist, a master
of ingenuity and excitement, a writer whose amlamaimoral equations and
compromised characters invaded the consciousnesslioins of readers throughout the
world. Since his death, his relevance seems to slanenk; his Catholicism is less
fascinating, his political seriousness has faitedustain the stature of Orwell. John le
Carre once deprecated him, describing him as di&biwriter”. Nevertheless, Greene
outlives literary fashion, as a writer who is stegn experience, in worldliness, in
shades of moral grey. He was the first British &rib turn genre into a serious style,
with high ethical and aesthetical aims. In his B8eis, which treat subjects of worldly if
not everyday importance — politics, espionagegi@t, world affairs, sex, religion — he
raises central questions about what the novel’'sems should be Graham Greene’s
life covered 87 years of the®@entury. Travel was essential to him, in particuta
places where danger existed. His gifts as a steligrtwere inspired by the political and
moral conflicts of the 2Dcentury. In style he regarded simplicity as thetc virtue.
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This combination of representativeness and accéiggsipave him an immense popular
appea,!),genabling him to invade the public imagioatas few writers in our time have
done.’

Greene wrote political thrillers which he calleditertainments’ and serious
novels, investigating the human psyche and Chnigparticularly Catholic) moral law.
One of his central topics was “the appalling stearegs of the mercy of God”.

His interest in the planet’s ‘hot spots’, the poét dimension of his
‘entertainments’, the mixture of religion, high &anure, suffering and doubt are features
characteristic of Greene’s fiction. As a ‘witnegshe century’s turmoil’, Greene is the
British counterpart of novelists such as Andre Makx and Ernest Hemingway.
“Greene’s career shows a kind of Kirkegaardian tgraent, not in the strict erotic —
ethical — religious stages of life, but with a damiarc, as thriller writer (the erotic stage)
gave way to an anguished realist novelist (religistage) and, finally, in the 60s, to a
calmer political novelist. In fictional terms, pidis became preferred to religiotf®

Greene’s choice of settings on the edge of ofipalistability is in accordance
with the statement that “If | were to choose argegph for all the novels | have written,
it would be fromBishop Blougram’s ApologyOur interest is on the dangerous edge of
things/The honest thief, the tender murderer,/Upesstitious atheist ...”*°* “The
dangerous edge of things” in particularly tulburpatts of the world often provides an
ideal context for the moral dilemmas experience®bgene’s characters, both
heightening and reflecting their restlessness ansion. Along with the interest in the
sort of contradictory figures mentioned in the e, however, his choice of such
apparently exotic locations may seem to invitedtitecism the Catholic Church made of
The Power and the Gloryvhich the Vatican considered was ‘paradoxicatl atealt
with extraordinary circumstances’. In fact, the m@sdraordinary aspect of Greene’s
settings is not their exoticism, so much as iteabs. The dreary, dispirited Greeneland [
... ] seems to continue as a homogenious contexaighi@ut his fiction: the grim London
of It's a Battlefieldis surprisingly similar to the shabby South Amerw¢d he Honorary
Consul Any specific sense of locale is partly subordentatthe weary feeling of waste

and human failure which provides the distinctivekmaound of all Greene’s fiction
» 102

THE NOVELS:

Brighton Rock. Graham Greene'’s first explicitely Catholic notadls the story of a

young gangster, Pinkie Brown, who leads a dangdi@uis a starkly realistically

depicted Brighton of the nineteen-thirties. Therefthe book has all the makings of a
thriller. The author himself described the noveaasxamination of “the effect of faith

on action”. The book centers on the conflict betvaeal gangs: the Colleoni gang and a
mob led, since the death of its former head, Kitethe 17-year-old Catholic Pinkie
Brown. Pinkie plans to murder Fred Hale, a joustaiiho has indirectly caused the death

% peter MudfordGraham GreengWriters and their Work), Northcote House (in asation with The
British Council), London, 1996, p. 1.

190 jylian Evans, “Graham Greene” Fmospect September, 2004, p. 51.

191 Apud Randall Stevensotihe British Novel since the Thirtigsistitutul European, lasi, 1993, p. 115.
192|dem, pp. 115-116.
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of the gang’s former boss. Hale dies of a heaathftbut Pinkie knows there is evidence
that will incriminate him. While Pinkie is pursubg members of the Colleoni gang, he
enters a relationship with a dim little waitresiethRose, who suspects him of having
murdered Hale. Pinkie is repelled by sex, havasga child, witnessed his parents’
weekly extorsions, but arranges to marry Rose¢woegnt her from testifying against him
in court. Even then he cannot trust her and attengpset up a suicide pact in which
Rose will kill herself first. Rose is persuadedcédngse she, like Pinkie, is Catholic and
believes herself to be in mortal sin (their marei@gnot consecrated by the Church). She
would prefer eternal damnation with him to salvatwthout him. Rose is prevented
from killing herself by another woman, Ida, whaletermined to establish the truth about
Hale’s death. Pinkie, burning already with the eti§eof the acid he had attempted to
throw in another gangster’s face, topples overctiie The novel ends with the pregnant
Rose at the confessional, where she is told bptiest that Pinkie’s love for her might
prove to be his redemption, this being part of‘gpaling strangeness of the mercy
God”. But she returns home toward “the strangestohof all”: a recorded message
from Pinkie in which she expects him to declareldng, but which will reveal his hatred
of her. As a thriller, the book is effective, cyali@and brutal, but its ultimate success
depends on the reader’s acceptance of the theblegpd it. It suggests that Pinkie’s
grasp of the reality of eternal good and evil —dbeeptance of the latter presupposing
the existence of the former — is, paradoxicallgf@rable to Ida’s cheerful, wordly, sense
of right and wrong.

The Power and the Glory was inspired by Greene’s visit to Mexico in 19@hen he

was commissioned to write about religious perseaouti one of the revolutionary
Mexican states, Tabasco. The Church was banndéirstate and priests were forced to
abjure. Frontera (a town renamed in the novel Gbrewas his first sight of dictator
Garrido Canabal’s isolated, swampy, puritanicaestahere every church had been
destroyed and every priest had been driven outideaCanabal was the governor of
Tabasco. He organized a ‘Red Shirts’ private arfr000 youths and established a
godless state, with rigorous persecution of theahand of the priestsTo the
authorities, he [Greene] had given as his real @asor visiting that he wished to see the
ruins at Palenque. His real purpose was to vis#t émly two states left where Catholics
could not receive the Sacrament except secretlyirtiention was to discover the extent
of the persecution of the church and the seculéiimdmposed on the peoplé®
Greene’s documentary book is callemivless Roaddn it, the author sayst have never
been in a country where you are more aware alltiime of hate. Friendship there is
skin-deep; a protection gesture. [ ... ] There hagsays been hate, | suppose, in Mexico,
but now it is the official teaching: it has supeted love in the school curriculum®®
Greene hated Mexico, calling it ‘an evil land’, dadyodless (and Puritan) socialistic
state.’®® His protagonist iThe Power and the Gloryhich draws heavily on the
previous book, is an unnamed “whisky priest” withagation for martyrdom, who, while
being pursued by the revolutionary army, contineesarry out his mission as confessor
and shepherd, though relentlessly hunted, homatesfiungry. Although guilty of

193 Norman SherryThe Life of Graham Greene, vol. |, 1904 — 198i&ing, New York, 1989, pp. 677-678.
194 Quoted in Idem, p. 698.
195 |1dem, p. 679.
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drunkenness and lechery, the “whisky priest” diggevhe dignity of his original
commitment and even puts his life on the line ideorto bring solace to the poor
peasants, until he is framed up by a Judas figuneestiso who pretends to be his friend,
and who sets him up and delivers him to his en@rhis enemy is the other protagonist
of the story, an army lieutenant who representalaebumanism and the ethics of the
opressed class, who is kind-hearted by naturesoiueh a fanatic as the priest is. The
lieutenant is characterized by honesty and a $amlending Puritanism: his atheism is
itself a kind of deeply-felt mysticism. The antaggie are memorable: the drunken priest
continues to pass life on, whilst the idealistiogrofficer tries to stifle it for the best
possible motives. The novel is full of Christiamrgyols and the priest’s fate and his final
sacrifice for a no-good ‘gringo’ thug forcibly rend one of Christ’s plight. His life is
contrasted to that of Padre Jose, a cowardly pabsthas given in to the regimEhe
Power and the Glorys the best treatment of Greene’s favourite topiat of the bonds
developing between hunter and hunted, betweenufseier and the pursued.

The Heart of the Matter (1948) was inspired by Catherine Walston, with mho
Greene — a lady’s man — had an affair and who eelviis religious sense, on which, he
thought, all art depended.

The novel is located in typical Greene territoriGreeneland” — during WWII.
The harsh climate and the cruel fight for survivaWest Africa furnish the background
to an intense moral drama. The protagonist, ScabiRgman Catholic, becomes the
victim of his own compassion for others: first fus fragile wife, Louise, then for the
young widow Helen, the survivor of a shipwreck,lwithom he has an affair. Finding
himself in debt, Scobie borrows money. This inéggaa progressive ‘descent into hell’
which is observed throughout by a a young intetligeeagent, Wilson. Increasingly,
Scobie’s attempts to retreive his life only comprserhim further, and he inadvertently
causes the death of his servant, Ali. He decidestomit suicide, a mortal sin for a
Catholic, and endeavours to conceal this from fifis lay fabricating his diary. Wilson,
who is in love with Louise, but acts in his offic@pacity, uncovers the deceit after
Scobie’s death, thereby exposing the final tragi@dox in the latter’s life.

In this novel the influence of faith over actiorcbenes internalized: a matter of
the salvation or damnation of the individual sdile drama of the novel arises out of
Scobie’s relation to God and to the two women whiomdifferent ways he claims to love.
He cannot, as a good Catholic, look after his ool at whatever cost to another,
because Scobie is also a good man. His soul isajmart. He resolves the conflict by
violating the Catholic code and committing suiciBemberton, a young district officer,
who has killed himself and whose body Scobie ggesauntry to identifiy, imprints
himself upon Scobie’s imaginings, reducing his deés against the self-destructive
impulse, which the fear of eternal damnation othsevibolsters. He tells his wife:
‘Pemberton’s suicide upset me.” She reassures ‘kiaw silly, dear. Nothing like that
could ever happen to us. We're Catholics.” (HM*8%)

“The skill of the novel exists in its probing oetgap between what belief enjoins
and and the emotional disorder with which it canhold discourse. The ‘heart of the
matter’ turns out to be the disintegration of S@ipersonality under stresses he cannot

1% peter Mudford, op. cit., p. 32.
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resolve. His desire to think well of himself isdwally eroded by his loss of integrity as
police-officer and husband®

The Heart of the Matter declared too sentimental and far-fetched by Geor
Orwell and Walter Allen, and in which Evelyn Waudtected falsity— epitomizes
Greene’s fiction and has been one of his most dssiworks.

IV. IRIS MURDOCH: PATTERNS OF HUMAN EXPERIENCE
(1919 — 1999)

WORKS:

Sartre, Romantic Rationali$1953) non fiction
Under the Ne{1954)

The Flight from the Enchant€t965)

The Sandcastl§l957)

The Bell(1958)

A Severed Hea(l961)

The Unoficial Ros€1962)

The Unicorn(1963)

The Italian Girl(1964)

The Red and the Gre€h965)

The Time of Angeld.966)

The Sovereignty of God and Other Conc¢p@67)
The Nice and the Godd968)

Bruno’s Dream(1969)

A Fairly Honourable Defeat1970)

An Accidental Mar{1971)

The Black Princ€1973) — James Tait Memorial Prize
The Sacred and Profane Love Mach{h874) — Whitbread Prize
A Word Child(1975)

Henry and Catq1976)

The Fire and the Sun: Why Plato Banished the A{ti877) non fiction
The Sea, the S€4978) — Booker Prize

Nuns and Soldier€1980)

The Philosopher’s Pup{1983)

The Good Apprentic€l985)

The Book and the Brotherho¢td87)

Above the Godgl987) non fiction

The Message to the Plangt989)

The Existentialist Political Myt(i1989) non fiction
Metaphysics as a Guide to Morg992) non fiction
The Green Knigh{1993)

197 |dem, pp. 32-33.
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Jackson’s Dilemm#1995)
The Fire and the Sun — Why Plato Banished the t&(tl®77) — non fiction

LIFE: Iris Murdoch was born in Dublin, in 1919, in anmitally mixed protestant

family. Her English father was a civil servant wélpassion for reading and her Irish
mother had been trained to become an opera singieinad given up her musical
ambitions when she married. The family moved tol&md, where Iris studied at the
Badmington School in Bristol and then at Somen@@lege, Oxford. From 1938 to
1942 she worked in the Treasury, and then for tNeNations’ Relief Organization.. She
also became a member of the Communist Party, bsisaan disillusioned. Nevertheless,
years later, she was refused a US visa when shieavemconsume a grant she had
obtained there. She lived in London for a while ahdlied philosophy, as a postgraduate
student, under Ludwig Wittgenstein. When she mdweedxford, to teach philosophy at
St. Anne’s College, she maintained a London resie@m Kensington. Immediately after
the war, in Belgium, she met Jean Paul Sartre, ek&sstentialist writings influeneced
her deeply. She was also influenced by the etHitseoFrench mystic Simone Weil. It
seems that Iris Murdoch’s great love in her youds\w Czech Jewish poet, Franz
Steiner, who died of a heart attack in 1952. Ske had a brief affair with novelist Elias
Canetti. In 1956, she married Oxford fellow JohrylBg. For a while she taught
philosophy and wrote — her first novelnder the ne{1954) was mistakingly labeled a
novel of social protest and she was included bycthies in the Angry Young Men group
— but, starting from 1963, she quit teaching anebtld all her energy to writing. She
produced almost a novel a year, achieving a tdtaVpso some critics (e. g. Lorna Sage)
described her as a “Victorian writing machine” ofts. Murdoch and John Bayley lived
together, in their large, unruly Oxford house, Lthte novelist's death in 1999. Iris
Murdoch’s final years were darkened by Alzheimeéisease. John Bayley wrote a book
about her suffering, entitlefin Elegy for Iris(1998), followedby Iris and her Friends: A
Memoir of Memory and Desi@999). Iris Murdoch received a Cross of the Bhitis
Empire in 1976 and was created Dame of the Briistpire in the 1987 New Year’s
Honours List.

Most of Iris Murdoch’s fiction is focussed on ethii@and moral topics, partly due to her
philosophical training, though she kept denying fifalosophy, or the Catholic faith, had
any effect upon her novels. At the same time sheacageful to convey her message
through a traditional kind of romance, accessibla great number of readers, so one
could contend that her work does not greatly defpam standard popular literature
formulas. Her model was the novel practised bygtieat Victorian novelists, whom she
frequentend constantlyShe wantet wrote John Bayley irclegy for Iris “through her
novels, to reach all possible readers, in differeralys and by different means: by the
excitement of her story, its pace and comedy, titats ideas and its philosophical
implications, through the numinous atmosphere ofolen original and created world —
the world she must have glimpsed as she consi@dergglanned her first steps in the art
of fiction.” So Murdoch’s fiction is multy-layered and qudemplex and one of the
elements that have been sadly ignored is its hun@he based the plots of many of her
novels on a re-working of myth and on intertextiyalAn interesting observation made
by the critics is that whereas her early noveld tenbe short and sparsely written, in the
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later works she rambles, becomes repetitious gadethorical, and the novels usually
extend to 500 pages or more. Murdoch stuck to autioreal narrative formulas in most
of her works, with the notable exceptionsltie Sea, the SeandThe Black Prince
considered experimental novels, so she used ditmaali chronology, partial
omniscience, realistic portrayal of characters lasckground. Gothic elements and
fantasy are also present and, as many of her ntaekke ethical, philosophical or moral
topics, they have a tendency to become parabotiualgh not to the extent that William
Golding’s books are allegorical. One of her favteithemes was the presence of religion
in everyday life (which is given special developienThe Bel), whilst she was also
preoccupied with the plight of the artist in modeatiety The Sea, the Sea, The Black
Prince, Jackson’s DilemmaThe world outlook that informs Murdoch’s fictios neo-
Platonism.

Harold Bloom, who ranks some of Murdoch’s novédsgside D. H.

Lawrence’s, provides a brief summary of the feaurieher fiction, in which the
fictional, the philosophical and the religious alif merge:

Was Murdoch too preoccupied with what her moral mera call “the search for
human goodness”? She was certainly a religious lfabaf a very original and
unorthodox kind. By “religious’ | mean somethingtioht Romantic rationalism she
found in Sartre but far more enduring in Plato.dntk mean the Hermetist or Gnostic
strain that appears so often throughout Westesrdiure [...]. Murdoch is her own
revisionist of Plato, and intends to be friendlieimaginative literature than Plato was,
but | surmise that her Platonic severity tendefldtien out her characters. She certainly
was aware of this danger, argued against Plato ehdif of art and desired above all to
create characters as unlike herself as Shakespezdelone®®

In her essay “Against Dryness”, Murdoch dividesels into “journalistic” and
“crystalline”. The latter tend towards the formalearomance. Bloom explains why
Murdoch preferred to use this form:

Yet it may be that we and the late Iris Murdochtaak her form for the novel,
when she generally writes prose romance, the cégrecursor of the novel of
Cervantes and all his followers down to Proust,cidognd Mann. Religious fable, even of
a Platonic kind, calls for romance, where sacreagels, houses, landscapes, states of
being count for more than personality, and romatmce&zes on incomplete and imperfect
knowledge, since full knowledge destroys encharttihba Sea, the Sea, The Good
Apprentice and the other strong Murdoch narratives rely upoagic, absurd passions,
and gothic intrusions, and this is all in the madeomance. Unselfing is inevitable in
romance, where all identities are fluid.

Austen, James, and Tolstoy were novelists: mdrecharacterization was
crucial to their art. But great romance writerskdi R. L. Stevenson, Kipling, G. K.
Chesterton [ ... ] do not invest themselves in chi@rac but in story, imagination,
visionary space. Murdoch is curiously mixed: she tie novelist’s concern with moral
imagination and the romancer’s pragmatic disintériescharacter. Her moral intensity
and her London surfaces give us expectations apateto the realistic novel, but her
personages belong to the typology of romance. Taerder passionate, violent young
women, sly and obsessive, who pursue narcissisier men, who have great charm but

1% Harold Bloom,Genius. A Mosaic of One Hundred Exemplary Credtireds Warner Books, New
York, 2002, p. 648.



53

little hold on reality, and are wavering skeptiden there are her older women,
frequently unfulfilled and angry, and who fall wve with terrible suddenness. And there
are Murdoch’s mages, male Jewish charismatics, aken gods”, as she once termed
them. None of these types allows much individuatigrersonality, but they fit well into
the cosmos of romance.

A very paradoxical Platonist, Murdoch may well dgund her genius’s
appropriate form in her overplotted romance-novalsery mixed genre, yet perfectly
expressive of her highly individual genitt§?

THE NOVELS:

The Sea, the Sea

The novel narrates the misadventures of Charleswhy, a famous and rather self-
centred theatre director who retires to an isolatase by the sea in order to write his
memoirs undisturbed. His plans are soon thwartedgekier, as people from his past
converge upon the scene. (There is an eerie feflaidy evoking these people Arrowby
brings them back into his life.) Discovering thét first love, Hartley, is living nearby in
apparent misery, Arrowby becomes obsessed witidd#eof rescuing her. He sets about
it with little real concern for her feelings or thricacies of her marriage to Ben Fitch, a
man who is jealous of her past, and who violenbjects to Charlie’s presence in the
neighbourhood.

Further interruption is caused by Rosina Vambueglormer girl-friend of
Charles’s, who takes her revenge by ‘haunting’ ftlms explains some, but not all, of
the strange occurences in the house). Gilbert Qpilmmosexual actor, whose attempts
to set up house with another of Charles’s formeasfgends, Lizzie Scherer, Charles has
blocked, arrives, offering to act as a ‘house-s&€venteen-year-old Angela Godwin,
step-daughter of Rosina’s husband, unexpectedtgsvio Charles and offers to have his
baby. The Fitches’s adopted son, Titus, comesitbdut whether he really is, as Ben
irrationally suspects, Charles’s son, and accidgrdaowns near the house.

Echoes of Shakespeard@be Tempesesonate throughout the novel and familiar
Murdochian themes — obsessive love, the powertef teeath by water — abound. These
are juxtaposed with Charles’s poetic observatidrigsosurroundings (particularly the
ever-changing sea) and meticulous accounts offtes bizzare diet. The reader’s
expectations are frequently undermined, as Murgwotiides explanations for the
seemingly irrational — even Charles’s vision oka-snonster, it is suggested, is simply an
after-effect of his former addiction to LSD .

The inexplicable is provided, perhaps surprisinglyJames Artrowby, Charles’s
Buddhist cousin, whom he envied when they weredofiil and who saves Charles’s life
after Rosina’s husband, Peregrine Arbelow, had toill him. Only in retrospect does
Charles begin to perceive the extraordinary powanses must have exerted to save him
from drowning and to interpret events in a morespmacious manner. He acknowledges
his responsibility I had let loose my own demons, not least the sxpent of
jealousy” — and accepts the folly of his obsession with ldgsta secret love which did
not exist at all”.

199 |1dem, p. 649.
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Charles Arrowby, an enchanter and an artist,nddvour of illusion”, of “the
trickery and magic of art” which fills people witfalse hopes and empty dreams”. He
learns in the course of the novel the dangerslbtiséusion, concluding:

‘I have been in a state of illusion and caused mugitless distress [... ] What a
fantasist | have been myself! | was the dreamerthe magician ... reading my own text
and not looking at the reality ...’

DAVID LODGE
(b. 1935 )

WORKS:
Novels:

The Picturegoer$1960)

Ginger, You're Barmy1962)

The British Museum Is Falling Dowt965)

Out of the Sheltef1970)

Changing Place$1975) Hawthorden Prize, ‘Yorkshire Post’ Pripe Fiction
How far Can You Gof1980) Whitbread Book of the Year Award

Small World: An Academic Romand®84) Shortlisted for Booker Prize
Nice Work(1988) Shortlisted for Booker Prize

Paradise New$1991)

Therapy(1995)

Home Truthg1999)

Thinks ...(2001)

Author, Author(2004)

Literary Criticism:

The Language of Fictio(11966)

The Novelist at the Crossroads and Other Es$h9%1)
The Modes of Modern Writind.977)

Working with Structuralisni1981)

Write on: Occasional Essay$986)

After Bakhtin: Essays on Fiction and Criticig®90)
The Art of Fiction(1992)

The Practice of Writing1996)

Consciousness and the Novel: Connected ES28¥R)

LIFE: Born in the South of London, in Dulwitch, David dge attended a Catholic
school and University College, London. He servethenRoyal Army Corps between
1955 / 1957 and was then an employee of the Bi@msitincil. In 1960 he became a
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lecturer in English at the University of Birminghamd began his life-long literary
friendship with Malcolm Bradbury. His first nov@lhe Picturegoers, was published in
the same year. He spent two years in the USA eflaship and then returned to the
States in 1969 as a visiting professor at the Unsityeof California, Berkeley (which was
to become Euphoric State, @hanging Places). The novelChanging Places won two
important fiction prizes in 1975. Lodge, who hadlehed his first book of criticism,
The Language of Fiction, in 1966, became a professor of modern Engliséraitre at
Birmingham University in 1987, only to resign tlpissition in 1987, when he was given
the title of Honorary Professor. Since this eaefyrement, he has devoted all his time to
writing fiction and criticism, producing thirteerwels, adaptations for TV (of his own
books, or of Charles Dickend8artin Chuzzlewift, stage playsiihe Writing Game and
Home Truths, both performed by the Birmingham Repertory Theatr1990 and 1998
respectively), and nine books on literary theorgt Bi@rary criticism.

Perhaps David Lodge’s fiction should be discussdtie light of the theoretical precepts
he establishes in his books of criticism. The noosisistent of these Ehe Modes of
Modern Writing in which he starts from Roman Jakobson’s distimcbetween
‘metaphor’ and ‘metonimy’, which is central to centporary critical discourse.
Although he seems skeptical at the beginning, Lasidig/ing to put together a ‘poetics
of fiction”: “What is needed is a single way ofkilg about novels, a critical
methodology, a poetics or esthetics of fiction, ahtan embrace descriptively all the
varieties of this way of writing ..The Modes of Modern Writinexplores 28 century
literature in terms of metaphor and synonymy: tradally, realistic writing tends to be
metonymic and modernist writing tends to be metaiph@n Nice Work Robyn explains
it to Vic in terms of cigarette brands: Silk Cuiietaphoric, Marlboro is metonymic).
But literary texts are inevitably a mixed affaio, ane can only speak of a metaphoric or
metonymic ‘dominant’. The major value of the boaslin Lodge’s discussion of
specific works and authors, where “the metaphoi@dmety distinction is at best an
approximate guide.” The essay on Joyce in this hea@kmasterpiece.

An influential piece of criticism by Lodge is tessay “The Novelist at the
Crossroads”, which looks at the state of the Briiad American novel in the late 1960s.
The novelist is pictured as standing at a crossr@ad hesitating as to which road to
take: the broad, generous road of realism; the obadlyth, fantasy and fabulation; the
road of the non-fiction novel; the road of the nfieteonal novel. His idea was that the
main road of realism would continue to be the nsagtificant, but greatly enriched by
the other possibilities. Commenting on his esstgrlan 1992, Lodge remarks that the
kind of pluralism he had been defending seemedte lhecome a genrally accepted fact
of literary life in postmodernism.

In Working with Structuralismhe defines European structuralism, as opposed to
classical criticism. He argues that there are timdk of post-structuralism, one formalist,
which aspires to the status of science, and or@adeal, which combines structuralism
with ideas from Marxism, psychoanalysis and plufisy to analyze cultural phenomena
and institutions as mediations of ideology. Jakabsevi-Strauss and Todorov would be
representatives of the former, Foucault, Lacanewlida of the latter. Lodge’s
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allegiance in this book is clearly to the formdassical mode, though the latter rapidly
rose to academic predominaric®.

The Novels

The protagonist of he British Museum is Falling Down is Adam Appleby, a Catholic
graduate student who spends most of his time iRRéaing Room of the British
Museum, working on a thesis about style in the modevel. Adam is married and has
three children — a fourth may be on the way anddhmly is rather hard up. The book
was published at a time when there was much tatkngst Catholics about the ban on
contraception being lifted. The treatment of sethimliterature Adam reads contrasts
sharply with his personal experience: “literatuties, observes, “is mostly about sex and
not much about having children. Life is the otheyvaround.” The action of the novel,
like that ofUlyssesis concentrated in one day, spent by Adam inaandnd the British
Museum (the idea of the world as a library). Theme=lots of events which, though
unrelated, follow one another in rapid successid® novel draws on intertextuality,
parodying such authors as Henry James, Franz Kdfkginia Woolf, Graham Greene.
Adam reflects that so much human experience has umssd up by the writers of the past
that it is impossible both to distinguish fact frdietion, and to be original in the field of
literature. At times, Adam finds himself respondinghe the successive events and
traumas of the day in the manner of a twentiethiurgmovelist. Lodge weaves into the
fabric of his novel the problem of ‘the anxietyinfluence’ (Harold Bloom): “the sense
every young writer must have of the daunting wewftthe literary tradition he has
inherited, the necessity and yet seeming impogyiloif doing something in writing that
has not been done before.” One could argueTthatBritish Museum Is Falling Dows
essentially a parody of narrative modes, moodssiyids. Like the ‘Oxen of the Sun’
chapter inUlysses The book actually ends with an interior monologfiddam’s wife,
Barbara, which resembles that of Molly Bloom at énel of Joyce’s novel, with the
difference that whilst Molly says a definite ‘yde’life, Barbara, more cautious, utters a
tentative ‘perhaps’, which, according to the autli®more in keeping with the mingled
notes of optimism and resignation with which he tedrto end the novel.

Lodge was brought up by a Catholic mother, butdys she atmosphere at home
was not very devout; morover, he did not have geldamily or Catholic friends to
reinforce the Catholic cultural code. But “the sep$being in the Church and at the
same time something of an outsider can be trackddge’s novels, which combine
detailed knowledge of the institution with cool ebsation.*** His reading of Joyce\(
Portrait of the Artist as a Young Mawas his favourite novel) taught him how to be
critical of the excesses of the faith, whilst Grah@reene (an author he greatly admires)
and Francois Mauriac offered examples of how thia@&@& world view could cast a
certain moral light on the doings of man, particiylan representing the average human
being as sinner. Lodge’s early novels all contaathGlic characters and catholic themes
— the fate of the Catholic in a predominantly Aogh social milieu is, nevertheless,
treated in a comic, rather than a serious manrfehe>so-called ‘Catholic’ novels,

101dem, pp. 51-53.
11 Bernard BergonziDavid Lodge(Writers and Their Work), Northcote House (in asation with the
British Council), Plymouth, 1995, p. 30.
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mention should be made especiallyHaiw Far Can You Gqg7 book that focuses on a
group of young Catholic students in South Londantheir spiritual growth and their

love relationships. The central story is that @ tdouple formed by Michael and Miriam
(a convert to Catholicism), and also that of Angetd Dennis. The transformation of the
young priest, Father Austin Brierley, who graduatigves away from the Church,
gaining a critical attitude towards the dogma aeddming, in the end, a sociologist, is
another interesting narrative thread. The noved capidly from one individual couple to
another and unashamedly uses authorial omniscie@ee. of the most important
characters is the narrator, whose voice is fredyéeiard. In time it becomes evident that
he is a version of Lodge himself; he cross-refersis other novels, and at the end of the
book, when there is a round-up of what all the ab@rs are doing, he says: * | teach
English literature at a redbrick university andtermovels in my spare time, slowly, and
hustled by history.’[ ...] The active role of the retor inHow Far Can You Gofheans
that the book contains a good deal of direct disiomsof the transformations of
Catholicism as well as showing them in the attituded behaviour of the characters. [ ...
] It asks how far can Catholics, or the Church,ngeaand still retain anything

identifiable as Catholic identity:*?

The problem of how long one can cling to the Chthaith in a secular,
technological age is given further treatment inrtbeelParadise NewsBernard Walsh,
the protagonist of this novel, has abandoned bodsthood and the Catholic faith itself.
His faith has never been too robust and Lodge alydfaces the intellectual and
psychological process of the decline. The finabkris prompted by sex, when Bernard,
a 40 year old celibate and virgin, is led into #aiawith a woman whom he is
supposedly instructing in Catholicism. It ends disausly for both of them. After he has
left the priesthood, Bernard scrapes a modestjigman unbelieveing part-time lecturer
in theology at a college in Rummidge. [ ..] He i®aely and depressed figure, with few
friends and more or less alienated from his fanwligp have found it difficult to forgive
his abandonment of the priesthod&®These are the premises of the plot. Bernard has an
estranged aunt who lives in Hawaii; she sends Hietter, asking him to persuade his
father, a grumbling, reluctant Irishman, to pay aeisit, as she is incurably ill and wants
to be reunited with what is left of her family. Ttveo men (an odd pair!) leave
Rummidge for Hawaii, where most of the convolutionshe plot take place. Bernard’s
hope is rekindled by this trip. And, indeed, in Havhe has a love affair with a woman,
Yolande, who is about to divorce her academic hodlveho lives in continental USA.
The novel presents an image of Hawaii as a kitchdgise — the title is borrowed from a
tourist prospect — which, however, is associatetl miany human figurations of Pradise,
including Shakespeare’s magic island’ime Tempestf Bernard’s adventures in Hawaii
did not restore his faith, they have given him hopeBernard Bergonzi observes, the
“tentatively happy ending d?aradise Newgmphasizes its afinities with the romance
mode, rather than with the despairing realism offmmodern fiction.*'*

The ‘Campus Trilogy'.“The so-called ‘campus novel’ emerged in Americdhe
nineteen-forties. America has many colleges andeusities and novelists have found a

121dem, pp. 36-37.
13 |dem, p. 40.
14 |dem, p. 43
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niche in them as teachers of creative writings eimpting to see, as many of them have
done, the university as a microcosm of the largiesy though often physically isolated
from it, where academics, brought together in opgixe proximity, may be struggling
with each other for power and promotion, or ha\affgirs with their students and
colleagues. Power and sex, the traditional therhéstion, are brought into high relief in
the American campus fiction. In England there waaportionally fewer universities and
they did not offer the same opportunities for wetdBut an English version of the
campus novel made a lively impact when Kingsley &published his first novelucky
Jim, in 1954. It was a wonderfully comic work, buhad its serious implications, and it
brought into public consciousness a new settingni@r English provincial university —
and a new kind of hero, the iconoclastic young mvéh good academic qualifications,
but a marked lack of sympathy for the traditionalras and attitudes of high culture.
Lodge has acknowledged a substantial debt to Ahhiste is a chapter on Amis in his
first critical book,The Language o f Fictiof*°

Lodge’s own campus fiction consists primarily lofee novelsChanging Places
Small WorldandNice Work Even though there is a continuity of setting el
characters migrate from one book to another, tvelsavere not concieved as a trilogz
and each of them reamins thematically and formesijrott.

Changing Places, subtitled ‘A Tale of Two Campuses’, chroniclaspiarallel,
the changes in the lives of two English Literatprefessors brought about by their half-
year visiting appointments at each other’s univgrsis part of an exchange agreement.
The Englishman, Philip Swallow, a mild, unconfidemmisophisticated teacher, goes to
Euphoric State University, in Esseph, Euphoria, U®Aile his American colleague, the
overconfident, energetic Morris Zapp, takes higglat the University of Rummidge, in
England. (The universities are, of course, pattkoreBerkeley, Cal., and the University
of Birmingham.) Lodge uses the contrasts betweeall8w and Zapp to exploit to fine
comic effect a whole series of oppositions: Engéisd American academia, the
Midlands and the Bay Area, clashing cultures ineggahChanging Placeslternates
rapidly between the respective adventures of Zagpummidge and Swallow in
Plotinus. They are both almost overcome with celghock at the beginning, but
eventually accomodate and begin to feel at hontleain host countries, to the degree that
they almost resent having to return home. Thedaties and frustrations of English
university life are hilariously presented as thekggiound of Zapp’s unlikely adventures,
while Swallow gradually finds out thet the Americaay of life suits him to a T, but also
that the West Coast in the late sixties is muchengangerous than the idyllic America he
had known several years before. “The novel’s mbstaus features are the wit and
economy of language, and the rapidity and invenggs with which the story proceeds.
Lodge plays with modes of narrative described bitiia, a crirtic whom he later
discovered and admired. Authorial description atlikginning of the novel gives place
to the correspondence between Zapp and Swallowhamndrespective wives. [ ...] Then
follows a section composed of newspaper reportoéficdal university statements from
Rummidge and Euphoric State, as Zapp and Swallowagsght up in student unrest on
either campus. At the end of the novel, when Zagb%wallow have not only exchanged

15 |dem, p. 14.
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jobs, but had had affairs with each other’s wivgyfour parties meet in New York to
try and unravel the situation. This final episosleviitten as a film script .. *°

“Changing Placess dominated by a pattern of binary oppositioritgroof an
ingenious and unexpected kind: yet within thisgratt so indicative of the author’s will
and interst (particularly in Anglo-American cultwrkashes), the characters are lifelike
and free, in the central tradition of realist focti It is at the same time a work of great
formal ingenuity and allusiveness and a story obgmizable people in recognizable
places, dealing with familiar human dilemmas.”

Changing Placess essentially a comedy based on coincidence antleg
caricature. It also succeeds in interesting thdeem its characters’ emotional
development, and offers some temperate reflecbartbe virtues and limitations of the
1960s “liberation”.

The action oSmall Worldis placed in Rummidge ten years after the events
narrated inChanging PlacesPhilip Swallow has become a full professor, ab&®
managed to publish a book and the man who wasnrwtde chair has died. He has lost
part of his innocence and has developped a likingdung female students (flappers,
Scott Fitzgerald would have called them). Morripg#éas divorced Desiree, has become
a poststructuralist and a member of the jet-s&tetling constantly to international
conferences. If in the earlier novel Swallow angZeepresented two different modes of
academic culture, “ ... now they stand for opposeavsiof literary study — traditional
humanism versus radical theory”.

Intertextuality is used here much more extensitedy in the previous novel, and
so are the metafictional elements. The book bagititsa comparison between modern
academic scholars rushing to conferences and Chisa@antebury pilgrims. (The motto
is from the ‘General Prologue’ fthe Canterbury TalesThe subtitle, ‘An Academic
Romance’, alludes to Hawthorne and his thoughtthemomance form of narrative. And,
though the novel starts in a conventional narrd@shion, a romance, indeed, it
becomes. Morris Zapp flies in from America and gigeshocking lecture on ‘Textuality
and Striptease’ — actually, a dazzling expositbpoststructuralist poetics. At
Rummidge, he meets and befriends a young Irislasenid poet, Persse McGatrrigle,
who becomes the notional protagonistafall World He falls deeply in love with a
mysterious young woman, Angelica, who is as wedldras he is, has a good knowledge
of contemporary critical theory and works on a éitstion on Romance. Intertextuality
becomes a little too heavy-handed, as Angelicattemed on the princess of that name
who is a leading character in Ariosto’s™é&entury epi®rlando Furiosg and ‘Persse’ is
derived from Percival, one of the outstinding kriggbf the Round Table and a symbol of
male purity. After the opening in Rummidge, thergioecomes global. Many more
characters appear, mostly university people rusbffitp literature conferences in
various parts of the world and having brief lovenemces. The story moves forward with
the rapid movement and quick alternations of st¢keaecharacterize Lodge’s comic
fiction. Lodge said: “As | worked &mall World | became more and more interested in
the romance idea, weaving in as many romance nagifsould, and | very deliberately
exploited the narrative codes of mystery and suspdnwvanted to have a lot of enigmas
and points of uncertainty, and if you have a go@hyncharacters, you can naturally

1% |dem, p. 17.
7 Ibidem.
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create suspense by leavingone character and muvampther.**® “Small Worldenacts

ideas about the nature of narrative that Lodgeintasested in as a critic; despite the
prevailirllig9 air of fantasy and mystery, it also @ns$ a substantial amount of travelogue
fiction.”

Lodge’s version of the Holy Grail that all the deanics are in pursuit of in this
novel is the UNESCO Chair of Literary Criticismhighly-paid and prestigious
appointment, with no particular duties. It is ewelly gained by Kingfisher, and the
novel ends in a modd of general reconcilliatiorrsBe’s quest, however, continues> he
has lost Angelica, who is engaged to a harvardeanad and is off again in pursuit of
another elusive female. Lodge remarks of Perssgisrwing quest: “I also remembered
Northrop Frye’s observation that in its most priwgtform romance doesn’'t end: a
character has one adventure after another untduti®r dies of exhaustion.” Umberto
Eco, in his preface to the French translation s&thall Worldan ‘academic
picaresque*?°

Like the romance worldsmall Worldis eminently episodic, rambling and
circular, so that the hero ends up where he stéroeat with the prospect of another
guest ahead of him.

The academic world that Lodge describes is qu#eigting. Books published
and ignored, ideas stolen, careers made or mayretebe hazard, aborted love affairs,
marriages broken or kept up for the sake of corerezte, student — professor love
affairs. Lodge gossips at ease and invents witkogus

Nice Workis a slightly different novel, much narrower irope and less
continuously funny. It is set in Rummidge and ralote contemporary history. The action
happens ten years after the eventSnamall Worldand “shows the effects of the
Thatcherite culture of market forces and competiiad general anti-intellectualism,
primarily on the city and university of Rummidgeytpby implication, on society at
large.”! For this tale, Lodge creates a pair of brand nleavacters: Robyn Penrose and
Vic Wilcox, representing the academe and the hutiesniand the industrial world
respectively. Robyn is a highly professional tenappitecturer in the department headed
by professor Philip Swallow. She has little hopes@during a permanent job in the
financially stricken university. She is a dedicatellower of the intellectual fashions of
the day: Marxism, feminism, pschoanalysis, poststmalism. She is naive and
narcissistic and remarkably ignorant of the wayw/lmch society really works. She
specializes in the ‘industrial novel’ of the ea¥lictorian period, but knows next to
nothing about industry. Her boss, Swallow, arrarfgeser to spend one day a week in
the company of an industrial executive, whose ‘sixdéhe must become, in order to
learn things about industry and trade. The “Indus®ar Shadow Scheme” is a
Government initiative meant to help academics teustand the practical aspects of life.
Vic Wilcox, the man chosen for this purpose, issedAworking engineer, the managing
director of a Rummidge engineering plant. He iggtoand energetic, a skilled
professional who enjoys the material rewards ofAusk, but is also trapped in a joyless
marriage and conscious of his cultural limitatiddee Worktells the story of Robyn and

18 Quoted in Idem, pp. 20-21.
191dem, p. 21.

120 Quoted by Bergonzi in Idem, p. 22.
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Vic’s enforced relationship over several weeksjmpuwhich each educates the other.
The initial hostility changes into mutual respeatlainderstanding, then into liking. Each
of the two protagonists learn how to respect aneagate the values represented by the
other. Robyn contrasts her bookish image aboutritengland’s industrial towns with

the realities of economic life highlighted by Vi&lilcox, in his turn, mellows out,
becomes more considerate and more understandihg, l@egins to value the insights into
the human heart and psyche that literature andrtsenake possible. Through Robyn,
Lodge manages to develop a whole range of intelé¢qtreoccupations, from
industrialism to feminism, from economic theoryliterary history and literary criticim.
The author’s favourite distinction between metapdrmat metonymy is used in the famous
“Silk Cut” advertisment scene, in which Robyn’spanent inclination to interpretation
is contrasted with Vic’s common sense. Robyn hasasth Vic during a brief business
visit they take together to Germany, making the mmamk he has fallen in love with her.
But as she does not believe in romantic love, sliekty determines Vic to give up his
budding plans of divorcing his wife and marrying.hEhey remain fond of each other
and good friends.

“For all its considerable human interddtce Workis also a novel of ideas. The
arguments between Vic and Robin reflect their psates, but they do more than that:
they tap into a sustained debate in English cubibi@ut the effects of industrialism.
Robyn is the heir to distinguished intellectuaditimn of hostility to industrial
civilization, which extends from Carlyle to LeavMic presents the opposing position,
that without national wealth, won in a harsh coritpet world, none of the academic
values and quality of life that Robyn takes forrgesl could be sustained. [ ... ] Similar
debates were enacted in the Victorian industriaefswhich were sometimes known, in
Carlyle’s expressive phrase, as ‘Condition of Endlanovels;Nice Workis a latter-day
addition to the genre. References to those boossrabin Lodge’s novel, in accounts of
Robyn’s teaching and scholarship, and in quotatitora them which provide epigraphs
to the separate sections. Several of the novelsicobinary divisions akin to those in
Nice Work there is the opposition in DisraelBybilbetween the ‘two nations’ of the
rich and the poor; and in Dickengtard Timeshetween the school and the circus, or
more generally between head and heart; and, modafmentally, the division indicated
in the title of Elizabeth GaskellNorth and SouthLodge brings the argument up to date,
in the contrast between factory and universityustdalist and intellectual, practice and
theory. Robyn and Vic embody these oppositions|sivhetaining their human
uniqueness=?

Therapy. The main character is a successful televisioiptsarter, Tubby
Passmore, who is very pleased that his thirty-i@ag marriage has been happy when all
the other marriages around him have been crumbtiegs flabbergasted when his wife
announces that she is leaving him, not for anatiaen, but because she cannot stand him
any more. Passmore, who is pushing sixty, triepelasely to reconstruct his love-life.

He falls in love again with Maureen, his first loweho has had a fate similar to his. But
she tells him that, as a Catholic, she will nobdoe her husband. Lodge provides a
surrogate happy ending by intimating that Tubbyukéan and her husband have become
good friends. The ‘therapy’ of the title refersbéd the curative virtues of writing, of
creation in general, and to the panacea of love.

122 |dem, p. 25.



