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. Abstract ° . .
.‘l'his dissertation is concernéd with the edit?rial ca're.er of
John‘%gnmann between 1936 and 1950. As the editor of New
#v1ight, ~Renguin. Ney Writing: and Orpheus, W was able to
influence the deveIopmenh' of English literature i he thirties

and forties. He was also able 4o iptroduce a number of foreign

‘writers to an English’ reading public throggh-thesé magazines._

Lehmann's editorial éhoices, “and the advice he gave to many
: & '
would-be contributors, enable us to scrutinize one special case

A

of the relhti_onship between politivs and literaturé in the
~ ( -

i . .
‘thirties and forties. 'This period of English literature was the

Al

last occasion on which a whole section of the literary world

)}

- self—consciéusly tried to make 11terature int6 "public" writing--

that is, writing which would 1nf1uence social and political
conditions. The thesis explores Lehmann's changing attitude to

working-class reportag‘e, to the Soviet realists and to politics,

as well a§ his commitment to publish t%st writing ‘available

“

to him as an editor. )

All - of Lefmann's magazinesSre considered in their

. historic#l contekt. No attempt is made\to judge Lehmann's talent

as a poet, .nor to engage in the intensi theoretical debate

v

»

waged around Psocialist realism." Instéad, Lehmann's magazines

are analysed for 'their content and for -the editorial rationale

-

behind their composition.

. .
' . []
’
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. poetry and articles he published,, In addition, the

explores how one magazine differed from another., This study

’
.

Introduction 4

-

>

John Lehmann's editorial caéeeﬁ?é&tends from 1936 to 1961.

‘It is the intention of this thesis to"explore this career between

¢ .

. 1936 and 1950, when he was most clearly one of the mést'important

figures 1n,Engiish letters. He began his literary career in 1931
with the publication by the Hogarth Press of‘a book of poetry.
Increasingly his interests tyrned towards publishing, journalism
aﬁd editiqg. Thié thesis makes no:attempt to analyse how good a
poet Lehmann was, nor how qood he could have been if he had
conceﬁtrated on writing poetry, althoﬁgh some of his poetry will
be discussed as it appeared in Hew Writing and’ Penguin New
Nriting. ;ehmann came from a distinguished family; He was
friendly w;th ﬁany of the left-wing-intellectuals of the
thirties, :and like another majqr editpr of the period, Cyril

) Connolly, he went to Eton and 6xbridge. By examining thé conteqt

of the varlous magazines he edited, it is.possible to draw some

conglpsions about the political and philosophical concerns of the

writers of the thirtiés and forties: The focus of this thesis is

upon Lehmann's changing perceptions of the appropriate

4

relationship between politics and literature.-
The ihesig traces Lehmann's editorial career by seekipg the

common themes and issues which emerge from tﬁk short sflories,

&

’

. N

»1
.



involved extensive research in the Humanities Research Center at

R

Austin, féxas, where many of Lehmann's ietters, diaries~and
unpublished manuscripts are ‘located. I was also able to
interview Lehmann, in London, in the summer of 1981 this
interview centred on how Lehmann felt in retrospect about many of
the congributiops to his magazines, as well as how he felt about‘
.his career as a whole. The interviéw took place in ﬁis flat stt N
of f the Gloucester Road, which was filled with French period-
furniture and lined with books, These articles suggesteé the

Edwardian grace of his family background which supported him

through years of literary struggle. Lehmann's three-volume

Vautobiography is one of the finest of 1its kind to cover the

period under consideration im this thesis. All of the

biographical information in the following ﬁages is d*awn from

. this wo?k: ) ¢ )

“ - - . *

John Lehmann was born in 1907, He spent his early years

' living at Bourne End, Hertfordshi're, in ‘the family- home, ‘ o

1.

* L]
¢

‘Fieldhead, whose gardens bordered on the Thames. His father
regularly contributed light verses and sketches to Punch under
the initials R.C,L., For a brief peri?d ddring the Boer War his
father edited the Daily News. In the 1905-6 and 191Q elections
his sther was returned as a Liberal member for the Market
Harborough Division'of Leicestershire. Lehmann describes his
father as a radical Liberal and suggests that had his father .
lived longer he would have found a political homg in‘Fhe Labour . .
Party.1 Two of Lehmann's sisters, ﬁosamond and Bedtrix, Qere

successful public figures;‘Rosamond became a novelist and Beatrix

-

v -
L

b ]
Bt °

o
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“which appeared in 1928, ardl which was edited by~ Robin Fedden,hand

'tr::elled and studied the foreign colleotions‘bfoprinﬁs"in the: - -

N . 3 g - B o o
\ - . L &,r. ) - 3

one, of , the fin.est charaeter actresses of €he thirties and

forties. ﬂ ". - oo . .’x o

- . ‘ ’
.

. N A
Lehmann was sent to Eton in 1921 where he m"et.such :E’ater ".{

literary coll‘eagnes as George Orwell Cyril Sonpolly, Anthony . . ,
Powell, Henry Green, Harold Acton, Rupert Hart—Davis,*Alan "Pryce- ) ?

LIRS

Jonés and Freddie Ayer. He attended Efion for five years and then

went to Trinity Colleg.e, Cambridge, where he studie.d classicj;,

[y

and later history and modern ‘1anguages.‘ He also concentrated on )

reading Widely in literature, in which he was: encourag‘ed\a\n\d‘\

¢ 7

guided by George Rylands. Two of Lehmanan clo@'&t friends at o ~—

~—
‘\ Y

Cambrj,dge were Julian Bell and Michael Redgrave. L. nn
—

contributed poems and woodeuts to the firsu nunrber of Ihg-_)[gxffr.ur_e

Anthony Blunt. In the following year he joined Michae] Redgfave , -
« LE 4
and became assistant editor of the M&Bﬂm . - i 7 ¢

- . Lo

&

When Lehmann leéft Cambridge 1in 1930 he obtained emplo?ment - G\
in the Prints and Drawings Department of the British l'fuieum and, . ° s

Louvre‘, the Kaiser Friedrich Museim in Berlin and the A-lpertina' .

Il 4

in Vienna, He took the position‘on the advice of“ his"godmo&rger,

Violet Hammersley, who discouraged ’him from seeking a ;_)_ositiOn as\ .
a diplomat(¥G, 159). At the dame time Lehmann oontimed to write
poetry. \George Rylands took a collection of Lehmann's poems to
Leonard and Virginia Woolf, who agreed to publish them and also
of fered him a job at the Hogarth Press in early 1931, After a
Saries of negotiations Léhmann agreed to an’ eight-mpnth

apprenticeship, after which he would become a manager of the
- - / N

] ~ »

4 [
.
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: Hogarth Press.

”~

+

-

4

-

-

-y

¥ '

He )mrked for the Hogat:th Press for nearly two years, during
whic¢h ‘ti-lle' ’«he was 1ntroduced to many of the luminaries of
B]'.ocm!sburyh Thmugh his work for the Hogarth Press he also got
to~ know Q‘uﬂ.h uriters as William Plomer, John Hampson, Stephen
Spender and Christopher Isherwood, Conaequently, when Hic’hael
Roberts first approached the Hogarth Press abeut a projeet which
was to becomgﬂg_u__signa;m;e_a it was Lehmann he appealed torﬁand

persuad~ed £o intercede with t.he Hoolfs. The experience of being

involwed with the creation of MLW helped Lehmann to .

clarify his own editorial ambitions, and eventually led~to his

editorship of us.u_imxna 7
‘ In"the autumn of 1932 Lehmann left the Hogarth Press to

-

pursue a career as a free-lance journalist and to devote more

-~

. time to his poetry. He stayed in Vienna for a few mop;f:hs, and oh.

the‘' way ‘back to London he visited Christopher Isherwood ~;n":

¢ N

.y #

v

-

' Berlin, w!’lere he was a witness to the last days of the Weimar e

Republic. ”m 1933 to 1938‘he made Vienna his permanent ’home,

although hé‘ travelled from there to Berlin, Prague, Paris,

-Moscow, Budapeat‘ and Lopdon. It appears. from his autobiography

that he mainly %upported himeslf by his journalism. He: wrote
reviews for The L;La_;_.g_nm: Ihe Adelphiy and other lihgﬁary

periodicals, as well as numerous articles on Austrian-and Central

European affairs. In addition he wrote a book on the Caucasus, .

Prometheus and the Bolsheviks, and a novel with. a Viennese
setting, E.Hl...li.l.l_.AhmB.d Duripg his years in Vienna Lehmann .

-
became acquainted‘with members of the Schutzbund, the armed

”

'u- L)
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social-democratic Viennése organizations He also visited the

Paris offices of the'Commgnist—éontrolled'internatidnal movement

to oppose

war and Fascism, where he was introduced to Henri .

Barbusse, Lehmann agreed to make himself a channel of

4

information between the “movqment" and all underground parties

and sects

From

in Austria (WG, 221).

3

Lehmann's account of his days at Eton and Cambridge it

can be seen that he was initially very much ln sympathy with "the

Liberalism of his father. Later, however, as he become mare °

aware of economic and social inequality he began to turn towards

Socialism,_

This broeess was accelerated by ﬁis interaobion with

Leonard Woolf, who wrote a number of anti-Imperialist pambhlets

¥ ”
-

for the Labour Party: X . -

My conversion-was partIy the result “of my deep—seated
horrer at human injustice and cruelty, a feeling that
none of us brought up in the atmosphere of Fieldhead
could ever escape, quickened into new life by these
luridly documented cases for the presecution, revealing
how our Empire-builders and their followers had behaved
in India and Africa; and partly the effect of the more
abstract economic theories of the\intellectuals of the

with whom Leonard and most of the
leading lights of Bloomsbury were so intimately
assdciated, theories which Seemed to prove conclusively
that social injustice and economic crisis and the wars
of colony-grabbing Great Powers could be abolished only
by the triumph of Socialism., By the time of the
General election in 1931 I was already sufficiently
converted to share to the full the consternation and
gloom that settled on all our circle at the collapse of

"the Labour Government (MG, 177-8).

This conversion from Liberalism to éoéialism was pushed one stage

. further when Lehmann visited Christopher Isherwood in Berlin in

1933, It
the Nazis,

-3

was here that Lehmann witnessed the full ferocity of

e

and the'experience horrified him., The lesson Lehmann



drew froﬁ this éXperience was that it was impossible to remain
neutral whilé the fascists were spreading their racgism and“
vipolence “acrdss Europe."

Like many inteliectuals of his geheration, he was drawh to
the idea of a popular front to oppose Fascism. This inevitably
forced him into the position -of working with Communist—controfied .
organizations which seemed bo be the only forces actively
resisting .Fascism. New Writing was ipiﬁially conceived of as a
literéry extensién of)£his struggle. The r?tlonalt for ht§
decision to work with Fhesé organizations is made explicit/in his

autobiography”\rritten twenty'years after the events which caused 'Sl

-

the decision:

- -
A

\

In the reasoning that between 1933 and 1934 led me,
Ve not alone among my contemporaries, to believe that the
solution ‘to the troubles and dangers with which We were
faced lay in Marxism, and even.in Moscaow, I%can still,
nevertheless, distinguish.the strongest of the
intertwining strands, First, we had seen three }
successive and cumulative failures of ostensibly
radical regimes, but reforming rather than
revolutionary, to survive against the counter-offensive
1 - organized hy the privileged and the possessors in the
. economic crisis: the collapse of the Labour Government
in the face of (what we at any rate believed was) the
trick-scare -of the 'your Savings are in dangerl’
election, . . . the 'elimination of all liberal -and
. Social- reforming parties in Hitler's triumph in
Germany; and-now the inch-by-inch encirclement of
g Vienna's Democratic Government by the reactionary
forces which had gathered .in the provinces. . . .
Another essential strand in our reasoning, an inference
* to which the combination of all these events all too ”
easily led, was the belief that the attacks were part ‘
of an international conspiracy in which all capitalist
countries acted in sécret concert; and that out of fear
of the propaganda value of the sheer existence of the
‘one Soeialist couhtry,' even more than from a
perception that rearmament and only rearmament offered
v an easy solution to theé economic crisis, all capitalist
countries were preparing to launch a war against the

P

AL
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Soyiet Union. . . . Those two parts of our argument
came to form an intellectual climate, as we searched
¢ for a means to make an end of the horror of requrrent

unemployment -and a uay of escape from the narrow tunnel
- that we knew .was leading to war (MG, 216-7). :

L]

Lehmann's disillusionment with Marxism and the Soviet Union was
grnadual but profound, 6nce he had iﬁyésted his emotional and
i;tellecﬁual energy in the struggle'against Fascism it rquired'a
major shock for him to accept that thé presumed saviour, Moscow,
was as callous and r;thless as the Fascist governments and
organizatigps. He grew increasiﬁgly disenchanted with the Sovigt
Union as he tried to come to terms with the'Moscow trials of
1936, as he absorbed the si\ggffmicance of Andre’Gipe's Au Retour
gg_lﬂbﬁg&d&,pgbli§hed in ‘1937 and as he read G:orge Orwell's
Homage to Catalomia in 1938. By the time Orwell's book cameé out
Lehmann' had heard enough from the yolunteers and bslitical
workers home- from Spain, who confirmeg the stories of Communist
manipulation-and murder, for him to lose sympathy with the Soviet
Un;on (HG, 332-3). ~His appreck\tion of Soviet oynic;sm was
enhanced by the Nazi:;:;\gf pact in 1939, which none but the most
dogmatic and self-degeiving Communist supporters could” Justify on
the grounds of its expediené&. ) o

The slowness of Lehmann's transition from left-wing
ideological commitment to hostility poward the Soviet Union seems
almost inexplicablg today., With the advantage of hindsight the
init}al failure on the part of many of the intelligentsia to
appreciate the real nature of the Soviet regime seems staggeringey
Yet his explanation is characteristic of a whole sect1;£ of the ‘

literary world and has a historical integrity of its own.

- Ny

-

B
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Information about the internal workings of the Soviet Union was
fragmentary aﬁd contradictory. dﬁ his first visit to the Soviet
Unton in 1934 Lehmanp was impressed by the Socialist planning he

saw in brocess, in contrast to the economic stagnation and
t

political despair evident im Austria:

There were certainly no freebooting Prince
Starhembergs, no Jew-baiting Streichprs, and no private
empires were being built out of the profits of trade
and industry, What ohe saw was a Welfare State being
built up with heady Slavonic enthusiasm, backward
: compared with the Welfare State we have since created
in Britain but starting from much further back., What
- - 'one did ndt see then were the moral and intellectual
) conditions of the material progress: the total lack of
open critical check in bureaucratic one-party
government, the concealed poisoning of truth and
corruption of values, the paralysing power ¢of the
seeret polige which produced one kind of 1if® far those
" who were not suspect f{o the regime, and another of the
most- cruel and unjust order for those who were (MG,

219). ;

-
- i <
3

There was a great dea{/bf self-deception in this, as Lehmann

readily aéﬁnowledges in his autobiography, but this deception was

~'created by the apparently greater need to resist the

encroachments of Fascism, The not{on of phe Soviet Unien as the
so0le defender 6f western iiberties against Fascism wa3s supported
by the inactivity of ghe Western Democracies, and was cultivated
b} the highly sophisticated prSpaganda agencies of the Soviet
G;ion. In Arthur Koestler's Ihg_lnxiaihlg_ﬂ:i&ing published in
1954, there 1s a strikingly fimilar description of thé mood in
which Koestler approached.Comgunism, although.hg, unlike Behmann,
became a member of the Communist Party: "I went to Communism as
one goes to a spring of fresh water, and I lef éoﬂhun1$m~askoﬂe

. / . - ,’

¢ 3



9
clamtens out of a poisoned river strewn with the/ﬁ?eckaée of
floaded cities and the corpses of the drowned,"? .

When the Nazis appropriated Austria in the Anschluss of 1938
Lehmann left yienna. He returned to the Hogarth Preess where he
became a full partner with Leonard Woolf from 1938 to 19u6. WItn
the outbreak of war Lehmann offered his services to the Ministry
of Information imgview of his knowletige of, Central European-and
Eastern European affairs. Althouéh_this of fer nezgr came to
anything Lehmann was later contacted by the same Ministry in 1943

to produce a propagandelsheet on the English arts, tne "London
| Letter," for consumption in the Soviet Union, Lehmann's war
work consisted of—pnoducing this letter, running the Hogarth

o . .

‘Press, continuing with his journalism, working as a member of an

informal committee formed by Lord Esher to help prevent the

drafting of talented young writers and artists of call -up age,’

editingEQll.Q&_QLNﬂﬂ_ﬂﬂﬂnﬂ Daylight, Nﬂlﬁi&iﬂ&_ﬁnﬂ_]la!lizhl

and Bgﬁg_in_ﬂgu_ﬂ;i&ing and serving as a member of the Home‘

Guard, These'divepﬁe but often connected activities combined
with his age, prevented Lehmann from ever being drafted into the
services,

In 1946 Lehmann formed his own publishing house, which was
dissolved(in 1952. He launched the short lived,anhggg in 1948
and became the first editor of the B.B.C, radio-magazine of the
air, Ngu_&gnnging; between 1952 and 1953, From 1954 to 1961 he

edited the London Magazine, but he was unable to exercise the

same control over the format which he had enjoyed: in his previous

editorial roles of the thirties and forties., His influence on



ae
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“ oo - - . Jdo

‘ A Y

writers was less mé}ked.ddring the fifties, to the point where he
felt himself to be ofJa different generation and consequently not
fully sympathetic to the new literary developments.3 For this

reason the thesis séops considering his editorial career in 1950.

In the fifties and sixties he turned incre#éingl} to writing his
4

autobiography and lecturing and writing on his multiple
experienced as ah editor, publisher,’journalist and poet.

The changes in Lehmann's political opinions "and the
vicissitudes of history had ; major impact on his pgrception of
his task as an editor. He began his éditori;l career believing
very firmly.in the value of the realism bf prvletarian writers as
a literary ftechnique for examﬁniﬁg social cénd;tibns. This form
of realism was partiéulérry evident in New Writing but became

less and less evident in his succeeding magazines, His

»’frustration and disappointment with most of tie realist

contributions he received: resulted in -his appeai for
"imaginabive":literatu;e for Orpheus in 1948 ahd 1949, Also, his
growing distaste for left-wing propaganda emana¢iqf\from either
the Soviet Union or- exiled continental Communists‘Ys apparent by
1938, A number of the original Soviet and C;mmunist
contributions to NQE_ﬂzijini’haye few redeeming literary
qualities, This is particularly true of the ?hird volume of New
ﬂzi&ieg, published in41937,,which was dedicated to Ralph Fox and ,

produced when the emotions generated by the Spanish Civil War

' were widespread. With the new series of New Writing in 1938

Lehmann began to add criticism of literature, film and theatre to

.
<

the magazine,



hd k%3 \ R ~ } N
The publication of Folios of Néw Writing in 1940 marked a

period of literarytiifinition. for left-wing writers of the ’

thirties. Tnere was siderable discussion of whether these
writers had been deluded in trying to incorporate their political
beliefs into their writing. This discussion was begun b; an
article from Virginia Woolf, "The Leaning Tower," which echoed
and refihed eanlier criticism which had come er} §gzgtin1u and
Ing_gritgrign5 in response to New Writing. Lehmann was in.the
curious position of accepting some of the arguments from both
sides of the dispute, and of recognizing that nis earlier
enthusiasm for tne realists and the Soviet and Communist

contributors had often been misplaced.

One of Lehmann's more presumptuous and urrealigstic

-

endeavours was his attempt to apalys ole tradition of
European art in Daylight and : y . He was

encouraged in this idea by the presence of numerous exiled

Polish, Czech, Slovak and Greek artists im Londpn during the war.

TN

He believed that the artistic and political coalition against‘

Fascism could outlive the war and form the basis of a new

European tradition. Instead, he later discovered that there.was

to be mutual misunderstanding, cultural nationalism and'

competition following the end of the war, In a similar way he -,

mistook the artificial growth of interest in all the arts during\

il

the war for a permanent condition. Tne\declining saleés of

‘ from 1946 to 1950, and the short-lived
Festspiel oMgghe arts, Orpheus, demonstrated that his \optimism

was misplaced, Nevertheless, the phenomenal sales enjoyed by

¢ » 4
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) Penguin New Wriking between 1940 dhd'letlsnbwed thét Lehmann hqd

found a format for a literary magazine that was unrivalled in the
| .

thirties and forties. e ~ ‘ .

4

Le ann was an aesth?te trying to encoura taste in the
' ‘ . o :

masses previouslky ex¢luded from the~appreciation'of serioué
literatur?. Often this caused a pugnacious note and a satirical

tone to enter into his eriticism, At time3<he felt himself to be

fighting a 1one1y battle, but he managed to avold the bitterness

' and self—pity which would have defeated his purpose, Lehmann was

H.hé;d worker. There was a‘great deal of eompassiogxgn his
commitment to struggling Mriteﬁs, particularly-to th!‘
impoverished proletarian realints‘he sought and éncouraged. Only
occésinnally was "this supportive understnndink replaced by

disappointment that they had not lived up to his expectations.

« One of Lehmann's foremost characteristics was his tenacity

in the face of what appeared to bgaunasaailable ecohomic,

cultural and soc¢ial barriers to his grand literary design, At

1

‘numerous poinﬁs in’his career, his relative lack,of financial

7

resources‘prevented him from achieving complete independ;nce
from others who lacked his literary judgment or did not share his
optimism about turning the cultural tide, H@s generally sanguine
nature was in itself at odds with those of many of his peers,

Unlike many of his friends, ne rarely lost hope in the
possibility of iiternture ameliorating political and social

_conditions, Even so, his views on how culture could and should

shape society unJhrwent a series of metamorphoses between 1936

/

and 1950.



) léhpahn‘s.maéazin%v'commandedrthe attention of a
partigularly wide audience in‘compa}ison to those of his
editorial.contem%oraries. To achieve fh;p, Lehmann had to make
ﬁhié magazines into a bridge between ¥lasses and a bridge between
‘nations; He had to abtune~h1mself to the aspirations of the
'lworking classt:27 somehow reconcile these with his elitist
upbringing and the tastes of his Bloomsbury allies. ‘This tension
‘was’apparent ;n his career ana his personal life and was further
complicated'by the desire to find a éuropeswide salution to the
pbliticél and social confront:iions of the age.

. Lehménn made no direct attempts to deny his culsural and
eduéational heripage. ﬁhen He’encouraged proletarian writers it.
wason the grounds of their universality, not on the basis of
their quaintness, At the same time he challenged thgfﬁesthetic

vexclusivity that often seemed to radiate from his contemporary,
Cyril Connolly, ' There is no d9ubt that'Léhmann could be as
’belligereqt in defence of hi§ liferary views as any of his
?ditorial rivals like Edgell.gickword and Cyril Connolly inp the
1930's and 1940's. Yet his \choice of ?agazine format and his
achievement of balance enabled him to produce more than his
rivals and qllowed his magazines to oufiive most comparable
literary publications,
Lehmann's experience at the Hogarth Press convinéed'him that
even the luminaries of Bloomsbury were not as appreeiative of the
new generation of writers as he'might have wished. Moreover, he

had q“h epcouraged to believe,*by such writers as Stephen

Spender, Christopher, Isherwood, William Plomer and his sister,



v
. , 14

Rosamond ﬁehmann,ithat a magazine along the lines aof New
Signatures had a good chance of success, His conception of thi§
first venture, which became New Writing, was far more émbitious
and expansive than th?t of New Signatures qnd contained within 1t

the elements which woula provide the impetus for its successors,

‘ Folios of New Writing, Penguin New Writine, New Writing and
Daylight and Qrpheus. In The Whispering Gallery Lehmann
*explained his rationale for New Writing:

In Left Review the politics came, fatally, first; I
wanted a magazine in which literature came first, with
the politics only as an undertone. I believed it would

« 8erve the triple purpose of providing a platform for
the New Country writers that Ihe Criterion, the London
Mercury and Life and Letters could not be expected to
provide; of introducing foreign writers, who had
excited my interest during my travels, to an English
audience; and of serving as a rallying point for the so.
rapidly growing anti-fascist apd“anti-war sympathies in
my intellectual generation (HG, 232).

So much was the original conception of New Writing bound up with
a social as well as a literary movemént that the distinctions

between cause and effect became difficult to make. This was

y expressed in a lecture Lehmann gave in 1938:
’

We knew that seeds of any literary movement can die for
want of a proper soil; and in the, conditions of the
English book-world nowadays, even more in 1935, it was
absolutely essential to rally as many people as
possible together, and in just the right formation, for
the movement to be noticed at all . . . but we felt
that precisely this rallying, the existence of New
Writing, wogld further create the movement that was
creating it. .

Lehmann hadq no way of knowing that once he embarked on this
< i

project he was committing himself, despite his desire to be first -

(
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and foremosf a major poet, to fieteen years as an editor,
When one considers the seriousness of the task Lehmanr had
set himself, it is refreshing to find evidence of tﬁe more

d ~

anarchic and irreverent side of his personality in such later

works as In a Purely Pagan Sense, published in 1976. Lehmann's

.instinct for comedy was one thing that saved him from becoming

overly earnest; his essential optimism buoyed him up tﬁrougb
fifteen years of dealing professionally with some of the‘most
gifted, unpredictable and irascible writers of his age, is
finely-tuned sense of what others would tolerate by wa¥ of
criticism enabled him to maintain cordial relationships with host
of the people he published., As an edjtor he freely gave advice,
both professional and personal, when he thought it would help

.some of his contributors. He also had the tact to witﬁholﬂkhis

opinion when he believed it would do more harm than good: There

is an early example in his correspondence with_ Alec Brown of the

 stresses involved in dealing with publiqpers. In‘a letter in

1936 he acknowledges both the problem of finding: an appropriate
title for his magazine and*his recognition that British writing

of the thirties was far from perfect:

I wanted Ihe Bridge, but Lane became mulish, said it°
wauldn't sell a copy. . . New Writing seemed to cover
the whole thing, and was perfectly un-arrogant., I
dor*t think it's any use raging as you do (though I
respect you for it) because we just haven't got Lthe
writing yet in glorious Britain, whatever the French or
Americans may have, and it would be pompous to pretend
so much. Another title I toyed with for a while was

Ihi_Bsd_Eﬂirx_B?QK. After much thought, I rather sadly
turned it down, .

v

Such teasing was characteristic of Lehmann, despite the energy

-
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which he invested in his various projects--and the seriousness

.
with which he regarded the, . ”

Above all, Lehmann wished to get from his contributors the-

.

be;t that they were capable of achieving. His-cofrrespondence '
sugges‘B that he made distinctions betqeen would-bg contribut&rs, o
not only on the basis of what they’had_actualiy‘aehiev;a, but 3
also on that.of the falent he detected in the%r st;ﬁkgles to
express themselves in prosefnd poetry, Thus-there are (in the.

Lehmann -colYection in Texas) humeérous examples of form letters in

which he expresses his "interest" in reading a piegce of ‘work, but

Y

deélinef to publish it because of “the "pressdfe on space® or, -
because the contributors fail to Suite  "bring it off." In
addipion to these letters are.a iarge‘number that make specifie
suggestions on sty}%, technique or diction, One letter that is
typical in this respect involves advice sent to Ed:ard Lowbury

in 1945 . through one 9f Loybury's relatives:
- .

—_—

He has a real poet's sensibility and observation;
bot what 4 don't like is a certain rathér trite king of
fanciful moralizing which he indulges in-«for instdkce
in "Flowers,® Again, intellectually there is of¥en a
rather, disappointing failure to work things to a
significant conclusion; instead of concentrating and
building up his g@eaning, too often, in the long pdems,
he meanders on alldtails offg, I e you won't mind me
saying this 'ra brutal 1 ouldn't if I dida't
feel that he alr g has so much and was so often just

missing excellence,
N

« .

- I
Lehniann alsc employed a number of people to act as readers .
" [
for hii over his years as dn editor. In some instances their
written judgments df individual contributions give an insight

into the kind of bad wrifing that‘Lehmanﬁ;a magazines attracted--~

/ »
-~ A ]

PR
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particularly Pénguin New Writing--and suggest the daily
-
fru'e.t'ration of r“gadi'ng entlless ‘pages of slogpy emotional

outbursts that were never published, On the bottom of three

lettg}s from one contributor are scrawled observations that

become 1ncreasinglyi exasperated and ;:ug*.gest a reader who has been |

driven close to a nervous breakdown: "This poetry is to me like
milk and water, with 3 large praﬁ:rtiovn of water. These poems
are thin colourless and dim,"9/ "I think he is a Iouay poet."10
& e ought to be 3hot¥, I tbink."( Lehmann's own written r‘esponse
is comically controlled in the face of this mounting hysteria°
"‘Tell him I liked the start a lot but somehow felt disappointed
by the rest,n12 N . ’
Not all of Lehmann's corregpondence is as amusing as this.
" In sope cases the letters from young men 1§the forces
communicate the endless boredom, or—- worse, uof bife ip uniform,
Some of his contribu;:ors were reluctant~‘to have their real ‘names
pu?liahed for f‘ea’r of 'rep?:%s.alg from their superiors or mockery
from their c;mpanioné: -‘It was because of these letters, just as
much as it was the result of the published contrfb;:t;ons, that
Lehmann developed his attitude to war:time officials, both
civilian and military, This attitude was reflected in his

growing fear of the cultural enemies at home, the philistines,

’ - '

- \
who, Lehmann sincerely believed, were out to limit artistic .

expression in a post-war world, As an editor he took afpropriate

retaliatory action againsWem in his rorcuorda, critical

*- -

articles<and journalism, At times he appears to have felt

himself to be engaged in a guerilla war of his own on behalf of )
- J R

P
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the arts against Jtheir traditiopal opponents. .
' with the exception of Orphelis, -all of Lehmann's magazines

. o~

wer-e, in part, attempts to t‘Orm a kind of ‘bridge between middle— "

class and working—class readers and wri‘ters‘ One way of doing

this was to search ‘extensively for worthy working-class» .

\ /“
coqtributors; another was to. make the magazines as cheap as’

: possible. - One of the most poignant e!pressions of the material

and imaginative gulf to be’ bridged by this desire for
communication between classes came 4in the form of a gentle rebuke

to Lehmann ‘from one of the working class writers he helped to

promote :

.
b8
-

Now Lehmann; in your circle when you sit down to
write, it is understood immediately \.hat you are
WORKING. People ‘will be thoughtful enough to respect
what you are trying to do, and if a knock comes at the
door you haven't got 8o sweep your material up and hide
it out of sight until after the caller has gone., - You
will probably Na¥e a room of vour own to write in, not

“a crowded plate where each member of the family is
treading on the other's heels,
" o1 was not so lucky. There are seven of us, five
’ growing boys. I could not sit down and write without
S bawling at‘them; they could not talk,- sing, whistle, eor
. _move without shattering me, There was a maddening
" domestic friction and quarreling. The worst feature
was that, when I sat dovf to write I was not WORKING.
I was JUst sitting down.

This letter, written in 1938 came in response to Lehmann's
persistent efforts to get George Garrett to complete the book he
had been struuling*to write, Hore usually, Lehlannts wofking,-

class cbntri‘butérs sought his advice on whether they had enough

talent to pursue a full-time literary career or on the

ap@t/e:'ay to get more of their work published, Thou few

~ . A ]
w 7 4 +
’

-
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that did have sufficient talent were often fortunate enough to
find Lehmann generous with advice and honest about the pitfalls
of a literary Eareer. '

Despite Lehmann's génerally courteous treatment of his
contributors there was always an extremely demanding personality-
veiled'%phind his obvious charm and consideration., His urbanity
was not to be mistaken for a lack of determination, One cannot
read his letters and autobiography without réalizing that Lehmanhn
was perfectly capable of,being hard-headed in business mattérs
and pugnacious in his literary views when the situation required
it. Without these qualities his survival as an editor and
publisher in unfavourable economic conditions would have been
well-nigh impossible. Lehmann's personalify was such a complex

mixture that even a writer as astute as Christopher Isherwood was

mistaken about Lehmann's true nature after their first meeting:

)

Christopher was suspicious of and on guard against this
tall handsome young personage with his pale narrowed
quizzing eyes,-measured voice which might have belonged
to a Foreign Office expert, and extremely becoming,
prematurely gray hair--a hereditary characteristic.
Seated behind his desk, John seemed the incarnation of
authority-iRenevoleht authority, but authority,
nohetheless, '

. Isherwood was apparently uncomfortable when the camera eye was

turned upon himself; 1t is i;qnic tha& Isherwood focused on
Lehmann's personal authority at.the very time when the qreative
side of Lehmann felt constrained or neglected by his editorial
commitments (MG, 248-9).

Lehmann ggins.credibility as a witness when he candidly

acknowledges his own faults and misjudgments in his
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aﬁ;gﬁiography. When he éonsiders himself to have been mistaken
,in his literary views, as he was about many of the Soviet and
Communist contributors to New Writine, he’explaigs the external
pressures that blurred his judgment., His autobiography

frequently provides a double vision-~his rationale for his

decisions at the timg and his assessment of the events, and his

-actions and ch s from, the vantage point of the 1950’s and
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Both the short-term and 10ng~terﬁ achievements' of New

. Hriting are immense. During his period as editor of ﬂgu_nziging,
Jqpn Lehmann was the first to publish some of Isherwood's Berlin

Stories and other masterpieces, such as Orwell's "ShHooting an

Elephant," Piéces like these defy simple categorization; they

t

define his success and act as a measure by which we can judge the
relative failures or the lapses in the overall design.

New Writing was published in eight volumes between 1936 and
1939, and was generally greeted with approval by the critics.
There were, however, exceptions to the favourable reviews it
received, «Some ;eviewers were quick to take offence at the

. political thrust of the early volumes of New Writing. H.A.
~
-Mason's review in Scrutiny, in 1936, levelled the charge that

nearly all of the cqntributors were too political:
™ -
But though there are more than thirty writers who
\ have taken the workers' side, they are all deficient as
, artists. . « . Good prose literature, then, jis as
scarce as ever, But the integrity which has gone into
these campaign documents, representative as they are of
almost every important country in the world, is capable
“of doing a service, but it *s a service which is

primarily social and politiecal,

V.S. Pritchett, however, reviewing the first volume of
New Writine in The Fortnjghtly-in 1936, complimented the

\

-
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cdntributors for the same characteristics H.A, Mason had

condemned :

-

Ncw that the writers are seeing both.the pitfalls as
well as the obligations of having a view about society,
the political movement is beginning to show its
character. It is realistic, it presents the life of
the ordinary man, It is beginning to do, in its own

‘way, something not unlike what Defoe did for English

prose and the novel\in his own period of class

" transition. There is in nearly all these pieces a

refreshing speed and vigour of narrative which are what
the English glovel had lost., The life of the street is
coming back,

One of the most favourable early }eviews of New Writing appeared

in the Iimes Literary Supplement of 30 May, 1936. The anonymous

reviewer focused on what he believed to be a unifying principle

evident in the work of nearly all the contributors:

»~

« « « that, the conception-of an effective brotherhood
born between victims of oppressian, is the constant
element, or the nearest to a constant element, which
gives this miscellany its claims to unity. The
oppression takes various forms--sometimes it is war,
sometimes it is fascism, sometimes the social system,
sometimes human nature or even the hard/earth itself;
but always it is this sense of broader eships
breaking through the hard skull' of ¢ nfining,
destroying individualisms, which is the basic creative
thing, 'a new life bursting through the old. . . .'
Still, whatever the limitation in this case or that,
the impu],se is there,pgiving direction, movement and
force to these stories, manifesting itself as ease and
power of narrative, For in the best of the items
emotional identification--the essence of brotherhood--
is no mere aspiration; the writer himself has
experiencsd it, entering into the lives of his
characters. ~

{ The conclusions to be drawn about New Writing were frequently

- . determined by these kindqgof political convictions as much as by

literary ones. The date of New Writing's publication Jas crucial



»
. 24
\
.

ot B ’

to the form and content of its essg}s, short stories ané poems,
‘These four years saw the temporary'triu;ph of. ravowed Faséist ar
reactionary governmants throughout Europe, together 'with the
continration of mass unemﬁloyment énd %co?omic yardship in
England. New Wrating was shaped by these events.’ . -

Léhmann attempted to articuléte his sense gf universal
brotherﬁb;d-and to combat the possible eclecticism inherent in
sucﬁ a collection of prose, short stories and pﬁems by groupiné
together contributions on similar themes and issues\” This was a
useful way of contrasting British and foreign perceptions,'qng it
also made the univeﬁsalit& of m;ny of the thqus agparenb.‘Iﬁ
addition, it gave the reader a déepened appreciation of the
social problems, when a particu1§¥ issue was explored through a
nUmper of different literary tecﬁniques. These sections~1nc;eased
in’idbortancg as New Wrating progressed froé one volumg to
another; such an editorial organization demonstratzz Lehmarin's
growing sense of purpose and was, bérhgps, indicative of the
wider choice of material available to.Lehmann, A 1ist of some of
these sections speaks for itself: Differént Lives: A Symposium;
Breaking Point; Three Fables; Workers and Fighters; Four Boys
Alone; Earth; Legends and Herogs; Making; Island View; In France;
Spaih, War and Death; A Mirror Up to Néture; Spring Feativals;
Workers All; Russian Pattern.l

One of the distinctive features of ﬂgﬂ_jxjjiﬁg and 1ts
successors was the high quality of writing by many of the foreign

contributors; some, like Sartre and Brecht, contihue to receive
. . A

. . - 7/
the critical respect due to them;’ others, like Andre Chamson and
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Louis Guilloux, have largely been forgotten, unjustly, by a
contemporary British audience, It is élear from Lehmann's\
: autpbiography that he was continually surPrised by the large
number of British and forai;n'contrib;tors who deserved to be
’ bpublished and who might have remained unknown without Néw
: ‘Writing. * What is also apparént is’that there was, a large number
of potential conthibutors who were simply not goqd enough; their
. ' urge to ;ari'te caQne' from a heightened perception of their
- environment which they werg unable to translate éffeet;vely into
eiiher prose or poetry. Although the New Country writers
provided an 1n1tial core and caucus for.the magazine, there was
soon an attempt to publish - people from otheh social groups than,
the one represented by Auden,’ Spender, Isherﬁbod, Upward, and
' o " ' Warner. When Lelimann began publishing.nén_ﬂx;;ing he felt
. ' pimself to be challenging the literary estéblishment, and instead
» found himself embraced by it, Perhaps the final irony of
Lehyann's intent is that, although it was plausible in 19836 to be
anti—faécist ?nd vehemently anti-war, once the significance of»
the Spanish. Civil War had been grasped it became uncomfortable ﬁo

y belreée the t@o positions syndnymous, .

Although the first five volumes of New Writing were devoted

. to imaginative literature; Lehmann began extending his range in
1 i

e new seriés in 1938 by including contributions onxliterari
and contemporary criticism of the arté.\ This eriticism
' ' became an increasing concern as Lehmann éought to understand-and
cater to the éudience New Writing was gaining and creating. One

: Iilff the most significant essays ;s the very judiciodq assessment -

A , .
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that Stéphen Spénder makes of the Audek and Isherwood poetic
dramas, The Dog Beneath the)Skin and The Aaceht of F6. Spender's
essay establishes their importance; while simultaneoésly
refiecting,on the flaws th;t reduce phe impact of thése plays.
It provides an interesting analysis of the competing claims that
art and the urge td re;ch a wider audienée make upon two such

seminal figures as Auden and Isherwood:

The most important of_ these problems--that of finding
an audience-~they have solved better than anyone for a
.generation, They lhave concenfrated-~-quite
Jjustifiablyd-on providing entertainmént; but since they

~ are also creating a form and presenting a view of the
world, o6ne h torealize how many of the probIems of
presentation. they have evaded. The most ofjvious
failure is tﬁe faildre to write satisfactory-endings to
their plays. — 2

The problems identified by Spender in this essay: are
characteristié of poetic dramas which selfaconscibﬁsly try to
have a wide popular appeal.

The ;ctual style of much of New Writing was, in part,
oreated by a similar desire for the magazine tgo be read by a
slightly larger audience than was usual for such a literary
venture. This desire was only partially fulfilled; it found more
justification later, in the pubiicaéion of the much cheaper
Penguin New Writing. Nevertheless, the wish to be more’r;adily
understood formed part of the justification for moving away from
what Cyril Connolly/termed the "mandarin style."5 Lehmann's

‘ .belief, as descriﬁed in his autobiography, was that New Writing
.

should be concerned to publish experiments in "vernacular',"6 and

would be particularly open to realist writipg. In many cases
{
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this urge toward realism produced-a form of writing soon widely
known as "reportage." ThMs was a form enthusiastically created
and embraced/by a ndﬁber of fledgling working-class writers.
Though much early reportage now seems an exercise in grievance
rather than art, its contribution to New Writing cannot be
overestimated. _ugu_ﬂiiiing,provide&_a place where a few aspiring
wriﬁers'of workingaclasé 6rigin could be appreciated.
Unfortqnately, some of these writers disappeared.just when tﬁeir
talent showed sighs of maturation, Others went on to write
autobiographies, novels and colléctions of short stories; without
which British literature of the late thirties and f;rties would
be very much poorer. .New Writing involved a deliberate attempt
to create both an audience and a group of writers dedicated to
describing what it was like to be a member of the working class,
Lehmann's working-class contributors submitted pieces to him
in various ways, They were either introduced to him through,
mutual acquaintances like John Hampson aqq Ralph Fox, or Lehmann
contacted them himself after hq had seen some of their work'in
New Stories or Left Review. Some, like B,L. Coombes, sent their
work to him unsolicited after they had seen or heard of the early
voiumes of ﬂgu_ﬂri;ing. A number of Lehmann's proletarian
contributors weré.involvéd i? the Labour Party or their local
trade unipns. One thing that was characteristic of them all was
that they were short of money:
Sometimes the write{ was on the dole: this provided
more time all right, but made the purchase of even such

minor instruments of the trade as notebooks and pens an
almost impossible extravagance, I tried to devise all

S
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kinds of stratagems to get round the difficulties when
I believed that the writer really had 'got something!';
but I had not the means at my disposal to do more than
occasionally produce a tiny allowance, as advance on
remdotely envisaged fee, for a limited number of weeks.

When he returned to the Hoga;th Press in 1938 Lehmann was im a
stronger position to help hi§ contributors with advicé‘and aid on
publishing. : ¢

One of L;hmann's major worries about his workihg-class
contributors was that they apparently lacked the time to bring
their reportage and stories to a significant conclusion. 1In
addition, they often relied on cliché%. Lehmann described his
reservations quite "bluntly in a letter to Gordon Jeffery, a

dockyard worker, in 1937:

‘The two stories which interest me most are GOOD MONEY
and CORONATION DAY, though I recognize that the long
story JIMMIE AND THE CAPTAIN'S DAUGHTER is a very
courageous attempt, The others seem to me, if I may,
say $o, to faill because they aren't quite ¢reated;
there is often a moral in them, and a sound moral, but
it hasn't been really brought alive, or has been
deadened by a rather conventional hangling.or phrasing.
I think you will improve on gll this.

. s
None of these stories was ever published by Lehmann., Gordagn

Jeffery's letters suggest that he spent most of his time working
for the Communist Party, Lehmann's foreign contributors were
often recruited through his eontact with various anti-fascist
organizations1in Europe. His work at the Hogarth Press,
particularly on New Signatures and Ngx_ﬂnun;zi, in addition to
his school and university friendships, had glready put him in

contact with such writers as Isherwood, Auden, Spender and

Orwell, who in turn introduced him to many other writers,

L3
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‘ rOn.e of the first Qays in which ﬂgn_ﬂxi&jng examined the
coﬂaition of the working class was in its publication of stories
which explored the experience of work itself. A few of these
stories concernad themselveé ironically or satirically with
middle-class occupations, in which phe self-conscious protagonist
considers his or her work in relation to its value for society,
More usually, the stories dealt with the skark aﬁd bitter
experiences of the proletarian at;d his job ,1n the workplace, The
most common themes that eme}ge are the physical hardshiips and
monotony of the job (these often‘leadihg to accidents) and; most
persistently, the oppresgion of the worker by foreman or boss, 4
Charles Harte's "Blackleg" (N.H., I, 1936) is a story that
manifests many of the difficulties encountered by middle-class )
writers describing proletarian experiences. The central
character's lack of politiéal and social ity is very similar
to that of the students from Cambridge and Qxford who gleefully
volugteened their services ir Fhe General Strike of 1926, During
the course of his "blackleg" career in Coleraine, he beg;ns to -
nogice things fhat bother his conscience and apparently'
contradict what he has -been tolﬁ bf'the railway management.
Unfortunatély, the Story reads too muth Jike a political tract
where the 'ending and the motral of tﬁe séory are never in doubt,
It falls somewhere between‘a ﬁiéce of reportage, thinly disguised
as a human-interest story, and a political confessional which
asserts that "while there is a lower class, I am in it" (p. 54).
Despite his theoéetical resolve, ihe yodhg:man remains- excluged

f}om the working class he would'llke to champion, while the
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writer only sucgceeds in conveying .the awkwardness of'his own

privilequ poqition.

The relationship between the middle-class reforme} and the

society he hopes to change gradually is suggested through a

particularly cruel attaclemon the main character in Cecil Day

Lewis's "Tinker” (N.MWa 3, 1937).

medium of poetry and, through the prose introspection of his

protagonist, James Hazell, disﬁrrbs the aura of sanctity that

Iinéers around liberalism. Hazell is a newspaper editor of the

fictitious, provincial Berringham Evening World who appears, ‘at

.,

first, to be a model of fair-mindedness and humanity, both in

relation to his staff and to the society it i3 his business to

ihform:

1

i - -

e

He was invarjiably patient and considerate with them;

and if one proved irretrievably incompetent, he-was ’

shot out with a minimum of fuss, Moreover, his
preoccupied, slightly austere manner was occasionally
relieved by little bursts of boyishness--unpremeditated
confidences, witticisms, preposterous anecdotes, which
by adding popularity  to respect.and homeliness to
auth%;ity, would soon rendeér him a myth in the- offiee
(p.178)

-~

Hazell's self-identification as a jolly liberal Qatgrnalist is

rudely shaken by the author's increasing identification of him

with the family cat Tinker,‘whONis neutered at the end of the’

story. Such an identification Efminds the reader of the peculiar

bitterness with which those like Day Lewis initially attacked

t*heir middle-class peers for refusing to accept the logic of

Marxism, which asserted that liberalism was an emasculated creed.

The predominant sense that the reader obtains is the hectoring

N

Day Lewis abandons his usual

- R
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. ahd éropﬁgandistic iateniion “of Day Lewis ‘himself. Tinker is all
‘too obviously placed’in the story to-make a pof¥mical point; his
presence is too obtrusive. nerhaps what is most disturbing is

h Day Lewis's refusal to reaognize any virtues in liberalism, since

“he believed it to be a sham by “Whidh the proletariat is deprived
of equal opportunity to fulf&l itself; . /) ‘

In ‘these.early stories -by Harte and Day Lewis, as in Beatrix
Lehmann's "The Two—!‘housand ~-Ppund Raspberry' (NaMa, 5, 1938),
what 14 attempted is’a description of a common ground or a common
grievance which the mi&dle—c.lapg‘writers/workers can share with
thefr_workipg-cltas;s Bc}untei‘parts‘f From their diffferent
perspectives and styleédfhey all share a direct interest in thi
fate of the-individual) when that individual is faced with
evidence contrary to what the central characters have been l&d to
believe by their ,'55uperiors." They eiplore the dilemma of t.h.e
sensitive mid'c_ile-clasa, gui;ty about the way things are, but
eim{;blivious to, ot af'raind of,_more.'equal‘ ways of ordering
society, None of the protagonists in these stories auffgfs

.;rreparabily as a result of his experi;nces, and in a purely

physical sense, they are proteated from the worst effects o
working under intolerable conditions, Their euotional and nen&
suﬁf'éring, though, is immerrse. Most of the early proletarian

" writers i.n Mﬂm, on the other hand, are far more concerned

with the physicalrealities of the work experience,

Lehmann was partieulnrly‘roud to discover the working-class

Writer B, L. Coombes. His three contributidns to New Writing are ¥

!

. directly concerned with the continuous squalor and danger of

- (
,, ‘ Y

A

i
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working dewn a miné, Neither #The Flame" (MN.W., 3, 1937) nor
"Machine Man# (M.M., 5, 1938) now sustain the reader's interest,

Their central characters are flat and dxist as 1ittle more than

i
peoBle to whom things happen; there: is oilly a theoretical rather

" than personal involvement between the reader and thése passive

objects of pity. The main strengths of these stories are in the

reportagé of physical conditions, In this sense, they are

") " .
sSimilar to Orwell's "Down the Mine,"™ in The Road %o Wigan Pier,
published in 1937, which substitui‘:es ‘romant.ic'k}éro-worship for

. character ’obse'rvation‘ This level of dour competence is easily

/«k(\

surpassed by Coombes' third contribution "Twenty Tons of Coal"
(MLX¥., n.s:, 3, 1939). ,

Throughout "Twenty Tons of Coal"™ the narrator shifts tenses
in an effort to recapitulate the events and their significance.
The narrator mopes .about his home, while in a state of shoek, and
tries to decide what to say at the inquest into a friend's death;
when he rehearses the story of the disaster in the mine, he
adopts th'e present tense, as if he were still experiencing the
disastetr over again. Only slowly does the-nature of the dilemma

emerge; at first there are simply hints of misunderstanding

likely to occur at the inquest: "They will listen to me in the

~r

brightness‘lof daylight and in the safety ‘of ordinary life; gnd
they’will think that they hnderstand" (p. 161). The actions in °~
the stor‘y' také. place not only out of daylight: but in a
metaphysical darkness as well as an actual one; down the mine the
cbdes of behaviour and the expectations of the men are entirely
different, His dilgmma is that if he tells the truth and indicts
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. physicaf conditions of labour and the econemic factors that
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the hieranchicalustrudture and the authority figures responsible °
for his friend'a\ﬁeath, he will lose the insurance mondy/for his
friend's widow, The insurance combany Q111 pay out foﬁ an
"accidental" death, but will not pay forbono'caused'by‘thg
company's negligence, | S A
Coombes successfully relles far mare on dialoéuo'and

character introspection in "Twenty Tons of Coal" than he does in

"The Flame" or ."Machine Man." The connections between the

determine them are consequently made eiplipitl Once this has
been recognized, the nature of the human tragedy emerges
forcefully from the rubble, ' The"new deep" is a nightmarish
worid,nwhere stmple soiutions cannot be applied; consequently,
the narratar remains paralysed by indecision. The mﬁners show
solidarity with each athnr when they turn their backs on the
authority figpre,,thé fireman, and refuseﬁto clear up the rock
fall, preferring instead to carry the dead miner's body to.the
surface, It is only through a strengthening of. this bOnd that’
the situation down the mine can ever oe improved; only ih times
of extreme anger or danger do the miners resist. such authority
figures. [The human element in the story stays at the forefront
throughoﬁt, the actions of the -characters are not those of
political automata or flat and passive sufferers, but dJf complex-
and cdﬁfuseq individuals, This is not always the case in
contributions to New Writing.' . - | \ |

Coombes i3 a good example of a working-class writer whose

urge to write was provoked by the conditions he experienced

v

~
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daily. He frequently turned o Lehmann for advice on how he
should best pursue a literary\career and appéars to have deeply .
appreciated the assistance Lehmann gave him. ﬁe wrote -to Lehmann

{

tn 1936: | ’ ' '

I specialize in Short stories and plays of the working
class because I believe that the only true drama is
found in their sufferings and struggles ., . . Please
-ac t the sincere thanks of a writer who hopes that
there may be a brighter future for workers and that h
may have some little share in helping toward that end,

\ -
Above all, éoombes seems Lo have been moved by the genuine

comradeshfp of the miners and-exasperated by the wrongfui qée of
Aauthorfty wh}ch made théfrJli!e more periloué than was
necessary. B “ &

The risks and 00nsequ?ﬁ7gﬁto workers' challenging an
illegitimate authority are the ;ubject of Leslie Halward's "B?qs”
(N.H., 2, 1?36) and John Somm@rfield's "A Perggnal %?tter" (NJL;
n.s; 1,‘1938). In ﬁoth these\stories petty tyrants are
donfronted, with differing Hfsults. There 1s a clear sense that
the long~term results\of such‘ﬁrotest are negiigible, but that in
the short term such resistance is psychologica%ly necessary to
the VidtimS\bf oppressiop. Hélward'g>"The Boss" explores the
vulnerability of the vietim and the incomprehension of the

employer. Joe, the master plasterer, is concerned with

eliminatiné the waste of materials, and despite his subsequent .

,.’ actions manages to remain likable to the reader, During the d'ay,~

his irritation with both his‘laﬁourer and apprentice grows
because df their inexperience and inefficiency, After a visit to

A
o

7”
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the pub, he bec6mes insulting and bullying to the poinp where the
apprentice, who can stanqyit no longgrﬁ é%fis him a "bloody
bleedin' big swine™ (p. 37). Neither the victims nor the
perpetratqrs of this kind &f oppression have the ability 20
arficulate what is happening. he use of colloquial and
vernacular language is perfectly adjusted to the characters!
feelings, when their ability e cope is strained to the limit.
‘The manneér in which Joe and his emplayees repeat themselves in
conversation reflects the way people naturally talk when excited
and under pressure, Their partial rebellion against his tyranny

can only be seen by Joe as a joke, since any recognition of his

dinjustice to them would be likely to force him to question the

-whole*superstructure of which he is but one small part. To the

victims come ohlg unemployment and almost certain misery.

John Sommerfield's "A Personal Matter" identifies, more
fully than Halwa}d's story, the complex chain of command which
pro;ects the real exploiters and possessors of wealth from direct
confrontation with’the many they have ignored. The inequality of
wealth is symbolized in the apparently fruitless piéasdre of rich
Americans, on board a liner where the dishwashérs work and make
the{r pleasure possible, Sommerfield clearly considers the
violent éhysical attatk~b§ dishwashers on their 1mm;diate boss as
a mistake, but it is a natural mistake. It represents a stage.
they must go through until th;y make the final logic?i cénnection
;hd.begin to agitate against the system as a whole, ‘His ironic

title demonstrates his final judgment on the action, "Boss"

confines itself to verbal protest, while "A Personal Matter™

#

)
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cpnsidgrs thg wrong use of violence to make an ineffectize
protest, The first is an exercise in realism in which the main
action’of the story is resolved in dialogue, the second is more
descriptive of the actual conditions of work but ultimately less
salisfying as a story. .

‘The p;oblem of distinguiéhing necessary‘(é:: from
monotonous, unappreciated and'déngérous work is a constant theme
in the contributions ;o New Writing. G. F. Green's '"The Recruit®
(MW, 3, 1937) is a powerful exploration of the way in which one
character's separation from his community and his experience of
poverty lead hiﬁ to enlist in fhe army. In tné context of the
story it is clear that the writer considers this a withdrawal
from meaningful life. The dialogue, in Derbyshire dialect,
skilfully iécorporates the shifts'oﬁ’tiﬁe in the narrative, and
the st}ange sense ,of alienation and hallucination in the victim,
Fred, is recreatgd vividly. An air of apathy and boredom dogs
Fred as he refuW’ses to join his companions in throwing stones at
tin cans, in drinking or playing billiards. ﬁhile his companions
are also ﬁnemployed they find fchternity in these events and ﬁ;e

able to laugh at the rééruiting"boster; Fred's monotonous,

friendless life leads him inexorably to the recruiting office:

-

He looked ahead, he did not think, he walked steadily
for the tops It was grey in the unadopted roads, the
brick roads and the yards emptied even of kids. He
heard the clanking at the works, and then, near him,
the chink of chiseéls on brick. He stopped and saw them
[the workers] on the scaffolds (p. 150).

A

The workers in the yard represgnt one version of a creative life,

in ¢ontrast to Fred's own sterile sense of himself. The urban
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landscape reflects Fred's'view of himself, "u‘nadqp“ted" and
"emptied.” I;x an attempt to create significa.ngﬂe for himself,
Fred has exchanged one sense of pointlessness for another. The
heat,Awh‘,tch is maintained throughout the‘story as an image of the
stifling and claustrophobic nature of Fred's existence, rea\c;hes
boiling point when a youth seizes Fred's cap and throws mud at
his um‘orm. Fred cha;:es, traps and kills the besmiicher of his
new uniform and role in a dream#like sequence -which successfully
avoids the-danger of melodrama,_ Green carefully juxtap'oseQ\Fred
with his contemporaries by changing scenes betwe‘gn.‘the works, the
unemployment office and ;.he pub, and by breaking up any clearly
defined time-scheme within the short .story. This admirably
captures the sense of emotional and mental dislocation he is
trying to convey, and lures the reader into involvement with

Fred's hallucinatory state. Despites the similarity of the themes

and environment of Green's story to those in works by other

proletarian writers, he succeeds'where many of-th® proletarian’
-

writers failed in creating believable characters and in using
dialect to startling effect,
Many of the stories from New Writing glready discussed

cpncent\rate on the response of a few individuals to the work

_ experience, Usually these individuals are alienated from each

other, either by their superior spate of /consciousness, or 5y the
extremity of their sufferings. - In such stories as Willy
Goldman's "Down at Mendels™ (N.W., 5, 1938) and George Garrett's

. "Fishmeal™ (N.W. 2, 1936) there is a conscious effort to offer

the virtues of communal action. In Goldman's "Down at Mendels®

a
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this takes the form of a unien strike, approved of by the writer.

Yet this particular story latks the human compassion _eof some of\

Goldman's other. work, concern_ed as it is with organizing®

‘ ‘ ' .
bitterness-and mass protest. James Hanley is far more successful

in presenting men in a state of crisis and describing the
instinctual group loyalty that emergées from this. "Seven Men®
(NaWeo 5, 1938) draﬂatictﬁly recreates a shipwréek caused by the
foolish hickering of ficers who abrogate all responsibility, while

the men make a heroic and unsuccessful attempt to preserve each
)
other. They'try to keep each other afloat as the water rises
around theém:
‘ »
"Wer Good,' [sic] Olseh said. 'Us hang on, yes. We
wait. We watch for light., Listen hard for sometin!']
tink of homes, missuses, yes.' He sm’iled but they
could not see it. 'We keep togedder. Soon everytin®
all right. Tink of rodding 'cept dat.' He caught
Spence under*his arm and raised him a little higher.
He caught Kelly under the other arm. He hung on to
them! (p.230). .o

E] ¢

S

This kind of hanging on together is very different from
exhortations to industrial struggle orf class war, and was to bé
repeated with variations throughout the Second World War
literature. Hanley is able to reveal genuine human emotion far
more forcefully than either Goldman or Garrett ;s able to do{
since, unlike Garrett, he does not rely on a forced symbolism -

reminiscent of that in Conrad's’ The Nigger of the Narcissus to

achieva his effect.

The contributions to New Writing which primarily concern

themselves with the workplace are, with a few exceptions,

4

An
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Humourless and often bitter., They all assert that the
proletarian must choose between individUa} stoiéism, individual
revolt either verbal.or vialent, or worker so{idarity and7mass
resistanqe to unacceptable conditions, Many of tﬁese attitudes
carrylover into tke numerous stories in New Writing which examine
the Eélationship between poverty, home and\unemploymenf. In the
domestic situation the individual is not onl’?responsible to
himself, but is forced to examine his economic plight in relation
to his dependents,
Oné reeurring theme in such Stories is hunger., Often-the
writers dwell ‘on the harsh physicél suffering ;ndured by those
who a;éxunemployed ;6d starging-and the expedients they adopt to
.cope with it. George Garrett's "The First Hunger March" (M. W.,
3, 1937) 4is a description of -an historical event and of the
experiencé and knowle&ge gained by those who took part in it,
This marfh, which was organized in the winter of 1922,
demonstrated tHat the members of the working class were quite
capable of turning themselves inte an efﬁicient army of protest,
The problem for most, however, was that no permanent efﬁgctive
organizatién existed in the mid-19§06, and that hunger was
something the.ind}vidual confronted and experiented in isolation
or in the‘atmospﬁere of mhtﬁal domestic recrimination, ‘
John gampson's "Good Food" (N.W,, 1, 1936) and Lionel
Davidsen's "The-Principle of the Thing™ (N.W., n.s., 3, 1939) are

two stories which attack middle-class incomprehension of

/ .
starvation reflgcted in popular cliches. In the first the belief

that starving people eat likée ‘wolves is rendered ludicrous by a .

“ -
»
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graphic description of the vicious pains the narrator suffers
from eating quickly on an empty stomach. The second story

directly places the reader in the position of the vietim by the
¥

L

use of the second person: ™ou are standing in front of a bgker's
shop, looking in at the window. There is a lovely smell of bread
that makes your eyes water" (p. 198). When the hungry
protagonist stebls a loaf and is arrested because of "the

prineiple of the thing," the exhaustion and fatalism of this
»
action are contrasted bitterly with the work ethic in a nation of

unemployed,

The same thought, smug, disciplined, unimaginative,
that keeps a dog to his regular meals--no tit-bits;
that tells a tramp to find a job--MPThere's always a job
if you want to work." The same monstrous hypocrisy;
the same smug catechism and words of advice beneath the
languorous blonde head as would come from any sharp-
tongued harridan (p.199).

This story, despite engaging the reader in the centrai role, has
all of the defects of a plot derived from a single issue and a
tendepcy to be didactic, )

Further extensions of this cruel circle of poverty dre
explored in Desmohd ClarkeH;'Hunger“(ALl; n.s., 2, 1939) and
Gore Graham's "Pigeon Bill" (M.W., 1, 1936). In "Hunger" the
pntige family is worn out in a perpetual st;uggle to find enough
to subsist on. -~ The wife is left at home t& cope with the
cirildren, while the husband seeks consolation for lost employment
by cadging occasional drinks from his few eﬁbloyed friends,
Cﬁildren are no'%onger a source of pleéﬁuqf,,kut rather an

- . L
additional misery. In her joutrpey to the quayside the wife

- . . »
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observes the derelict factories and deliberately avoids a child's

funeral, which the narrator describé; obliquely as a procession. -

As the images of decay, dullness and lifelessness proliferate,
the final 3Scene of the women waiting by the harbour fqr the
trawlers to return with fish provides an explanation for the
bréékdown and destruction of a community, at least from a
financier's point of view. No fish4will be brought back by the
hoatsubeCauseb as the clerk explains, "No good bfinéing em [sic]
in . . . No mark;t for them -, . . Have to pitch em‘back" (p.
155): Hunger is simply an unfortunate by-product of the laws of
- supply and demand, when these "laws" do not take humaq need into
consideration, Clarke's "Hunger" allows the comhunal bréakdown
and fractured families to emerge_frbm tire story yithout
irrita;ing intervention by omniscient ﬁarrators"esenting
recérds of unemployment stgtistics. “It is one of the finer
aéhievements of its kind in New Writing.

# similar .kind of bitter protest is embodied in Gore
Graham's "Pigeon Bill. ™ Bill's job in an iron foundry 1is
described in detail, but his home life and its consequences foqﬂ
the centre of the story. The notion that, if working class
people do not possess material security, they at least possess a
genuine sense of community is a shibboleth quickly disposed of by
fhe writer: . ,/

Living in such conditions the peopl'e had no civic

commyunity and at the same time no privacy. Theé homes

of these Englishmen were not castles; not castles when
conversation could be heard through the¢ walls, when you

" couldn't go down to the yard to the closet without

, being seen by scores of eyesa Neighbourliness?
Communal feelings in such circumsbgnces? Impossible,

’
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There was néthing but prying, spying, gossiping “and

irritating inability to do anything but tread on each
other's toes . . . (p. 149),

A 1]

Unfortunately, too much of the story is self-conscious rhetoric
of this kind. Bill is described by Joe, the local commhn;st, as
an ideal proletarian because of his natural "class=
consciousness"; he has no wish to\improvq%ﬂis position, he
dislikes his employers, and regards foremen as workers who have
deserted their ma!es. It is unclear from the story if Bill's
decision to go home, during a communist's speech in the ﬁarket
place of the town, is-an attack against the aloofness and
spuriousness of the party of the masses. The death oé Bill's
permanently ailing child and his inability to persuade a doctor
to make a visit before it is teo ‘{af.e form the background for
Bill's vicious outburst of ghatred, which he directs at the
supercilious doctor. When Bill goes ontQ the roof to feed his
pigeons--the only interest‘and consolation of his life--there is
a confusing and inadppropriate description: "And this silvery
chimney, st;nding as it did, amidst a host of buildings with
slated roofs jumbled together in an assortment of squares ade
angles~-likewise suffuéed with‘the grey moonlight--seemed like
som; landmark in a cubist pattern” {(p, 158). The epiphany is
imposed from the outside and has neither relevance to the
consciousness of Bill, nor any organic connection with the
rea}istic detail that has accumulated throughout the story. Such

are the dangers in'ysing stock characters to make wide claims for

® a particuiar vision of the urban landscape., -

-

In more modest pieces of reportage this kind of
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consciousness is avolded_by allowihg the worker to speak for
himself, James Stern's "A Stranger Among Miners® (N.W., 3, 1937)
dQEUments the extent~of human-shffering! through deéai;ed
descriptions of the condit;ons in the mine, through desceriptions
of the air of listless resignation ho;ering around the ﬁﬁemployed
men in the town square, and through_the, interview Qith’Bill
Davies, an unemployed miner. After describiné the overeréwding
and the diet of Bill Davies' family, Stern shows the redundant
miner to be pleasant and stoic, rather than ill-natured: "'But we
mustn't grumble, we mustn't,' his father goes on., 'We ain't
iivin~in a slum l1ike some o6'those poor folk round ‘ere ye know-=-
and that's somethin to be thankful for. And thank Gawd we only
gbt four kids, noé eight or nine, eh, May?'™ (p.8). pespite
having been unemployed for éen years, and liviné on g diet of
tea, bread, margarine and conqensgd milk, Bill Ddvies seems

grateful for what he.has; he retains his‘pride and a certain

dignity. He refers to those working in the squalLd“and dangerous

conditions of the mine as the "lucky ones™ and his owrfrelative
contentment in contrast to those people mentioned in the "slums"
'suggests cqﬁsiderable poverty and'suf ring. Thisﬂkind of
reportage deBcribes conditions; it is direct and unpretentious.
For many of the short story writers in Ngn_ﬂ:jiing, to
present the world as 1t is, without either sentimentalization or
excessive sordidness, requiges a great deal of artistic self-

restraint. Willy Goldman, an East-End Londoner and a Jewish

writer, was deeply aware of his surrounding poverty; he was also

aware of racial as well as class and economic sﬁbJection, and*

} 3
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this awareness feeds into a.story like "A Start in LiYe" (N.M.,
2, 1936), He does not fall into the trap of rejecting all Je&igh

. traditions as if* they were irrelevant; neither does’ he deny that

there are distinctive and often récprriﬁg cultural traits. Hhaﬂ,.,,

he does, in this story, is to”show how one form of cultdfal
tradition‘can.bg as opp(esqive~asvthe su;}ounding poverty. .He
creates a patriarchal Jewish figure'hhb is totally inflexible and
whose conduct towards his\children is no%.governed by love! but
rather by a false sense of racial pride. These actions

exacerbate an impossible economic position. Many of Goldmanis

short stories are precursors of the storiés by Saul Bellow and

Mordecai Richler, All three writers, ironically, run the risk of
being accused of anti-Semitism, when they are simply using Jewish
characters to make wider claims about humanity. Lehmann was,

consistehti& encouraging to Goldman and actively sought his

contributions:

* .

There is practically 'nobody in England whe can write of

. English, of Londom proletarian life, and I.want you to
do it, I want stories which show a broader canvas than
either .of the short things you have recently sent me.
Social conflicts, workshops, factories, strikes, doecks,
all these things you know so well and other writers
don't--make the masiolife of the East End fill even
your shorter stories. \ . )

This plea sounds very much like a shopping 1ist of proletarian
16auéés; in his later correspondence Lehmann was far more war; of
asking his contributors to produce short stories on specific
issues,

Goldman's Jewish tharacters often make matters worse for

» #
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themaelves; in this way they are not alone. Many of the,

contributions to ﬂgum ref‘lect. the bor'edq;n and sporadic
‘violence of youths whose tdaa of a good night out is limited to a
fiim, 'a pick up, a night of -drinking and an unprovoked fight
eit:ﬁer on a street corner or when they r'et.urn"nome. In such
stories as Tom Burns' "Street Corner® (N.Way nes., 1, 1938), H.A.
Carter's "Saturday Night® (M.W., n.s., 2, 1939) and Walter
Allen'.s "You Hit Me" (N.W., n.s., 3, 1939) the adolescent
protagonists are usually unsym;iathetic puts who take gout t.heir
social and’ ecorjomic -‘frustrations on inappropriate victims., Such
. \

contributions as‘\these are usually written to document a cultural
' milieu rather than ta tell a story fon:, its own sake., There are
exéeptions,“ though, as when the narrator of "Street Corner"
begins to questi'on the wisdom of his actions:

There was a cinematic stillness in their minds, and
- there, too, was a feeling of staleness., They were all
coming to feel that this meeting at the corner week
after week was, too much the s'ame ¢ oo Ever{b&::g you
did in those days, though, was different from at it
was the day before, and everything was just what you
had lived for in all the years at school, But now,
when you got to be eighteen, all those things were
still all you could do with the growd, but there were
other feelings growing and makN all what you did
really the same,.. . . it was something grown up and
looking for feelings beyond -itself” (p.69).
This.painful groping after illumination by an omniscient narrator
makes this a far more satisfying study of the development from
‘adolescence into manhood than the more mundane and mechanical
‘observations 'of/";a:.urday Night" and *"You Hit Me,” It also
suggests shat at least some of the victims of poverty and

unemplpyment have a measure of choice about how they cope with

s
v
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their environment. Leslie Halward's "No Use Blaming Him" (N.K.,

n.s., 2, 1939) poses a similar question about individual

rESpOnaibility in its presentation of a central charactér, Alan,

-an unemployed layabout who enjoys manipulating the pity of

o%hers. The effectiveness of this examination is enhanced by

.Halward's ironic t;eaém;nt, which withholds direct moral

judgment, but-allows the reader to come to his oﬁn conclusions,

- as thé gradual evasions and insincerities of Alan are pieced

together., Many of the best working-class contributors to New

Hriting avoided-the sentimentalization implicit in much of their

material bx acknowledging and ccgating charactérs like Alan,

{ The. publication of Walter Greenwood's Love=-0n The Dole in

¢ 1883 provided a startig;\ﬁpinb for some of the c;nifibutions to
New Writing. Many of these concern themselves with the complex

lnter-relationsbips which.exist between love, full employment,

‘;;d social and political attitudes. J. Brian Harvey's "M;eting‘

‘in a Valley" (N.W., 4, 1937) and Leslie Halward's "Arch

Anderson” (N.W,, 4, 1937) are amongst the best realist stories.
"Lehmann was to publish in New MWriting., . The prose of "Meeting

in = V;lley“ occasionally deméﬁstr#ies the Iilting cadencey

, repetition, and congrol of rhythm which is frequently asqociated

with a psét like Dylan Thomas, and which seems entirely

app?opriate to a description of the Welsh setting where the

action takes place:

Ry

5 The street was a long one, running along the side of
the hill,. the 'mountain' they ¢alled it in the
neighbouring town, Rough streets and houses climbed up
thq hill one siﬁf, down it on the other towards the

-
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valley where the mines were: puffs of smoke and the
grinding of wheels down there in the valley where the
mines were: and the thoughts of the village and the
neighbouring town, the thoughts of the wives and
children and the husbands who were out of work, these
thoughts there, down in the valley where the mines were
(p.142).,

The description emphasizes the difficulties which the non-Welsh
outsider faces in trying to penetrate the 8ensibility of the
Welsh, and in relating his experience to the wider international
working-class struggle, It is precisely this problem that
confronts Shirley, the student and self-conscious petit-bourgeois
communist, whose readings in theories of surplus value scarcely

prépare him for the realities of life which he sees Evan, the

'a

unemployed miner, undergoing. To ShiEley, Souch Wales is "the
unexpected bride, cold, conception difficult," (p.143), and it is
not long before this image becomes attached to the main woman in
the story, Evan's girlfriend, May.i Shirley see?/May's sexual

abstinehce as a convention of bourgeois love; May sees it as an
economic necessity givem Evan's unemployment and poor prespects,

Throughout thé story Shirley's proclivity foF turning human

" problems into political slogans is treated with aocol detachment

L)
3

¥ . §
by the narrdator, who understands the connectioﬁ between love and

security in a way that an ideologue like Shirley cannot.
The "lové affair" between Evan and May stays tauntingly

[

Unconsummated 'in "Meeting ina V.':llley'h this is not the case, in

"Arch ‘Anderson.”. Here the birth, development and destruction of '

v

" love and hppe for a young-working olass couple, Arch and Lil, are

-
presented as an inevitable occurrence. The sﬁory'neyer loses

sight’ oﬁ the hugqn e;perience,for a moment, and it never paases a

bl
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politir’:.al remark or overt J{Jdgment, and )'fet the story captures a
mood of social oppression rarely equalled fn “,ohher contributions
ta New Writing. .The language of Arch's courtship of Lil is never
high-blown and romantic, but it is péf'fectly adapted '\ the
setting of the urban Midlands and the characterss Their
conversations are frequently bandl and {mcommunicative, in one

sense, and yet they establish a mﬁtual need' and ~clependencge;

conversation hand;\ed in this way can frequently be redolent of
nmeaning, |vs Harold Pinter has more recently demonstrated, Ip one
représentative exéhange théir relationship moves from a casual

basis to the possibility of commitment to each other:

'What's the matter with you?' she asked.
. He shrugged his shoulders. '
'You Sound Ted up,' she said.
He said nothing.
*You could have gone and had a drink,! she said. 'I
shouldn't have minded'
'] ain't worrying, about that,' he said.
‘What are you worrying about then?'
' *Nothing,' he sadid. ;
'Well, I shall have to go in,' said Lil.
'Doing anything tomorrow night?!
'Sunday? No, nothing special.!
'See you to-morrow night, then,'
A1) right,' said Lil (p.133).

\

The tr:an.sition of Arch from ?':lfree agent to part o(Ja cc;uple is
" handled with delicacy and unforced naturalness. Despite their
lack of material possessions and the meagre start to thetr
max;ried life, they are described as h.appy:

“Arch's fall from bliss results from an uncharacter?;.stic bout
of drinking, during which his nfriends® i:nsinuate that his wife

is being unfaithful with the milkman, After he has assaulted the
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milkman he is sent to prison; on his release the weight of public
supposition, rumour and gossip combines to make it impossiblé‘for\
him ever to regain a permanent job, The final twist to the-
story, which gives an added sense of poigﬁ;ncy ;nd a
psychological insight into the mind of an innocent victim,‘is
Halward's account of Lil: "She never reproached him for anything, -
for it seemed to her that, somehow or other, she was to blame"
(p. 141). Arch's sharp and undeserved decline in fortune
illustrates the precarious respectability and happiness of the
working class, The emwironment is presented carefully without
melodrama or falsification, as the world symbolized by Arch's
allotment rapidly changes into a world of unemployment and loss
of self-respect. Both Arch and Lil.are not flat characters, but
are feeling individuals able to arouse the reader's compassion;
this is primarily because Halward uses dialogue so effectively in
creating character, and the dialogue®s realism in no way inhibits
the writer's imagination or the universal application ‘of the

values explored. The destruction of Arch's fragile world is a

fierce revelation of the mating between individual misfortune and

social injustice. ’ '
Willy Goldman's ®A Youthful Idyll" (N,W., n.S., 3, 1939) is

a story that achiewes$ a similar intensity of vision to tpat of

"Arch Anderson,™ Both Stories use a love affair to promote. a

wider understanding of the destructive tendencies implicit ih-

poverty and unemployment. Significantly, it do6és not concern

, itself with the "issues™ Lehmann requested in his earlier letter

to Goldmans The narrator, a shy and serious Jewish boy, opens
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the story v}ith a description of and attaclky upon the middle-class

of ficials of the working girlsf club in the East End of London,

who lecture to adoles‘cents on "the better life" whfle ignoring
their lack of decent food and good homes. These ’off‘icials never
s;ze the tiny r:oom which the narrator"s girl friend Minka, the
consumptive, must share with her mother, a room which worsens her
illness and depresses her spirits--this in addition to the
drtfnkqn woman downstairs who abu'ses the Jews. The narrator's
v:memployme\nt and lack of money make him a helpless witnp’ss of
Minka;'s deteriorating health; he has nothing to offer to prévent
her from returning to’ the sanatorium. Although the sufferers in
this story are Jews, and the Gentiles are prese.pted as alien

beings, the.adolescent perception of loss, h‘opelessﬂness and

poverty becomes an epiphany/.zhich is éxtended torall Suft"erj'ng
humanity, '

4 -~

N Ld

. The search for satisfactq-y love is a constant theme in many
short stories in New “Writing. Its \fru§tration becomes symbolic
of the deeper cultural, social .and economic malaise whi(ch
inhibits its attair{ment. In Clifford Dyme;ﬂ;'s' "The epartu-re"
(N.W. 3, 1937) love creates a temporary state of hetoism in a
Jjaded auctioneer, who persuades his employerts wife to‘run away
with him, But love is a feeling'alien to the life the auctioneer
has experiencéd in the marléetplace. He has spent his life
selling shoddy mer‘chandise and cailing it a "bargain"., As he
leaves the city on the train with the woman, he begins to worry
sbout what kind of bargain his life has brought him, since he is

all too familiar with how rhetoric can make people abandon common

' Y
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sense, He is’deeply‘perturbed that this "love" pay beé another

kind of rhetoric. The auctioneér is left dangling at the end of

theé story, his ebullience and passion Eave drained away, leaving®

only fear, As the fields rush past the*éraiq window, the
likelihood of the auctioneer escaping from his shallow and
chameleon-like personality recedes. . ‘\ ‘.’ .

In many respects the. attainment of love depends upon
successfully escaping from the opPressive material'conditions
whiQh_surround‘maﬁy of theiprotagonists in, the stories in New
ﬂxj&jng The need fon privacy’ and a placé to go is the
continuous problem of the working-class couple in F.L. Green's
"The Gallery Shuts ab Ten™" (ﬂ;ﬂ; n.s., 3, 1939). They are
unéble to do-more than chhange a brief kiss in the passageway of

the kicé's home, since her parents become hostile to the

L)

.relationship once the young mah loses his job. To escape fron

1
resentment and clauétrophobia, they walk the streets unable ‘to’

kY

: ¢
speak to each other, because talk about the future only

emphtasizes its bleakness, Excluded from the cinema, whichjis

full, and the‘chu?chyard, which is locked, they move with one
accord‘to the Art Gallery. While the two attendants in another
room complain about the lack of interest in Art, these two
houhded individuals achieve a moment of repose by gazing at a
still—life. Their long~-term hopelessness is ironically
juxtaposed to the transitory moment of pleasure they capture for
themselves. May is unable to deduce what "still-life" could be,
since it is totally removed from her own expgriehcg; bdt ;hey

both gain an unconscious insight into still-life 'after they hold

) Q
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each other tightly and gain a moment of.repose 1q the empty
gallery. When the gallery shuts they aré again confronted with
the fact that there is nowhere to go:

Short sforie8 like "The Gallgry.Shuts at Ten" are pqrochial
~and rooted in the English urban experiences Lehmann's desire for
contrast and an international component to New Writing led him to
publish a number‘of'foreigﬁisto?ies with sidifﬁr themes, which
‘were qualitatively different andﬁwhich provided instanceés of the

range oﬁ human experience love could contain, One of Lehmann's

. @

most significant foreign contributors was the New Zealander Frank

,Sargeson, whose narrators are almost always shiftless wanderers

a

in”’ lﬁhdscapes that are vast rather than claustrophobic. Against
these landscapes his characters' emotions take on a kind of
tragic and perhaps futile grandeurt Sargesonls "An Affair of the
Heart" (N.W., n.s., 3, 1939) is a disturbing encounter with the
fanaticism which can be an-aspect of love in lonely people in

lonely places, His off-hand colloquial reminiscences underscore
<

: rather,than contradict the passion revealed in the stary. The

,

unidentified narrator returns to a beach, where he spent much of
his childhood, to encounter the withered Mrs. Crawley, who still
inhabits a tumble-down bach (a small hut) after bwenty years.,
Her fierce devotion to her undistinguiﬁﬁéﬁ; spoilt'son was a

childhood embarrassment and wonder to the narrator. She is still
-
waiting patientiy for the same son to return and, in.her madness,

-

expects him to ifrive on the late bus. The narrator discovers
the son has not been seen for years, and Mrs, Crawley's fidelity

to a belief, despite years of appalling poverty and self-

’

-
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sacrifice, contrasts étarklf with the narrator's own nomadic and

feckless exilstence:

-

.

All the affairs of the heart that I had had in my life,
. and all that I had seen in othar people, seemed shabby
and mean compared to this one of Mrs. Crawley's. I

. looked at the smart young. people about in their shorts

With a sort of contempt. I thought of Mrs. Crawley
waiting down there in the bach with her wonderful
Christmas spread, the bach swept out and tidied, and
Joe's bed with clean sheets all made up ready and
waiting. And I thought of her-all those years digging
in the garden, digging for pipis, pulling up mussels
and picking up cones, bending ‘her boedy until it
couldn't be straightened out again, until she looked
like a new sort of hunmian being ., . . But I never
understood until last Christmas Day, when I was walking
northwards to a job on a fruit farm,-how anything in
the world that was such a terrible thing could at the
same time be so beautiful (p.91).

There is a sublimity in this description which is lacking in most
;f the gprk of the English proletarian writers. The narrator and
Mrs. Crawley represént the two extremes of the responsibility of
love or the inaBility to cope with it, ‘

The search for love in the stories in ﬁgu_ﬂii&jng is one
éspect of the desire for a wider understanding of ¢the
individual*s role within a community. Many-other stories exploré

the effect of:the individual on the community, and vice versa, .

.ana seek to identify. the kinds of demands "whiech each can

legitimately make of the other., In many instances, this 1nvolJés

an'exam;na}ion of the shared responsibilities of communal life;
it ;5§niinvolves a prggentation of what interests or rhythms of
life are held~in common., One dJf the greatest concerns in
EgjLJLnihing is to explore the concept of the hero and define an

appropriate relationship to his community,
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Urquhart's "The Heretic™" ({.W., 3, 1937) and G. D. Skelton's "A

New Life" (N;H;, n.s., 3) is ¢hat they are too solemn and %00

pessimistic about the possibility of changing the qommunity's(

rggctiona;yJSentiments. In the casé of “Thq Heretic" the
Catholic church mobilizes a community in Edinburgh into
pstrqcizing,thé unrepentant broﬁégonfst of the story, who quite
rightly accuses the local church of corruption, There is a

feeling of 1nevitabili£y about the whole story, dnd a cohsequent

lack of interest®™n the central character. This slightly

mechanistic approach to & complex problem alﬁo pervades thg fate
of the central character in "A New Life," who fails to convince
his.empioyer that he has reformed after a stint inyg;ison.
Neither .of the;e stories has the passion, the humour or the racy
quality th;b other writers brought to bear on the problem of
dissident individuals within a community. Louis Guilloux's fA
Present For The Deputy" (N.W., 3, 1937), translated’by ;ohn
Rodker, has a passidnate conviction combined witﬁ an artistts
skill for the creation of character and mood., It is a sustained
‘attack on tpe hypocrisy of a whole community in Breton, The
story gains its tension from the two antagonistic ﬁositions
espoused by a mother and daughter in response to the execution of
the father, who was wrongly believed to be a deéerter by the

military authorities, j A11 of the mother's efforts are devoted to

exonérating her dea
g

into taking ret¥enge on the rich and powerful who allowed and

gncouraged tﬁe execution. The climax of the story is the

'

‘The prdblem with such English short étories as Fred,

husband; the daughter directs her energies

"



55
N daughter's disruption of a banquet organized to’resto:'e her
father to h§s> full military honours:
She left them to the ignominy of their betrayal. She
left her mother 'to the false love which forgets,
excuses, and pardons, Loving for'her was a different
matter., There was no falseéhood in her love, .That was
faithful, unforgetting, ever watchful, and unlike
theirs, could take its revenge (p.39).
Guilloux's emotional and imaginatiAv'e energy is invested in her
revolt; moreover, -in political terms, the story embodies a left-
wing critique of the face-saving megsures adopted by an .
established elite-to maintain its dominance over a commuhity,

" Individual heroes represent a theoretical problem for some
of the socialist contributors to New Writing. 'Oft:en t':hese heroes
are describgd as interpreters of the communal will, What to do
with classical heroic figures‘om 1.;he socialist perspective, is

an intriguing challenge taken up by Paul Nizan in "About
Theseus", which is translated by John Redker (N.W., 5, 1938). 'In
a style which is indebted to Lytton Strachey, Nizan reconstructs
the likeli human truth from the myth of Theseus., At every point
in the story, Theseus, the hero, is debunked by, cont-inuous
references to his mundane humén needs, and Ariadne loses her
romantic charm when she neglebts to take care of the thread and
becomes a nuisance to Theseus' endeavour to slay the mj:notaur:
"About the tenth hour, Theseus had caught his companion and
thrown her down with the rapidity and grace of a hero, but he no
longer thought about the matter, He was absorbéd in trying-to

work out the time by the number of occasions he felt hungry or

thirsty, or had needed to urinate" (p.71). After .Theseus has

P
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killed the §1¢eping minotaur, and is about to escape from the
labyrinth with' Ariadne--the bnly witness to his hollow triumph--
he punches her in the face and abandons her, so that she will not
embarrass him by telling anyone how gasy it was to kill the
minotaur, Theseus, after all is only human, and by trying to
deny his”common humanity he accentuates it and loses his claim to
heroism, / |

Stories like "About Theseus" haye an ironi¢ mode in which
the hero is ultimately mocked. They are essentiall& inspfreé by
anger and gloom about individuals and communfties. This is not
at all the case wifth the best Indian contribution io'ugu;ﬂziging,
Mulk Raj Anand's "The Barber's Trade‘Union" (NuW., 2, °1936).

This story is amusing rather than serious., Although the Indian

village community is seen as caste~-bound and oppressive, the .

infectious sense of fun that inspires the child rebel is 1mbish

rather. than revolutionarw; his organization'of a trade union of

the barbers within seven miles of his village is instinctual, not

"political." Anand crgates an atmosphere of wonder around the
barber-bo; Chéndu by obserQing, from the perspective of a
childhood companion, his g;oﬁth to fame, Chandu's low-caste
status makes him a rebel with 1little to lose; he is carried
forward by the simplicity of his idea and his triumph Is
childishly easy. He forces the village elders to come to him if
they wan® their hair cut apd their beards shaved, and
consequently demolishes caste privilege and its attendant

economic and social injustices within an otherwise rigid

compunity.
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- . 'I‘he shared sense of community Lehmann was trying to reveal
and’ inculcate in NQH_HLILIHS was often expressed in stories which
explored intense suffering and the unity arising from it,
Lehmann constdered Tchang T'ien-Yih's "Hatred" (N.W., 1, T936),

which he translated from the French version, oné of the most

¢ perfect presentations of the humanity and compassion he

N . ‘ S ) - .
desired.‘1 Three Chinese soldiers encounter a group of Chinese

peasants as both~groups'stagger across a desert in search of
f!, water and rest. Each group regards the other with' fear and -
r

h ed at first, and the peasants want to kill the soldiers for

-

all the suﬁferings that armies have caused them: looting, rape

and the loss of their farms, It requires a palpable

N rdemonstration of common suffering, Eo;erty and helplessness to
unite them into a new community, a community which finally

" understands ®hat the real enemies are the generals and the,

' lang]:ords. This is achieved wﬁen one .of ‘the soldiers exposes his ’

leg wound‘inﬂ.sted with maggots. One of the peasants takes. pity '

on him and gives him water:

" 'Drink you son of a bitch}’
Could it be true? What did it mean? The three
soldiers, amazed, opened their eyes wide, Suddeniy one
. of them seized 'che tall man in his arms, and embraced
. him passionately; they all had tears in their eyes.,
: Each of them dr.ank copiously from the jar. Tiny
also sprinkled water on his wound.
The tension was broken at last, Each was thinking
now: 'I must help these poor wretches,' but no one did
anything. They all knew that these three were human
beings 1ike themselves , and must be treated as such.
They no longer thought of wreaking their vengeance on
ghGe)m. 'They re inp just the same plight as we are' (p.
16) . .
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- The simplicity of the narration allows the universal truth to

. _emerge without sentimentality. As they walk away together in

search of a town and food, there is no false assertion that all

will be magically wEll' there is only the understanding that,

T -

thEIY fates are inseparable,

The'intransigence of individualism is a permanent rebuke to

~

simplistic notions of community.. It is pnecisely this dilemma
which André'Chamson; editor of Vendredi and a supporter of the
Front Populaire, pursues in such contributions as "My Enemy

(M.H.; 1,°1936) and "The White Beastie® (N.MW., 2, 1936), but

?

4

most particularly in the.four stories that concern themselves

‘with the fluctuating relationship of his central tharacter,

Tabusse, with his community in the "massif central." All of
these stonies reflect an acute awareness of népure and a vision
offmanig natural and organic nelationship with ig; Chaméon's own
oﬁServations about community ane a direct result. of nnis
awareness 'and depend heanily on an agrarian setting; Despite his

connections with the Front Populaire, Ohamson seems to be much

‘ happier in writing about a rural context than in dealing with thg

issues rajised by large cities and the urban prolebariatz H;&

S

- socialism is embedded in a nostalgic, one might evgn(hé%ard

”
¢

anarchist, sense of 'the small communiby.\ .
In each of the Tabusse stories, nhich arg transtated by John -

Rodker, the individual'anarchist'strain'which Tabusse brings to

his community is juxtaposed to the desire and meed fnr‘soiidarity

and communal aetfon; Tabusse must learn the responsibilities he

has to the village, while the village must learn to tolerate his

-
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. g . ] | eccentricities. In the story "Tabusse® (Ne¥sy 5,°1938), Tabusse
S “ erupts in drunken anger anﬁegins a brawl- because he has been

excludéd by accident, from a feast that celebrates the Republic,
Some professors and students on holiday in the village want to
call the police, but the unidentified narrator has complete
contempt for their oouardice, Tabusse has disfrupted the
“communify, and it is the community, rafher than the law, which

" mug? beat Tabusse into quietude. In "Tabusse and His Dogs"
. o ’ T (MW, 5, 1'938),1 Tabusse learns that misanthropy amd avoidance of
B S his f‘ellow man can have disastrous results' he narrowly escapes

being eaten by his dogs when he isolates himself in the forest.

i g

' His ‘acceptance of his commynal responsibilties grows throughout
&

the stories' it reaches fulfilment when he secretly rescues

netro'l drums from a burning shed. Characteristieally, he is

irritable when the cqmmunity comes to thank him and eschews the

- - hereic status it wishes to accord him. A téntativ'e balance

between Tabusse and his community is finally achieved in "Tabusse

and the’ Powers" (ﬂ.j_; n.s., 2 ) 1939), in which Tabusse begins by

.- : lobbying for the position of roadman and ends by deciding that he
e doés no’c want to be dependent on anybody‘s good- will

Many of the contributors to New Wiriting who explore a sense

.of community conceive of the urban experiehoe as something

. - s —wretched, .wh.olly unnatural. They stress ‘the deeper sense of

RN ‘ . values :'which .c‘an usuelly be located in villages ‘untouched by

industrialism, 'as in the Tabusse stories. ’Oth_er stories, like

. Reiph Bates's "The Launch® (MaMa, 1, 19QPT and Jean Giono's "The

-

-

Bread -Baking" (Ma¥., n.s., 2, 1939), watteinpt to provide paradigms

bl - »~
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of a communal life in perfect harmdﬁy with its environment., W%The
Bread Biking,ﬁ which is translated by John Rodker, 1is .a-
celebration of 1ifé and sgringtime whigh is dredged from the
heﬁory of the harrator, who implies that this French péasant
cgmmunity has now disappeared. A spontaneous dance erupts 1n the
story, in which distinctions between ugly and beautiful become
blu e& as the adults capture a moment of childlike innocence
through a kaleidoscoepic whirl of swishing skirts and pounding
feet: "The Launch,” however, is a somewhat sertimental and vague
description_of the depargure of a sailing fleet from a fishing
village, the stages of which are symbolically linked to the birth
of a child. '
’ In contrast to these stories, Charles Madge and Tom Harrison’

conductéd‘experiments in what became known as "Mass Observation,"

“and Harrison recorded some of their findings in his articles

-

"Whistle While You Work" (M.W., n.s., 1, 1938) and "Industrial
Spring" (N.W., n.s., 2,.1939). These were attempts to gather
data on working-class social life and to analyze tpe rhythms of
industrial urban 1ife, The signific;nce of “Mass Observation"”
Has been amply discussed in Samuel Hynes's ,Ihg_mngn_ﬁmm&mn.
It 'is sufficient %o record that these two products o{ this
eclectic venture fall far short of the ambitious impulse which
1nsp1red them,12 Like the stories by Bates and Giono, these
:1ec%g are backward-looking and ;u(gest that the “urban exporience
has done mucq to dcatroy a.true appreciatioen of comﬁunity.

The small number of proletarian stories which could be

desoribed as comic points to 960 of the central divisions between
-l ) ;
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middle—claas and uorking-class contributors o ,lg_u_jnumg It
is a rare thing for -d proletarian to write sa.tire r.ather than
reportage, or.to feel comfortable in using fable, allegory, black
humuur Or surrealistic fantasy in pursuit of the goals of secial
'cﬁange. Such contributiens as "The Fox® Mou., 4, 1937), "The
Ape who Lgst his Tail" (,N_._H_., n.g., 13 1938), "Alfred" (_ri_.y_. 2,
1936) and "Pre’bt.y Pidgy" (N.M., nis., 3, '1939) use animals and
birds to make sdcial comment of aiparticularly trenchant kind,
w‘hile the aptness of the analogy drawn varies with the skill: of‘
the .writer, the usefulnegs of such .literary devides is
unq‘uestionabl‘e_-—a_sn the contim’ing pobularity of Orwell's Apimal
Farm a'ttests.‘ Al} of these piéces end 1n?, Qr suggest, violence '
and death, and eaéh asserts tl:lat this v'iolen?e is: ah intr 'nAsic

parl:. of the Qo;:ial structure ;f repression and exploitatvionb
" Ignazio Silone's fable "The Fox", which #s translated by
Gweqda David and Eric Mosvbacher, is an examin‘atiAon of the brutal
struggie between fascists and anti—f‘ascist“s ‘1nA Italy -and
Switzerland,. The two plots in the story, which counterpoint, each
other, are one man's attempt to catch a fox, and a "trap". that 1is.
being set to catch a fascist spy. The protagonist of the stery, .
Daniele, is a man with moral scruples and:humanitarian impulses;
he refuses tp surrender the injured fascist to his friends, once
this fascist.. has inadvertently found refuge at his #iouse dafter
being caught and beaten by the dnti-fascists., He helieves th§t
to do so would -make him no better than the fascists. t.h'ey are ail

resi For this "weakness," he suffers the betray'al'of the

fascis?{ and helplessly watches his frizends being imprisoned.
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Whea the other’ fox that has b;)‘thferel'l him is’ ;!a'ught,‘i'n' a
, mechanical trap, at the end of the story, he .relieve§ his
bitterness in a burst of violenc:e. AL 'last.!' Daniele exclaimed,
He seized an axe which was lying near thé hen-house and’ star;ted f
" strikihg the beast as thoug«l{ he were felling, an oal‘c-'t.rée.' He X
struck its head, its back, 1ts belly, and 1ts legs, and went: on
striking lang after he had hacked the pareass to piaces and )
reduced it to a bloody pulp® (p.,35).-~ Silone's ‘mp],:l.e’a»ﬁi‘bp *is,
that no ‘more ;nercy should have been extended to the fastist, as
’ . the !uo ‘foxes merge at. the .end of the story. Such a denia.l of "; '
"moral scruples" and humanitar‘ian impulses seems to contradict

L]

Lehmann's 1ntention for’ N.aﬂ_m;_ing It makes the strdggle« )

1

between fascists and anfi- fascists in’;o a duel to t,he neat,h 1n
AN a 4 "

wqich either side can.and must use repulsive and ruthless
¢iolage to wip,, S;lone's continental cowmunism is. very .
dii‘ferent from the brand put. forward by nany of Lehmann's Engkiah '
o*ntributors in their stories,, it shows that a per;onal

¥ - ’

experjience of ex,treme violence was a ‘rar'e occurrence for most of

tlne English’ left-wing 1ntell¢;<;:@uals of the 19303. This was to
" remain the case lmtil the 1e.ssons of the Spanish Civil Har vwere -
,absorbed ‘by‘ these Engli;h wr}ters. . ' . ‘
Y, S. Pritchett's‘ "'I:hce' Ape Who Lost His Tail" is a much 'mor:e
humane and dispassionate approach to the problem of ¢lass. war and
international war, Thi.s Superbly‘yasured ;atirt; ;'m‘ w'ar,
capitalism and, the rise of revolutionary theories uses a colony '
of hundreds of apes in a huge fruit tree‘ to makj/y.s scarcely !

)

veiled attack. All the colony's old apes in the s ry are greedy
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hypon;it 8 cIinging to powér by subterfuge and vioience; the new
ape, full of egallta}lah promise and Marxist ideology, is man.
@be and @ah must . change as part of tﬁe evolutionary process

towards Socialism, Pritchett, however, allows the revolutionary

“aétempt of the new gpgs‘(to create peacé and to share the fruit):

to be ckushed ruthlessly. 'The;gréat fruit robbery referred to
throughout the story is thé First World War. All the old apes

believe they are Qhe finaltjiord in evolution; they are Darwinians

. who fail to see that ‘the appearance "of man nullifies their elaim,

Althopgh Pritchett does not sup*rt a revolutionary socialism-'-in

> that he allows the new ape to be humiliated and taken prisoner—

P

+

[y

" he beélieves in the certainty of evolutionary change, which is

represented by the "spirit* that the old-ape narrator still fears
as a’'dormant and perhaps irresistible future force. Pritchett's
wide sympathies and his disarming wit are evidenced in this ‘nd

other contributions to,ﬂgu_ﬂninhmy
W. H. Auden's one prose contribﬁtiop to ﬂgnlﬂzljing is a

'cabared sketch. With his usual urbahity, Auden's notg to_the

piece indioétes that the old woman who delivers the monologue is

reminiscent of certain prominent European figures, "Alfred" has-

‘a kind of cheap appoal; it demonstrates Auden's penchént for

over-simplification mixed with a dash of.malice. The old woman's
ehatter to her gander manifests a range of emotional appeals;

anger, sympathy, cajolery and confidentiality are all ulded to

-

make the gander helpless before the knife descends:

Mind the fox, Alfred, look out for yourself. Take

care, Take care, Don't you go straying off at night.

You keep close to your Auntie (In a terrifying _
L J

2 -

.
- . -
- \
.
‘ i
\
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whisper.) He's always about at night, tripping softly,
softly, waiting just around the corner, waiting his
chance, and then--Pounce, And he's got you Alfred. .
» Will you be sorry when your old Auntie's dead and
buried? Haven't I always been good to you. I've
always tried to do what's best, really I have . . .
You're just like all the rest. You all laugh at me., I
know, I've heard you sneering behind my back. But I'll
show you, (Picks up knife) . . . Come back I'm sorry.
You mustn't mind what Auntie says, She's just a silly
bad-tempered old woman. I'm sorry. Say you forgive me
Alfred. Come along. (Seizes Alfred and sits down with
(“ him), That's better (pp. 202-3).

i

Alfred the gander is a univergai victimf the old wohah exhibits
ruthless power: she\represents a dec;ying system réady‘to use any
device to gain her ends. One ¢omes away from the fable vaguely
dissatisfied; despite an insidiéus black humour, th? sketch 1is
empty of true indignati;n. This is not the case with Geoffrey
Parson's "Pretty Pidgy," which explores a similar theme with a
similar literary device. T .

In "Pretty Pidgy" the 1mpehding war 1is rapidly established
by the references to A.R.P, trenches, in London, and the trees
which have been removéd to make way for anti-airegaft guns, At
first, the old woman spreading bread crumbs seems to represent: a
baven'pf tranquillity set against the feverish bustle; But she
is in fact killing pigesns for her supper. The birds dtg because

their instinctual fear is bve}come by their greed; they are

clearly the fnnOcents'who will be cgnsumed'in the coming war,

Normal life continues around the old wqoman as she piles up the

corpses; her violence, at first shocking, starts to become a:

natural extension of her surroundings. As a manifestatio& of

war, death and Europe, the old woman moves comfortably throﬁgh a

"world on the brink(éf disaster., "Pretty Pidgy" carries a

s
-

4
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conviction of doom because of its ose attention to urban
details and its images of death located i a recggnizable world.
Published in 1939, it evokes a genuine fear prevalent in Engiand.

The renewed use of allegory and fa!!e’Wﬁf conspicuous during
the 1930'3 as the left-wing writers searched for a literary mdde
of universal appeal which, couldfg;}Py the burden of their socialx
criticism, Rex Warner's "The Football Match" (MN.W., 2, 1936) was
grouped with Audgn's "Alfred" under a section, "Three Fables,"
In "The Football Match"™ what appears at first to be the real
world rapidly dissolves into.aaworld af nightmare, but there is

still the disturbing sense that we are not so far removed from

the topalitarian state the story presents. ™The-Football Match"

15 an extract from Warner's novel JJELJLLULJBuﬁgLﬁmagg, which in
its entirety is too overloaded with bizarre events and a
strajining aftér allegorical significance to succeed as a coherent
work of art. This extract, however, is a délightful mixture of

surrealistic fantasy and qulish\public school rugger values,

which are hopelessly ineffectual in the situation presented. The -

hero strugglgs to keep o;der and‘to ensure fair play in ah insane
rugby match,‘where the score has already been decided by the
government, His individual attempt to alter the pre-determined
outcome is a normal reaction, but it is totally inappropriate
against the machinery of the state, uhich among other things

rolls up the rubber pitch and massacres one team to obtain the

desired score, In the final dream-like sequence, he is burdied

under a pile of pink cushions thrown by the enraged crowd; as he

is ¢hoked into unconscioushness, he ponders the futility of

~

Ed
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indiv}ﬂﬁgl opposition. *.This 'strange mixture of comedy, {nsdnity
e - \

;hd butchery aptly records the bewilderment which many
<2

intellectuals ln the thir%ies experienced dken they trie to.
attach\their bourgeois values to the Communistumovement
Most of the contributions to New Writing which deal %ith
extreme poverty& hunger and unemployment do so from a realist
perspective and run the risk of being monotongus. One attempt to
Break with this style occurs in Ignazio Silone's "Jburney td-
Paris® (N.W., 2, 1936), which uses the structure of a fairy
- tale--the young man leavingghome to seek his fortune—~to cast an
ironic glance on an inqividualﬂs attempt to esqape povertya
"Journey to Paris® and "The Fox" were hoth brough} to‘%ehmann's
attenfion‘by Gwenda'qakid'and.Eric Mosbacher, tﬁe Englisﬁ.
translato;s'of Egg:am}pat.peblashed in 1934, Fentamara is
describedlas a~plaee uhere'the peasents exisq primarily on a diet

0

Jof. maize; the hero,: Benjamin, resolves never to return--"I*d “
rather.go to hell than cote bacé here" (p. 112)--and ;:beives the
treatment he so casually inYites. Benj&min suffers féom-
pe}seéetiqp by ‘the police when he ‘arrives in Rome and learns that’
in the city oppres;}on andhénemglqyment are all?he can egpecﬁ.
His further pathetic attempt to get to Paris, by stowing éwaf id’
a small space on a ' train, produces a surrealistic nightmare, I;.
the dream he 1s ordered to burn crops'and fire at worke}s.
protesting unemployment ‘and hunger; when he refuses, he.is
stranded in a desdiate countryside popula}ed ﬁy toads gﬁd.
serpents and is‘u}timately forced to eat more maize pudding.

When ‘he awakes heé returns to Fontamara with the conviction that
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symbolism of capitalists and their connection ﬁithihunger may be,
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there is only maize puddfng‘to eat anywhere,. Sildne's dream

a little contrived, but he is, at least, ex%erimgnting with

traditional story forms and investing them‘hith\ne%ameaning. The

. deflation of the cocky Benjamin hass a kind of muted humoﬁr which

absent from "The Fox." b

il

gs entirel

£

all of Pritchett's stories a profound

pultures. In nea

understapding of humap Yature i's demonstrated in his gift for

Y
eregting,characters who hum w;th Iife, Often they are the

victims of quirks an,d'obsessions, and t‘mx are located in
J 4

delineéted ‘secial strata where the fine. distinction between one

LY
’

. social class or one,job and another is of-supreme importaneé.

L

. Pritchett is not a poljtical writer, in phe‘yay tbat exponents of

: yorkinguclass reportége were, but his stories dre rebelatxons and

+

) T oe
their implicatlens can be; eonsidered-revolut;onarya _Of "A Sense

of Humdur® he wrote to Lehmann "It is a very laconic and
realistic story but not’ polibical I mean it has no political

moral,® On the other hand, I think it yebliy contemporary."!3
*

¢

The narrator and protagonist of "A «Sense of"Humbur;‘(N‘HL
2, %9]6), Hr. Humphrey, is a travelling salesman who is armoured
by his own sense of .importance and gifted with a glib line of
talk: through which he’ seeks to control events, ' He has much in

P
cdmmon with the céntral character of Clifford Dynment's, *The

\Departure. He meets and falls in love with Miriel, a hotel
-« . 2"

-
.
)

i .

- -
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receptionist, and begins to'courg her; he is supreﬁeli confident
?f his an a}tractiveﬁéss and obliviouéito the fact that Muriel
sees rfgh§ éhrough-him, bup manipu}atés him inté giving her a
stylish‘éxi% froé a life she'haies:’ Mr. Humphrey is ‘an

‘unreliable narrator unable to deduce that\Muriel encourages her

¢ o

ex—bo&friend\to follow them about,‘as she wilfully plays off one
against the other., The link between Muriel's macabre sense of
humour and death is éstablished the moment Mr, Hh@phrey announces

that his father is an‘undertaker, and Muriel bufstg Ooute. in
2 N ‘
inexplicable laughter. In the final scene, Muriel seizes on her

boyfriend's aceidental death to turn Mr, Humphrey into her

- L I
chauffeur and her boyfriend's undertaker as they drive his body

1 PR

home in a hearsée: ~ .

'Y8s,' she Said. ‘'He was ‘a nice boy. But he'd no
. sense pf humour.! )
C : 'And I wanted to get out of that town,' she saig.
' 'I'm not going to stay there at that hotel,' she
said. ' s -
'I want to get away,' she sajd., 'I've had enough.'

But when we got into thé Market Square where they were
standing around, they saw the coffin.  They began to
raise their hats, Suddenly she laughed, 'It's like
being the King and Queen,' she said (p. 29),

Muriel has achieved the ﬁew status she desiréd and celebrates
this and her boyfriend's death in'fferce‘lpve—makipg with-the
‘-aétonishea Mr, Humphrey. . He 1is so self-absorbed that ‘he
’conside}s this a testamen? to his own po&ers of persuasion and
his g;nialiQy. Muriel's quirkishness is in‘Lgr obvious .emotional
éonpection of love and death and her desire to improve her social

position  at all costs; Mr. Humbhfey is oblivious to her real

» L]
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D@btiyés gnd nature. ‘ . .
/The difficulﬁigp that other writers faced in creating comic
modes which were at the same time "significant" sociai doéumenés
is subgly expressed fn William Plome}'s "A Letter From Th
Seaside" TN.W., 3, 1937). ‘With unassuming wit, Plomelf

v

dexterously follows one anecdote with another; his'impressions
»

are only marginally located at the seaside his real purpose’is

to give an evocative sense of modern disillusion. 'In addition,

-

his letter lays down a challenge and provides material to "a
writeg with a sécial conscience" (p. 112). His characteré all
teem with a suggested but hidden l1ife which he does not wish to

explore fully; instedﬁ he offers tﬁé@ as case studies, which have‘
been created by a chaoti¢ world, Oneiéf the central paradoxes
that finds frequent expression in m;ny other contributions to New
Hriting ;s PXomer's notioﬁ of English traits: "The English are
said tq take their pleasures«séd}y, but it is éven more important

that ihey take their misfortunes cheerfully"'(p. 104). This is a

very pfeciseqdescription of the impact of such stories as "At

PN

_Aunt Sarahts" (N,W., 5, 1938), "Ladies and Gentlemen" (LW., S5,

1938) and "The Sailor" (N.W., n.s., 3, 1939);.2ll of these
st&ries\use‘the English c%ass structure, and the attitudes of the
characters toward hégpiness and cqntentment,hto create very
English comedy. ;

£ *Walter Allen's At Aunt Sarah's" offers a fairly typical
example of working-class families taking their misfortunes

cheerfully., The comedy is derived from the pathetic inability of

these people to predict the future accurately and their
o
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conviction that they indeed have done so, It is marféd, at
points, by the sardonic narrator who imposes his adult knowledge

on his original child's vision of the family. The other English

trait of téking pleasures sadly 1is the source of the .

misunderstanding and penetraiing socigl %omedy in V. S,
Pritchett's "The Sailor." This'stSry is uﬁquestionably one of
the finest comtributions to New Writing in that.it creates
a working-class character driven by the opposing degires of‘qrder
and temptation. The middle-agéd sailor of the‘title is
hopelessly lost both physically and horally when the homosexual
narrator encounters him on the EuséonkRoad in gondon. Like

Davies in Pinter's Ihe Caretaker he is 1ook1n§ for a secure place

in which to shelter from a world that appears incomprehensible{

but unlike‘Davies he does not have a streak of malice‘in his
nature and maintains an air of ingured*inngcence throughout the
story: Pritchett carefully creates an atéo;phere of wistful
fascination as the qarrator attempts to rescue Thompson, the
Sailor, frém "eihausting—a genius for misdirectio;'(p.1). By
taking him doun to the courtry, the narratbr intends.to bring

order to his own chaotic domesticlty and save Thompson from

himself. Their master-servant relationship tickles the‘

‘narrator's snobbish paternalist'pride, but more importantly he is

L]
intrigued by the motion of temptation that the sailor expresses,

and finds its exploration a congenial prospect for the months he

will spend in the country:

-

'Here, I said. 'You're soaked. Come and have a
drink,!' . ' ‘
There was a public-house nearby, He looked away at


http://that.it
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once, ] o, .
'I never.touch it,! he said, -'It's temptation,'
- I think it was that word which convinced m® the

sailor was my kind of ‘man, I dm on the whole glad to

: say that I am a puritan and the word temptation went
home, painfully, pleasurably, excitingly and jntimately

. flamiliar, A most stimMulating and austerely gregarious
word, it 'indicates either the irresistible hypocrite or

the fellow struggler with sin, I couldn't let him go

after that (p. 2). .

This very English puritanism is at the root of the.inability to

enjoy pleasures, and Thompson, like the narrator, must suffer to~

enjoy life, Consequently, Thompson seeks out tembtation in the

) country, by visiting pubs and following women around the country

lahes, while Qenying responsibility for his own actions, and

4
blaming others for enticing him from the path of moral rectitude.
" L]

His initial attempts to stave off his inevitable slide by locking

himself. in the house are subverted by the narrator, who virtually

forces him»to face the outside world, the temptation, ‘

Much of the comedy in the story is derived from, the,

na;'rator's pose of objectivity and the class relationship which
is established between him and Thompson. Thompson»appgals to him
to_gi?b,him orderg to save hf% from tﬂé temptapioﬁ,out;ide; the
narrator refﬁses to do this, insisting on the Sailor's freedom of

action. This ;efuéal ironically 1ﬁcgnven1ences the narrator when

Thompson succumbs to the charms of a woman in a nea}by cottage,}

for whom the hoﬁosexuél narrator feels obscure pangs of jealousy.

Y

-Pritchett's most impressive-achievement is the way in which he

handles the dialogue to suggest both the threat and the ecstasy
represented by temptation: - ‘ )

)

'Here's yogr money,! I said. ‘'Take the afternoon

o

) B .-y

<
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off.t - S
.Thompson stepped back from bhe-money.

'You keep it,' he said, in a panig. 'You kéep it -

for me,! ..
'You may need it,' I said.’ 'Far a gIass,of.beer‘or
cigarettes or something. .
'If I have it I'1l1l lose it,* he said. 'Theytll
pinch it. , -
"Who?' I said.

'People,! Thompson said., I could not persuade ﬁin.

. L] . . L L] L] . [ ] L L] [ ] L] L] L} - L] L] L] L L] L] L * L[] L . L]

'Money's temptation,' he said. . . .. '

'I don't like them lanes,' said Thompson 1ooking
suspigiously out of the window.'I'll stay by you' (p.
8).

»

* . . -
4

When they part company fhomps&n'has leérned'nothing from the
encounter;. he reméins incapable of any calculation with regards

to his future and continues ‘to take no responsibility for his

\

actions, His moral universe is a scattered coliectionAOf people

who have or who n)ve not behaved right by him, and he esse%ts a

iy,
defiant and ironic.innocence against the world.” The narrator

13

watches him leave, oblivious to the traffic which narrowly misses

him, and declares a pessimism about letting Thompson loose onge

-

more in the big city, after his retreat in the country.
‘ In James Stern's "Ladies and Gentlemen" the possibility of

#

happinesé‘is,constantly sacrificed to the middle-class desire for'

respectability, Stern's stuffy dull middle-class adults are
- ?

stock characters who are ‘compared unfavourably with their

’

imaginative and exuberant offspring. They,repnesent the
repressive side of a cless geared tow stability. The adults
in the story are observed by the chilgbnarrator, and their
behaviour often creetes'a comic sense of the world we have lost;
the disparity between the adult's theories .of happiness and their

actions determines our response to them.” They take the children

+ ‘ L4
4 .
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”

tp the seaside so that they can all be truly "free,” but then
:they~ erush any s’pontaneous outbursts of merriﬂaen’t among the
chil.drerj,‘ since spontaneity reflects "bad manners,” In addition,
it 18 clear that the adults in the story are disturbed by the sea
since it militates against their desire to control their
’ eﬁyironm;nt;‘ it is not "civilized" like their geranium gardens,
but has a 1ife of its own, .,
This middle-class obsession with respect'ability, and t_h:a:*
deSire for a stable, controlled cmmunity,%re the ‘:ource of the
P s;atire in Beatrix Lehmann's "Crime In Our Village'; (MW, n.;.f .
2, 1935): According to Nrs Boote-Smith, the self-appointed moral
-'watc:hdo'g'of a sr;all village community, rith childre;x have had
"advantage;" and*therefore should act, accordingly, on a higher
moral piane Z;Qanapoor"children. When she organizes a collection
for missionary .work in Africa, one of the poor children, Nobby,
j'ustifies,h'ié' donation of boftle—caps by the assertion that "the
niggers won't know the ‘dif'f'erence" (p. '97). Unfortunately, the
six-year @ld narrator is made to feel guilty about her ogm last-
minute éollection of four farthings, Mrs. Boote-Smith, ’an expert
on hell-fire and moral turpitude, ruthlessly pursues the little
girl'for "letting down™ her class , but stops short .-of 1nf6rm1ng
the narrator's parents: "Perhaps her silence was®due to ’g:he
unwritten qode of the villaie ladies. They n{ver interfered with
the conduct of each other',a' families--only the families of the
_poor were interfered with® (p. 99). While Nobby rema;ns a 'childf
Mrs. Boote Smith can forgive him his sins, since he does not know

any better; when he becomes an adolescent, she happily has him

- * e
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q convicted for *scrumping® apples and rl&ins his chances of gver

becoming a bus driver. The story, tﬁugh told by an adult,
carefully preserves the child's perception of a tyrannicol
adult's misuse of 'éutho;ity and religi ‘n. "Mrs. Boote-Smith's
communal feelings are a sham; they are simply a method. by which

she can indulge her. taste for .moral oppression. When a

diphtheria epidemic occurs, many.- years aterc she leaves thef.

ts

village and. resolutely refuses.to sell a ece of larid whioh is’

\

insigpence on moral augsriority, 13 an obno\rious by-produet. ofp

~e

middle~class respeotability. \
. The sacredness' of prppergy and the attix,t:des this produces .

. are further satirizéd i-p Jim Phelan' "Amongst Those ?resent" Tt
8 ® b

(M., m.s., Z, T939) and 'Rudd'lf Leonhardts " Fairytale For - .
Christmas" (M.¥.,  n.s., 1, 1938) In the }:prner, six Irish '
Ropublicans sit calnly on a. wall d;lsouasing the division of a ;

piece of land, as the helpless 1andou(:ir fulninat‘as angrily. at '

: ‘them, The 1atter story, unl ike George Garrett's "Hunger Hprch, K t

has ndver .talun place, It is a fairy»h tale, and yet the
s:-pl):cit.y 'E:f ‘the expedient adopted by the ,unemployed ahd hungry
'ohartbtors dn "A Fatry Tale For Christnas" is delightful and
enmninini, Ihe authoriti.es of a sﬂall Yictitious town,

-C{riahlfon, ar.vbatﬁe.d by the waves of the poor, who come iritg

" the towu and sﬁth uindow:, just so that they csa be arrested,

“ This
L4

. Md”b ht’r erntad by th 6m-1ndu1¢ence of a
ournlut, who Jooultrly writu an lruqlo'na the humane
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treatment extended to law breakers in the town. ’oreovcr, the
story itself is delivered as if it were a piece of reportage; the
narrator views the events with olympian mirth and takes no part
in the action, Unless the citizens and police of Carlshafen are
;;repared to resort to massacre’, once the unemployed have
organized themselves, the unemployed are an irresistible force
_ which can only temporarily be bought off with food, Suct; a total
contempt for property and the due .process of law is so unexpected
that it is 1ncomprchensible to th'e system's upholders. All of
the story 1is a humorous exercise in ruisp_-fulfilqent; it is
rounded of f by the men's defiant cry of ™not yet," \}tgich 11"efer."

to the imminent ‘possitility' of rev.olutizon. ‘
¢ Lehmarnn's own judgment ‘on thc effectiveness of comic forms
. as a mode of social analysi‘s or .protest runs parallel to hi.alr
l’u‘ "sense that New NWriting was not onl‘y shaping states of
. P conaci‘ousneaa,, but that it was also Shax;ing new types of ;rt.
LT . T The ’reportage of many of the prdlctar(ian writers represents one
& ) : aspect of the new litcnture he sought, while the contributions
Z;\ of middle-clt? wri({ers like Edward Upward contained a different,

. - snd Lehmann -hoped, colplemenmfry litenry tendency. Upward's

. K . contributions to 11tcrature are dieappointingWe:@ite
. Lt ‘the fdct that hc was for a long time ,celcbrated as guiding
. R spirit behind Iahor@d Auden and Spepder, Lchnann' was later,
E RS ¢ in 1956, to mourn Upward's ntorfry cl‘reer as having been crubhod‘
C 1.1: the 'I.ron Maiden of ﬂarxia-t Uogna.""‘ \Upward's first story,
oo g ' "‘l‘ho 'Bailway kocident, seens to hwe been stranded on thc ahorea
v \ of. utcrm history, a (rotugnc, vhich. critica attempt to dcfiuo
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at their peril. It creates a world, souewbat‘femovgd from our

own, which naggingly asserts its sikni?fcancé and claims\a

kinship to our world; the lmpact of this was,’ and 1is, similar to’
that of Kafka's work and of Mervyn Peake's mnngm_t trilogy,

which matches it in the intensity of its 1magipation and the
brooding sense of importance. Upward's only contributions to New

Mriting are two pieces from his nb;lel Journey to the Border,

entitlpd *"The Bo}der Line™ (N.W., 1, 1936) and ;fhe'Tipster'

(NuMay 3, 1937). These contributions are extensions of ;he

personal fantasy evident in "The Railway Accident,”™ but they link

the shifting st;tes of consciousness and'Upﬁérd‘s personal

nightmares slightly more directly to the actual world in which

the main protagonist, the neurotic tutor, dwells,

Like Isherwood's narrator in L;gng_gng_sngngug the tutor is
very much a child of his times; he is tortured by self-doubt.
What he wants is a meaningful exlstence--that is, one which is
.linked to the "class struggle"--rather than the parasitic and
subservient role which he has takeh as a tutor tp the son of an
1ghorant and philistine country gentleman., His "journey" and

"the border® repreaent the sto¢k~in-trade symbola of the left—

wing intellectuals in the Auden gr up. They'evoke a‘sense of )

fravel to the country (socialism) where every thihg will be
magically clear, !everbheless, the attempt to castxoff the
vestiges of‘comforé i;fextremely diffieult;’difrerent leve;s of}
internal dissension and personal evasion must .be rﬁtﬁléssly
exposed, . Thioughout the story the narrator contonp atcs‘how he.
will reveal to hia euployer thnt he haa.no intention of going to

’ - o
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a local racetrack; hé regards this as 'a test by which he can
judge his new independence. The problem is that he thinks abhout
_rather than speaks or acts upon his dislike of his employer, anq

his employer's attempt to dominate his life:’

\

He wondered whether he ought to have lied about meeting
* someone, Perhaps heé ought to have suggested that he
was going whoring. Any lie would have served, the more
startling the .better. He must never forget that he was
dealing with a moneyed imbecile, Nothing could be more

degrading than to tell Mr. Parkinson the truth, . . .’

He had been right to give the impression that he had
surrendered, Because he_ would take gopd care to
contradict the impression at the last moment. He would
be frankly irresponsible. . He would run away, go to
bed, hide in the kitchen garden, jump out of theé car,
vanish, escape anyhow (p. 176).
There is a huge comic gap between the tutor's internal energy and
his external failure to express himself, Unlike the working-
class individuals who mock Mr. Parkinson and his entourage as
they drive by car to the races, he lacks the coufagé to ;éjecg

th domination, the social vafues and‘privilgges of the "moneyed

imbecile.” His philosophising about his own inaction is the.

ultimate form of escapism; but it is also characteristic of the.

self-doubts 'that reappear in the uork?o? the thirties middle-

class intelleétuals, who were unsure of how to Yoin a middle-

class sensibility with the working-class s;ruggie toward social

-

X justige. »

h ]

In the second contribution, "ThefTipster," the tutor is-

employcd.ds a stooge by a.&ipsier, uho.delivers d’tiiade which,

for the first time, is an external attack upon the tutor's own

o

' et
doubts: . : .

4
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"You'll never gambBle. You wouldn't stoop to anything ‘

so petty, eh? You care for higher things, ... I know

you and your principles, my lad., . . . You don't

. believe in *tem any more than I do., You only pretend
to. Because you are in a bad funk. You're as keen to
lay your hands on the goods of this world.as the worst
‘of us, . ., . So you kid yourself that your principles
are finer than gold. In other words you're a sop,
you're a weakling, you're a Sissy* (p. 127).

4
’

This is predisely the kind of critique of the middle-class
intellectual that a Marxist would approve of; the {ntellectual
pretends not to be involved in exploitative relationships with
’t.he masses in order to sdlve his conscience. The .tutor's
inability to oppose t.»he "moneyed. 1mbeqile" comes not from lack of
conviction, but from perso;'lal 'weakness, Upward's technique, in
these two contributions, is to narrow dou;x a‘ Kafk';esque
alienation and persecu'cioh into an internal political:gnd
philosophical debate, which, aa‘Léhmann's frienci Yura "Soyfér
suggested, encompassed "the whole development of‘ nineteenth—

century philosophy."!5  Whether this, along with Rex uarner-s

Ihg__lild___ﬁg_qa_a_&hm offered a new and continually fruitful

dgvlflopment of . the modern novel, as Lehmann hoped, now seems
gxi‘.remely'dubious.‘ Nevertheless, it is a powerful expression of
Upward's imagination, which ultimately exhibits, not a paradigm
of\human political development, but the potential inner lunacy of
the truly weak man——t&;e neurotic image that the Auden group
created‘ for t.henrselves and of t‘.hemselves. N ’

The stories which fall under t.he general heading of comic
»

‘are, as a group, more consiabently satisfyihg as works of art

than the reportage, This is because they usually avoid the trap. *
-~ - A ) -~ \

'3
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of tﬁg major idioms of ‘the comic short story and the comic novel
is iroby, and irony and political¢dogma‘make Strange bedfellows,
Irony is a verx‘useful tool for exposing tho gap between theory
and practice; however, to try and employ it for constructing
social and political‘refo;o 1% very difficult, Lehmann's
publication of proletarian stories and proletarian writers was a
qualified succe?s. This chapter has identified many forgétten
contributions which can still be appreciated today, and has
pointed to the social significance of tpose wgich m;y appear
merely flat and monotonous.

Most of the contributions discussed in this chapter ‘ar;e.
English,‘and inhmany caqps parochial, though the'stories oftgﬁ.
eschew the pejorative overtones of this description. They often
Succeed admirably in allowing the univerahl to emerge from the
particular, which 13, On should be, .one of the major functions of
imaginative art. Lehmann certainly hoped that this liieraturb
would build an effective political brotherhood between the
victims of the twentieth century's technologicai and soclal
changes. To suggest, as Auden lafer did in 1941,'tnat po;try“
maké! nothing happen is a complete reversal of everything ‘that .
Lehmann stood for in the 1930's. "Art is not life and cannot be/

- A midwife to society,/For art/fb a fait abcomp»li."]6 Art does

change or refine attitudes to, and perceptions of, phe~uor1d,

"L

. “~ . -
perceptions uhieh Must,'}n the final analySis, h;Ve some indirect

effoct on uootal struotures. The connection, however, 1s nowhere,

near as direct as Lehuann desired. \ '
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The following chapter deals with those cantributions to New

. Hriting whose focus was international rather than Bﬁglish.~ Such -

contributions allowed Lehmann to say that, although he was, mostly

A

interested in doing something for British literature, hLe

neverthéless saw the international component .of “the magazine as

« ' v - .
being highly important. It is now obvious that the areas in

which Lehmann's aesthetic Judgment failed him the most were those
storiés and poems which dealt with the Spanish Civil War and the

Russian "socialist® experiment. These. storfe“a were usually

obtrusively contemporary, in contrast to-the contributions which . ‘

- -
took a'broader human viewpoint when they dealf with the
relationship between pgople, politics, and society.

-
-~

.-
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Notes to Chapter I
1 H,a. Mason, rev, of New Writing, 1 and 2, ed. John
Lehmann., Scrutiny, Vol. V, No. 3, December 1936, p. 316.

2 y.s. Pritchett, rev. of New Writing, “med. John Lehmann,
Ihe Feortnightly, Vol. 139, June 1936, p. T62. ,

3 Rev. of -New Mriting, 1, ed. John jehmann. Iimes Literary
Supplement, 30 May 1936, p. 455.

v b Stephen Spender, "The Poetic Dramas of W. 'H. Auden and
Christopher Isherwood,® in New Writing, new series, Vol. 1, ed.
John Lehmann (London 1938; rpt. New York: Johnson Reprint
Corporation, 1972), .p. 107: All future references to New
¥riting will be taken from this edition and cited in the body of
the text,

~ . o

5 cyrid Connolly, Emlgkﬁ_mmm (London: 1938; reissue
London: Deutsch, 1973), pp..9- Connolly was the originator of
the term; he provides an explanation of the "mandarin style™ and
judges a number of twentieth-century writers by their ability to

write in this way.

1

6 Jonn Lehmann, The Whispering Gallery, Anmmgmnhx 1.,

.(London: Readers Uniaon Longmans, 1957), p. 246.

v

T john Lehmann, The Whisperine Gailery, p. 258. ~
8 .John Lehmann--T,C.C, L“‘to\Gordon’ Jeffery, 28 July 1937, f
Lehmann collection, H.R.C. - - ‘
{
9 B, L. Coomhes=-T,LsS; to Johp Lehmann, 14 October 1936 ' &
.Lehmann collection, H.R.C. . . ‘
. = 10 john Lehmann--T:C.CL. to Willy Goldman, 19 0etober 1936 k
Lehmann oollection, H.\I&C./\ Lt
.11 John Lehmann, The Waispering Gailery, p. 210. Y
. ] ‘
12 samuel Hynes, Ihe Audepn Generation (London: The Bodley ‘;'
Head, 1976), pp. 279-287. Hynes devotds a chapter to discussing
the impact of "Mass Observation” and its rapid .demise, , -,/

13 y.s. Pritchett--A,L.S. to John«-x.ehmann, 23 May . 1936,
\ Lehmann collection, H.R.C.
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New Writing: The International Element

The Ain'c’ernational contributions to n_g_u_[:j.nng are a ;;roduct
of two very d'iff:erent sensil‘;ilities. .These sensibilities are
somle'tim.es conplemg'ntary, hut are more usually divergent.
Lehmann's own. prose contr‘ibutions to Ngu_m_ung,‘ "Via Europe"”
(M.W., 1, 1936) and "The Separator" (N.W., 3‘, 1937), are
deliberate attempts to bridge the gap between an English
perception of events in Europe and ;_conti‘nentai ‘writer's
perception of these same events, bccasionally, English writers
were participants im the océurrences they record or éreate;
frequently, however, the litprgry stance adopted is that' of the
impartial spect;tor. One major excepticm to this is the group of
English uriters agti\;ely involved on the_Republica; side in
Spain. This chapter; is divided into three sections: Imperialipm,
Fascism and revolutionary movements; the experienc; of Spain; and
the Russian socialist experiment, The writers in each cate'gc;ry
t‘ry to avoid, with varying degrees']of success, b;xe temp{:ation to
succumb to th;a lowest comm;m denominator of propaganda,

A major pj‘oblem in dealing with some of t;he;e contributions
is that we no lronger share their delight in dogma. For some of

Lehmannts contributors the political dogmé was an end in itself

and intrinsicallkinter\es'tiﬁg. K;espitfe Lehmann's desire f.o avoid:

- .
)
4 ’ v
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this, some of hfs cpntfibutors were too close tbrthe even ‘they
recorded. They were scarred'by'the experience of'yiole and
reacted and wrote in goo partisaq'a fashion, There were a very
small number of contéihptiong in the early volumes of'ugu_izijiﬁg
which were explicitly pacifist in -their sentiments: -These were
joid%d by a few contributions which considered the issue of -
Imperialism either direcﬁlytor obliquely. The majority of the
internationaI\b{ntributorS were far mere concerned with
expressing thgir views on Fascism and provihing a crftique‘of
this political dévelopment. Many of the foreign contributions
were obtaine; by Lehmann ;hen he visited Moscow, Paris,

Amsterdam, Tiflis and Budapest between 1934 and 1938. His

foreign contributors were usually actively involved in the

Popular Front against Fagcism.

One initial and common response to the prospect of war was
to focés on the virtues of pacifism. This positién rapidly lost
its attraction for many, as the significance of the Spanish war
was grasped. The anonymous Italian writer of "Storm Over
anicat;i", whfch 1is translated by John Rodker(jLH‘,ﬁ, 19362, .
pttempts to inculcate a bel}ef in pacifism in his rea&ers; he
fails to do this convincingly, because he concentrates too
insistently on expounding his theories of mass actiPn and'mass
non-cooperation, “instead of describing its ipdividual.ﬁgman
significance, The 1c111§n men of Canicatti are reluctant to

. [ d
engage 1Qf€’wgr.they regard a3 unnecessary:. ‘
vy N . . - .
¢ ?

The uhoie mass of men sursea forward, mute and Silent,

. - and Sweptydown qn the train like a wave that surrounds,

.ovefwhelms and ‘seeps in cverywhﬁrg. The men in the

’ .

4 * . .
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carriages felt suddenly afraid, It seemed to them as
though the train were being suddenly overturned, and
- that they, with it, were being flung into a bottomless
, gulf, Some indeed éried out aloud in their fear: Yet
nothing at all happened, The ohly force used by -the
Canicattﬁ men- was that of their massed-and marching
strength. .
’ ° <

There %; only a token attempt to distinguish the part{cipants as
individuals in}%he story; they are puppets produced to protest
Mussolini's involvement in Abyssinia, ‘and tbeir significance is
only that of a mass on the march., “The similes used are
commonplace and exhausted; in“addition, the ounni.scient narrator
has no sympathy for his characters as individuals.

N Alfred Kantorowicz's "To The Western Front™" S_LH_., 1, 1936)

is a far more satisfactory, literary presentation of a political

.and indlxidual concern which eschews simplistic mass solutions.

Kaptorowicz was a German journalist living in exile from Hitlen's
Germnn; in Paris. His intention is to attack war for its
dehumanizing qualities, His pacifism is born of é‘nistaste for
what war does io“the soul of man, rather than simple opposition
.to war's physic§l destquntion and nutilgtion of human beings,
Consequently, his anguish emerges from the paralysed fruntration

of a single individual, a German soldier of the First World War,

who longs to converse with the members of his family, who anﬁ_

‘., only a few hundred yards from the troop train:
. 3

I wanted to cry out but it was useless, they never

could have heard. me through all the noise in the

A » Street. And in any case, was it proper for a soldier,

. ' who had already been in’'action, suddenly to shout from

. a troop train, like a small child, for all to hear

al Mamal'? Natural human reactions were strictly-

forbidden in the discipline of the Imperial army. We
were condemned to be non-human, We had had it rubbed

-

"R

- -
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into us, kicked into us-in a thousand drills. ... My

mother went into a bakerts shop at the corner of the
i ﬁexstrasee. I fixed my eyes like "a maniac on this one

place, on the door through which she had to emerge

again, . . . 'Just across there - that's where my home

i)SI' How much longer would this train wait? (pp. 62-
J-3 . v

v

+ Kantorowicz f‘orcefully presents the contradictions between
the earrator"s acute as;areness of homely, human details, amd the
rigid requirements ef the Imperial army. To presernt this
individual's-dilemma is a fruitful way of revealing the conflicts

inherent in mass conrscription. The tone of "To The Western-

" Front" carefully ‘avoids sentignentality, the Western Front, which

" at f‘irst represents a cure for the boredom of barrack,lif'e
becomes, instead, the hate;i area which draws the train inexorably
away from Berlin, It i:: ngticeable that the pac¢ifism espoused by
these two Stories occurs only in the first volume of New Writing;
- in later volumes it would exist very uncomfortably with the
exgortations to ection prompted by the example of Spain,
Consequently, there were very few contributions \;hich considerfed,
the experience of the First World War, . ,

There, are four contributions to New  Writing which
specifically consider the issue of Imperialism, Imperialism is

cofxﬂstently attacked by the coni:ributor_s to New Writing, not

only because of its al injustice, but because of the efféct
that it has on th/e,/if::v)idual oppressors and oppressed. Two of
the most effective ana71yees of Imperialism are contained in
George Orwell's "Shooting an Elephent' (MoMa,+ 2, 1936) and

'Herrekech' (N.L, n.s., 3, 1939). Orwell, at his best, has the

ability td lay bare the essential truths of any social systenm.

-
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The process by which he 1s forced to shoot an elephant symbol izes

all of the contradictioms ‘implicit in Imperialism. : The incident
described becomes the test case by which he judges his oa?‘
ability to act as a minor police official in Burma, and the
: \

elephant embodies a host of expectations forced on him by a
subject people. He likes the elephant and he is awaré of both
the power and the responsibility of being a representative-of the
oBritish Raj. While he theoretically believes that whq,t.ﬁe is
doing is immoral, he is nevertheless extreme}.'y chagrjned that he
is disliked by the Burmese: . I

Theoretically--and secretly,’ of course--1 was all for
-the Burmese and all against their oppressors/ the
British.,. .. Al1 I knew was that I was stuck between
my hatred of the empire.I served and my rage against
.the evil-spirited 1ittle beasts.who tried to make my-
Jjob impossible. With one part of my mind T thought of
the British Raj as an unbreakable tyranny, as something
clamped down, in saechla saecujorum, upon 'the will of
prostrate peoples; with anothér part I thought that the

greatest joy in the world would be to drive a bayopet
into a Buddhist priest's guts (pp. 1-2).

]

The inner ;:onflict betu;een abstract o;'ality ahd subjective
resenfment, because he is the mén on the spot, leads Orwell to
fant.asies of-revenge against boa: the‘ Buddhist priests nnh the
Britis’h empire, He kills the elephant against his owngwill when
he ;:ould rather take revenge against the\systen which has f‘éroqd

hin into this position. The copflict also‘produces the awareness

.

that, as a representative sahib, his actions are dictated by a:

N
sea of yellow faces whigh ubFge him to play the role of -decigive

. conqueror, despite his unwillingness for this part. Orweil's '

perccp%ion of the 1npcriau’su'€ loss of fr'udo? proceeds

o

-

[
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logically-from this personal revelation: "I perceiseu in this
moment that when the white man turns tyraht it is his own freedom
thatvhs dsstroys“ {p. 4) There i8 also a suspicion that the
death throes of the elephant *gescribed in vivid and powerful
language, may be th?sq of the British eméire unaware of the
reason for its slow demise: "It seemed dreadful to see fhe great
seast lying there, powerless to move and 'yet powerless to die,

ahd not even to be able to finish him* (p. 6). Only at the end

- of* the essay, when Orwell outlines the community's divided

response to the shooting of the elephant, does Orwell state that
the death of the coslie was merely ‘a "pretsxt"'for his action,
His owh frustration and his unwillingness to appear a fool have
forced him intd an action he would normally aveid, The
imperislist master has Become a slave to the conventions and
expectations aroussd by his dominant position. Orwell's essay is
a perfectly constructed argument aSOut the effects of a system
upon an indivfhual;'his sone is that of a haq who is both aagersd
and bewildered ‘at\having been placed in an 1nvidibus'position.
Only with. hindsight caq‘he honestly make the connections between

the insights which he has formerly suppressed in the interests of

his own equilibrium.
, WMarrakech" is an equally devastating and slightly/less

.

AVell-known exposuri of undercurrents of unrest 1n Africa, It

-

reveals many of the characteristics which we associate with'a
piece of Orwell's reportage, oné of the most obtrusive of which
is Orwell's physical fastidiousness, This is frequently evident

in'his descriptions of flies rising from a corpsep of ths ghétto

P}
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'squalor, and of'the rags worn by thé starving natives, Equally ~

characteristic is the tone of_mbrai earnestness éﬁntained in such
observations as "One ;ould probabiy live here for years without
noticing that for nine-tenths of the people the reality of lifé
is an ehdless, back-breaking siruggle to wring,a little food out
of an eroded soil“‘(b. 274).

Oqgell often ggnerélizes blandly, in 'M;riakech" about.what

other Europeans see when they are in a foreign country, His

assertions can only be evaluated fairly when they spr;né directly

-

ffom his own experieqfe. He is at his most penetrating when he
permits his individual English .quirks to reveal attitudes toward
the scene he is describing. Tﬁus‘he notices ;hat the donkeié‘are
tredteq Srutally before he becomes aware of the‘facb-that the bld

women are treated worse, in that they have ceased to be regarded

. a3 human beings, This sense of disproportion is reinforced when

~ / y
he spops to feed bread to a gazelle while a starving Arab navvy

stands and watches dumbfounded by his wastefulness, Opwell's

persona is frequently that of a sqdbémish and occasionally stupid

man who learns slowly from his experiences. Yet), at the same

1

lime, he Jlgays gIVesrh;mself‘latitude to castigate others:for
thelr indifference or folly, His earnestness may Well be & type
of compensation for th own former ignorance; ‘he may not always
be honest on behalf of others, but he is alwayslthe first to
explore his éwn paradoxical attitudes: *

'oN
&

But there is one thought wﬁiph every white man (and
in this connection it doesn't mattér twopence if he

calls himselT a Socialist) thinks when r@' sees a black .

army marching past. 'How much longer cah we g0 an

| s
“ . « l .
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! kidﬂing these people? How long before they turn their
guns in phe other direction?! ’

’ It was curious really. Every white man there had
this thought stowed somewhere or other in his mind, I~
had it, so had the other onlookers, sd"had the offigers
on their sweating' chargers and the .Wwhite- N.C.0Jds
marching in the ranks, It was a kind of secret which
we all knew.and were too clever to tell; only the
negroes didn't know it (p. 277).

i

. .
» This savagely prophetic,vision of impending black nationalisﬁ

otcurs at the end of "Marrakech," and it suggests an inevitablé\

Y .

uprising against white assumptions of superiority. In' the
‘context of the‘pover%y and squélor &esc'i d éarlier in'the

~essay, Orwell's recogﬁition of disrup{&o‘ is iﬂ&qntroﬁsrtible.
He peneﬁratas to the centre of the coloni issue and realizes

- that it is‘a blu f, a secret . that w111 soon become common
knowledge to the victims of Imperialism, But he is, perhaps, too\
exigent in believing that the officers and the N.C.0.'s share his
insight; they may treat the-blacks as Jﬁil@ren, but, at i;ast
consciously,/they have dismissed the idea that these "children"
Will grow up and demand their independence.

Orwell's tone‘thr ugh&&t the essay is that of surprise:
.surprise that the hajoé{?} “of the inhabitants %}e "invisible,"
tﬁst %hey a}b guili?le,’;nd~tha everyone else takes the
primitivelconditions for granted. ‘}:%s tone is only occasicnally
flawed by his tenﬂéncy to preach.rather £han to show, It is a -
feature of Orwell's singular nature, that while’ others in 1939
were arguing for the necessity of English interveption against

German aggression, he was still busy exploring,the colénial

-

insincerities of the yestern democfécies;
\

+ Frank Sargeson's "White Man's Burden" (N.W., n.s., 1, 193:8)
Y . & ' )

’

-
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provides- a colonial contribution to the discussion of°

Imperialism. As a New Zeaulander, Sarg’e.:son brings to New Writinge '

a sensibility whiclkt -seems to place humanity’ in a very (rulnerable
gosition in relation to the landscape. His characters must cling~
together to avoid being overwhelmed by a senae of the emptiness
and vastness of the horizon, Sargeson's tone is that of free and

easy familiarity, with the reader, which is forced by ‘the

conditions that his story reflects: It was a lpﬁg‘ road up Norbh:

but I'd been told ‘I'd find a pub there, I did. You know the .

-

sort of pub, It sometimes ha‘s a notice up; Fre'exéveer* Here
Tomorrow., I found I knew the barman afid I t:elt bucked when I saw.
him. When 'iou're on thg road and you see someohe you Know you
feel that way" {(p. 1). An a_‘tmos;;ﬁere of futility hangs around

the pub as the men try and buttress tthselvés agair'xst(? the

yisolatipn outsidé: T ' -

]
'

Then' I couldn't 'see out of the window, but I didn't
mind that, The mudfiats had looked too fat and juicy,

' and the hills had looked starved. Why, caming along
the road I'd watched cocky ploughing, and he was
tirning up yellow clay. If you ask me there‘s a hell

‘ of a lot too much of thls land of hope -and plenty like h
that-(p. 1),

. - >
o . . !,

t - - . .
.

The ,put; acts a8 a centre of culture and companionship, and it is
the one visible sigr)" of white civilizgtion, and yet it is the
Maoris and. not the whites who behave taemselves and avoid

excessive drunkenness;- Mereover, the Maoris' incengruous

0

admira{ion for Joan Crawford baffles the travelling néi'rator, who’
. 4 . ~ - __'.L
makes an ironi¢ comment on the tensions produced by the attempt

to "civilize" a land by establishing a few pubs and allowinﬂ the

b} »

”

.
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couxihg for ssini’ when civilizabion geta properly going t.hege"

, (p. '3). -.White aflture has been anything but a- reseunding:

l

success, as the narrator's 1onelinesa and,need for company

indicate;.the'ﬂaoﬁis have seized on the externals ofwhite

»®

civilization ﬁicﬁout having any organic, connecﬁion with iﬁs:
- roots. The white man's burden 13 hia 6Wn sense of alienation
from 'a land that resists his rutile attempt at intimaey., .
RN One of the most harmful Attributes-of Inperialism is skown .
to be tpe innate aasumpticn of superiority, in terms not o&ly of
¥ ?,\cul§ure, but also of mOrality. Ip Morton Freedgocd's "Good

*

‘ " Nigger“ fﬂJ[‘ 2, 1936), a.blc?ﬁ slave in,the Southern states
‘\ .- aocused of molesbins a white é&man-hés no defence~when ‘his vord
Nc“ is not considered équal to that Qf his white -accusers, Tﬁe story
hinges on the pathetic and ‘unB8uccessful plea fcﬁ prptection~macc
b;’the slave to his master. Its féilure exposes the moral
bankrUptcy of paternal re&ationships betﬁeen races, What mahy of

. - the contributors. to ﬂngﬂziiins make ¢lear 1is that the

ﬁJperial;st oppressors are“themselves denieL.freedom 1n suthe h

qﬂBYS' they lose an essential parb of their human{ty by#
acquiescing toda system'which robs others of their dignif;. .
. . Many of the contributors to uga*ﬂxizing are concerned with
\ appropriate political acticn, and they assert that the.loss of
dignity and the desire to avoid becoming "1nvolved' are central
features of a society which is losing its freedom..~0pposition to
the group, party or ;;vahqent up{ch is in control and which i§

- < / . -
cagsihg the oppression often must become more covert as the

N “‘ - ' ‘ "

»

{

-

- g,-"
LA

-

L

h
NEF
'



. >
Yo ] -

. gréup's poﬁer increases. k‘l‘nese truisms are eq.uglly aPPIic‘able t.o A

.. all vietina,*whether they are victims of Imperialism or. bf

\ tqtalitarian gover&enta, and theae facts ‘of exiatepce, are

.-1

eproduced uith varying degrees of . success in some of tht
— tont.ribut.ions to &gg_mﬂng _Ng_u_jr_uing contains a nun#ber of

L]

- T _ stories uhich gre concerned with the situation in Central Europe,

as the N?zis grew in ‘power ant 1nfluence, in both Gegmany and
. 0 Austria. %hat 1t. ﬂlt 111(; to-be an ordinary unaligned tizen

.7 sor a membepr of a def'eated ﬁulihical party is the focus of many of - '

the stories. John Lehmann w.as particu!.ar;ty mtereated in the .,

- fate of Austr‘ia, b’ecause he ‘saw. Austria, like Sphin, as one of

- @

¥ " 4t

R . ~contributors were either W:lt.nésses to the vio.leﬁce they portrayn

™

. ' . orvexiles frpm it, whieh adds an extra pcignancy to t.heir efforts

X

o “ .to communicate their sensabions. Their presentation and

N - <

e’omppehensibn of‘ defeat cardMy with them the question of whether

- - .. o
PN

2 L ~ further open resistance is quixotism or a necessary assertion of
“ o S human® health and sanity. Consequently, many of the foreign
s, contributions to Mzumg had an immediacy and reltvance at -
' .‘ !J the time which they now fail to evoke. ] T “ ' ; o .
T, " i 'me danger inplicit in much «of the wri;;g\ﬂ—ulustrateé
' AT 3 sketches like Anna Segher's "The LOrd',s\Prayer' (NaMay 1,
_’-" " 1936), which is transla ed from ‘the, German by an unidentified

‘ /\con,tributbr, a sketqh u'hich rarely t‘iaes above sensat;lonal
depictiom of Nazi atrocities.' Elsguhere in’ Mﬂﬂm the

L opening section from her. novel mee than juad;ifies the

v N
1arge claims Lehmann makes for her in his prit.j.cal work, m

!

K * the testing grounds of twentieth-century- idedlogies. ALl of the

- % v
e ~
Tt e



mnm_m_m;g_p;e ¥n 1940: "She handles all of them, ‘the

conscious Nazis and Communists, and the non-political many,. wi

i

the greatest restraint and sympathy, and is never carried away by
‘pol itical partisanship; she-has far too broad and sensitive an‘
" ini:elligenoe not to see the r:eal idealism that sways soms ot‘ the.
yzounger Nazis, theugh Yhe herself has long made up her mind to
which side she belongs."2 Sadly, t.hia ‘control is J:acking in *The
“Lord's Prayer," ivn which a @upa of socialists are rounded up hy
~the S.K and- brutally beaten/hilq they afe forced to recite the .
' ' prayer. The Nazis are portrayed as uninteresting sadists with
| clown-like attributes, and the socialists as v'ictims and heroes
who sigg ™acht auf Verdammte" as their companions arre beaten,

A comparison between the contribubions of George Anders, an
Aﬁstrign writee, and Jan Peter;en, the:German author of Qur
Street, demons‘i:ﬁates the diatinét.rpn between those contributors
to yu_lgg_w_dung‘whp could, and éh&se who could not, transform t;hg
Taw material :0f revokutionary cells and struggles into .an
artiatw wision of universal stagnation ahd frustration, :Ian
4 .Petarsen's “Travellers" (j._\i.., 9 1938) and -%The Skier's Return®™
(M, n.#., 3, 1939), bom of which are translated from the
Germn ﬁy Jénea £leugh, read too m!ch like boyish adventure
atorigp aqen émsu a kind of. misplaced wish-fulfilment, ‘given the
g ai’y reality they are juxtapoSed agaihst, Anders, however,
oomhun@cates the Iist.leaaizets andmountins,h‘ysteriiaf a smaﬁl_
bgndi of revolutibnaries, impri&oned u the lodi® of their
situation in kHa story "The Corner" (N.M., ‘2‘ '19363", which is

?

a).so translated by James Cleugh: : 5oy

- - ”» *
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, 'm:l.s was thc elevent.h time the squad had beqn oalled
out for duty that January. Every movement and gesture,

every desire had had its turn and was finally played .

out, Every.word and phrase had .been uséd up. ' They had
settled down into a little bureau on the top floor of a
- big building, and. everything beydnd it was foreign
.territory to them, The district in which they had been
born and had grown up, the splendjid, noisy, teeming
workmen's quarter, was now silent, as if numbed in the
January mud, for lorrie8 full of saldiers were rumbling
through the streets. , The c¢city, once known as 'Red
Vienna', had grown tigid, almost hostile td them,, It
was a foreign city. They felt themselves to be
§ forgotten, abandaned and ver} logely.(p. 5#). ) -

.
,
t »
f \ A !
. .

The duty of thzse Vienfese revolutionaries consists of waiting

4 LA |

for or\ders from their.leaders in the Socialist Defence Corps,

Each of t.heorev%lutionaries 1nternalizes t.hi,s sense of

hopel essness and responds to.it differently. Forced laushter,~

conversation and silences punct.uate the. sinoke-filled rpom, as

they await the arrival of the fasctst police, The dialogue, rike

. the situation,  is strad.ned and heavy wi-th political references,

w

but these reﬁeremes ate , the only uay t.he charactgrs can

mitigate t,heir actual tsolation' some of the charggters Fall back

on revolutionary eredos as the anly centré of at.ability when the ‘

police search the room for weapons, Police and socialists uatc‘h
each other with mutual fear and hatred 1n a teuse and potentially

murderons situabiqn.i - ‘Anders presents th,e claustrophobia of "The

Corner" wifth a"dispaasiona‘te hgnesty. " The socialists.are not’

described as heroes, but as human bemgs wha crack and break when,

they ‘recog}iz)\tﬁat by eschewing amed resistance and' accepting

the formulae oi‘ "revdlutionar’y patienpe,"‘ they have commj;t»ted

themselves to obscurity and probabl;e extinctiou. At the elilax


http://socia.lists.are

1ty

. of ‘both’ "The' Corner™ and “A Question of Nerves" (HJ....-xt;.s., 3,
. 1939), the char'sct'éés are pulled back from the edge of despair by

a mixture of human effort anﬂ re(olutionary discipline. Their

“vulnerability adds 8 strange mixture of dignity and bathos to

h

their 1nev1ta def‘.eat ) . 4

. - '

The b\f&oding fear and helplessm&ss that these extracts

convey are amplified in the .short.but dey‘stat.ing dramatic sketch -

by Bertolt Brecht. "The~ Informer" (N.MWe, Nos., 2, 1939), which is
tranalated from the ,German by_ Charles Ashl.eigh. In this case the
potentia_l victi_ms of "Fascisn!' are completely litical; and yet

(3

\ AR ,
they live in constant fear of being misunderstood- or miaquoted-by

‘their friends, servant or small chilg: =  ".
A . '
‘ ’ ’HIFE. But there's nothin¥ against: you, 13 theret’?
HUSBAND. | Thére's something-against everybody, -
Eveérybpdy's uspected, It's enough if someone
expresses any suspicion of you, to make you'a suspected

g . person,
: . WIFE., Yes, but a child is an unreliable witness. A
o child doesh't understand what,K people are talking abouts

. HUSBAND,” That's what you. say. Sinpe when have they. .
needed witnesses? ~
WIFE,- Can't we think.of some explanation of wWhat-
you meant by thqse remarks? Them we coyll show Jhow he
misunderstood you, ot
: HUSBAND, 7Yes, but what, did say? ‘1 can't relgember
, now (p. 118). < Ce

A

) » .
The meaning and signifieance of ianguage are disintégrating in

the s:ltuation Brecht presents; innocent, words become confeSsions

of guilt or herqsy.~ All ghe stage directions and dia'loguq show a

mounting loss of contro by the couple, as they try to anticipate

%the responses to their W and actions by-a violent and ‘erratic,

~

Nazi party. 'T_érrbr becomes transmitted into literature as

,-donfusion when a. piptu;e of Hitler is moved around the room to

w? » M £

A
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.guilty conscienae. In other contdxts this wandering

\ picfure would be a device for hag}less farce; in Brecht's sketch

&

- /
an apparently ipdﬁcrous detail cof®ld mean the difference between

¢

life and death.

Brecht's skeéEh is a finely-wrought-miniature portrdit of

' the dissolution of domesticity., Other contributions to

New Writing are far more ambitious; and try to comprehend the

T
changes taking place in Germany on a much wider scale, One such

attempt is P, Montech's "In Freiburg® (N.M,,* 2, 1936), which i8
). .

*

v

trégflated by John Rodker, and begins like a sensationalist

v

journalist's report on the crisis of the times: *

>

Ruins /Piled upon each other! Wilhelm's ambitions, the
hopes/ of democracy, then inflation and the Senegalese
in the Rhineland, Bolshevism, and the unendirg ranks of
the unemployed! After that came songs, and true
Germans parading the streets in brown shirts and
columns of four to the refrain of 'Germany arisel’
They almost believed it themselves . . . (p,.'227).

L)

R
The stock?&haraoters are produced to illustrate this initial

claim and to describe the various levels of evasion which

&y

. different representatives of the social strata employ to escape

“tts full impact. Montech's story swiftly changes into a‘text-

book analysis of why Communism is the only solution to the chaos

descriped, but it servgs as 2 useful comparison te the greatgr

artistic céqyrol'and comprehension of Chriétopher Isherwood

\"* .

They gre both observing the same phenomena; however, Isherwood's

+ Berlip Stories, three of which were first published in New
¥riting, remain amoﬁg the finest short stories published in the

1930's.

p .

.
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The narrator of the Berlin Stories céntinues to puzzle those

uﬁt seek for explicit formulae of aptiv;sm; the narrator refuses

to provide them, Instead, what is offered and achieved is a

— meshing o{ the new realism with é deeper symbolism.Bf deQay and
‘destguctio:; This decay {s not simply rgflected in the loss of
political values, but also in the realm of ég;an relationships
and in an inability to define a stable moraIity. Hence, Herr

Christoph aspires to an objectivity which his'experiences‘}efuse

to grant him, - His disdain for personal involvement is ultimatély

‘ a mask which conceals his inner and individual helplessness in

A the face of the onrush of history, a-history which was initially

a source of comfoft to Isherwood, Lehmann, Auden and Day Lewis,

and which in coﬂtemporary eyes has become their scourge,

Isherwood wag too sensitive a writer to commit himself to the

platitudes for which many critics have pilloried the writers of

the thirties, and his contributions to Ngu_jxjjing'éhow his
poise.: ’

’ dohn Lehmann was conscious of the pitfalls of lumging
together the contributors to Ngu_ﬂrlilng in the conviction thaé
they all wrote from a Socialist perspective, ' He described
Isherwood's character and struggle for artgstic consummation iﬁ

-~

an undated manuscript‘in the Léhmann collection:

v He hated the testablishment' as only ohe who auff!}s
from a national oedipus complex can; &nd the Nazis’

" - ) disgusted him. But in the -Autumn of 1932 he told me
.o that an editor had written to him ‘'who wants something
- showing "the new spirit® in literature pol}tiés etc.

But what 18 the new spirit? Search me, Poor old Marx
can hardly be described as new.'. At the same time--
because his friends weére 1nvolved—-he was tremendously

4 P Wk e



- to the emotional turmoil the war had left as a legacy.

99

excited by the Berlin_elections, which seemed to
promise’ ‘a Communist win.3 “w o

This "new spirit"™ was achieved in the Berlin Stories; the three
which appear imgNew Writing are considered by Lehmann and other
contemporaries to be some of the high points of the ﬂ_ex___u_fj.m

philqsophy and tone, Isherwood was one of a gr'-oup of people who

encour'aged Lehmann to produce New Writing. He sometimes read the

of fered contrikutions to the magazine and advised Lehmann on

» L}

their worth, Although there is no evidence in the Lehmann ’

collection of Isherwood's attitude to the working-élass

apntributors published in New Writing, Isherwood does state his
a(pproval of William Plomer's "Notes on a visit to Ireland" (N.K.,

1, 1936) and Andre’Chamson's "My Enemy" (N.W., 1, 1936):

Y

”

I liked also very much Pl#mer's contribution and that
«; ' brilliant story.by Chamson, which makeg one feel that a
‘ real artist can write about absolutely anything and

P still praoduce all the correct reflections about
o fascism, nationalism etc. in the redder's, mind: a very

trite obiervation, but it always déomes as a fresh

surprisel

) Lehménn wanted: the contributions to New Writing to produce these

’;correct reflection_s" about Fascism, imperiali'sm, unem»ployn;ent
and poverty without abandoning their artistic worth. Isherwodd!'s
novel The Mef¥ial, published in 1932, had already achieved this
in its portrayal of the peri;)d immediately following the First

World ;lar, and in its presentation of the characters' reactions’

L4

When omne compares the opening of "The Nowaks® (M.W., 1,

1936) to Montech's "In Freiburg” the difference in the

t L]

o
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. assimilation of the social setting-into a dbroader artistic design

b is immediately apparent: SO o ! .
. . ‘ v . v

I found the Kassertorstrasse without much difficulty.

The entrance té it was .a big stone archway, a bit of

old Berlin, daubed with hammers and sickles and Nazi -

crosses and plastered with tattered bills which

advertised auctions or crimes, It wag a deep shabby

cobbled street, littered with sprawling children in

tears, Youths in woolen sweaters circled wiveringly

across it on rating bikes and whooped at girls passing ¢
* with milk jugs. The pavement was chalk-marked for the

hopping game called Heaven and Earth, At the end of ~

it, likera tall, dangerously -sharp, red instrumenb, .

stood a church (p. 8). .- -

't T
The political slogans on the walls, the"shab‘b'y\ street and the «‘n
child}en in’ﬁears\suggest”thé political feua\hhich is an’ 4
undercurrent to the scen‘e-of povgrty. On the other hand,'the.
youths on bikes whooping at the girls represent many of t{xe %
peqpie of Berlin who refuse to‘acknowledge the growing grisis. -
In describing thg thurch as the 'dangerohsly sh;rpt red J;'
instrumeht® the narraior is hinting at the violence to follbwl
Uﬁobtrusively; the details of the environment of Old gerlin
_provide tﬂ% ‘setting -for the universal sense of crisigf éﬁe .
warrator passes no- direet eommentary onh 1its symbolid~ lJ
;:gnificance. When the narrator departs ﬁrom the sanatorium, the
assembled patients are.clearly seen as ghost-rrdden and
threatening, the emy&iness of their 1ives adding tottue sense of

impotcnog ‘felt by th!‘ English o‘bservey

W

L4

Théy all thronged around us-for a moment in the little-
circle of 1ight from the parting bus, their l1it-faces

- ‘%hastly like ghosts against the black stems of the
, ﬁSh " . pines, This was the climax of my dream: the instant of
o o nightmare in.which it would end. I had an absurd pang
. ST . of fear that they wjzr/eqoing to attaok us . ., . They

i ‘ & v

.
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drew back--harmlessj.after all, as mere ghosts--1into
- the darkness (p. 37). -

i - ~
4 ~v - - -
-

- ) " fsherwood’ was chara&eristically unsure of the response his
, stories would elfcit fpom‘an English iau,di-oqze and particularly g
concerned with the impression that Sally Bowles would make, It

Vb ~

. is clear from a letter Isherwood sent to John Lehmann, in 1937,
. + v ’ . »* F)
that each of the:characters yas carefully integrated tnto the "

/
J themes of‘{ the whdle work and that M.Er_ﬁih& uas particula_rly
appropriate for this deseription of @ changing Bérlin' ‘,_u. < e

“ -

. PR
. It seems to me that Sally, without 'the abortion
sequence, would just be a silly little capricious I
.o~ bitch. Besides, what would the whele. thing lead up to?
- And down from? The whole idea of the study is td show
: that evén the greatest disasters leave a persen like
Sally essentially unchanged. However, you have
. considered this ne doubt, I* want’ to ‘hear what you
T think, ~
¢ Surely, the less pretentious Berlin Diary is really -
. - a much better bit of work? JAnd there you have the New ~
' » Humanism laid on riah and thick, "I'm not at all sure
. that Sally *?uldn't merely annoy the Lgf‘t Wing, anyhow.

o

. "

v ' e " Because it very dilet::ant‘e in tone.? . o - B
- e =T Isr_z_erwood, in the Berlin Storied, waS‘deliberaEeiy ;li.ffiociatin; >
himself from the left in the interest of art., Sally, like Sﬂr. ’
Norris, ig a survivor who comménts ironically on all goliti;:al
> structur'es. Thas new humanism, which was moreg obviously present

. - in "A Berlin Diary," had to come to terms with Sally Hou;tes. She -
>y represented a spirit of fun and a human indestructibility which

e qualified the impression of depressimg polit,i.cgl violence &nd -
‘ . poverty thet marked the Berlin Stories.,* Isherrwog.d was worried
that the l'eft wing would not like Sally Bowles because she
d diluted the seriousness of the politiéil '.;aituation presented.

I'E]
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o ‘«:; Q‘Onve of Iaherwood"svgneatest talents was his ;bility to
AT . create convincing characters, through dialogue, from all levels
5 * of sociefy, Thus the Landauers and the Nowaks are counterpointed
o ” M-SR ) against each other th;'oughout the Berlin Stories. Perhaps this
r::i’{ifw;@j L range of characterization was only possible to a writer :jeeing a
o :C - ) societyv from the outside, a writer whose objectivity is born of
A‘%aw‘g " tm;l.g'.m‘-al,L _aliana*pionide’pends‘ on being a visiter rather than a
;;, R EE N permanent. resident, Isherwoed had at least partially solved the
*“’:‘w;":"; »ﬁ? “‘:i , :g;:;bien': of how a member of the upper-middle class could write
;:w :‘*W ., With realiam of other classes and avoid the worst self-
N T mau).:genceé of eitizer sentimentality or seeing niember; of the

“‘éﬂ%“ T e . wor‘Rins class as a collection of brutal morons., In the pracess,

S hé wwee'ded in turning the Berlin of the late twenties and early

:y . ;‘ tb o thir;ties 1pto a 11terar¥ legend. Up until his departure to the
- ;h;:: . U.S A., Iaheruood was one of the writers who helped shape the
' 7'?’ ;”“ . texture ofmm both in terms of his own contributions

; Y‘ and in his role of advisor, critic and recruiter of talent for
k’h th»w ‘ John Lehmann's enterprise., Lehmann regarded Isherwood's

. departure from England in 1938, and his conversion to Yoga, as

;:*';i?,‘::{ : . s}’gnifigg.nt f;ctars in Isherwood's failure to become a major
}&,;?& " *_novelist of the 1940's and 195038

,.4 -, B John Lehmannts an‘definitmn of the new humanism described -
, v ‘Mj' + by’ Isherwood ean be gleaned frc;m h’is eontributions to New
W 3, . T ¥riting, "ia Eyrope®, and "The Separator," Both of these are
?ﬂ% T - attempts to dramatize European culture\in social and pol’it.ieal

) .‘::“ _—_— teras, through a kind of snapshot effect, a series of vignettea
. w\ A ) which ¢u1m1nate ina de&oription of the city of Moscow and its
o Wl - ' . '



s

people. In "Via Europe" (NWa, 1, 1936) the travel sequence

'5begins in Pa;is, whi7ﬂﬂis described as a centre of fashion and

finance, The lyric'mood of this %rose rapidly moves f}om

-

descriptions of the rich and‘poor, of the self-satisfied few, to

descriptions of the deprived many, and from Paris to Berlin to

Vienna and finally into the very'diffe?ent atmosphere of Soviet

Russia. It is a lush prose, yet it is often carefully epntrolled .

and accumulates passion steadily through its mixture of precision
anq,generaiizqtion, as it ranges across a geographic ana\qecial

scale., A brief and dramatic character sketch of a German

. restaurateur's wife obliquely reveals one of the causes for Fhe

Nazis' seizure of power, while giving a compréx picture of a
mixture of mosives hal f-expressed by the woman. As voieces
threater economic sanctions on a myriad of telephone wires, the

possible consequences of their actions are interpretedfby’a

”

chorus of the masses on the Danube: -

i
»~

. The bitterness ,of long unemployed years hardens,

sh pens to the point of danger in the minds of the
ow-faced group of men and women . . . Not again,

! . zguuu;jmgnn, is the thought that passes between them as

they turn back to their empty homes. Never again is

the angry murmur that rises from innumerable factories

' . and squares and public meeting halls in the gcountries

. M ' of the West, challengling the voices that demand and .

threaten in privacy, swelling like the glamour of a new’
order taking shape within the womb of a continent, a
new life bursting through the old (p. 197).
’ .
Many of the scenes’'in "Via Europe" contain prose which is

overwrought. It is significant that Lehmann shared with many of

the writers of the thir%ies a tendency for using the border as a

symbol of change, and sought his imagery for a revolutionary

-



-

t

" the centre,cf this reawakening into the neé life:

104
éhange offhearm in organicism, ‘The boqder.or the frontier was a

frénuent image of man& of the thirties writers since it implied—-

witH its crossing--a possibility of change or choice.‘ As an
.image it also suggested that it was poasible to cross into a

country wnere genuine equalitx'ex1sted. Cdnsequently such

*
writefs as Auden and.Isherwood in Qn the Frontier, Edward Upward

_4n Journey to the Border and Rex Warner in Ihe Wild Goose Chase

use‘e image to eéxpress a possible change of attitude to the

_world.7 In much of the poetry of Spender, Day Lewis, Auden and
‘MacNeice during the thirties there Qs/a tendency to use similes

and metaphors drawn from nature to explain the revolutionary

struggle. Thewwin C. Day Lewis' Ihe Magnetic Mountain -we see the

following lines: R .

4

Ceaseless the leaves' counterpoin in a wesb wind
lively,

Blossom and ‘river rippling loveliest allegro,

And the storms of wood strings brass at year's finale:

Listen. Can you no heaq the enQ\?nce of a new theme?

.
N

In. the case of "Via Europe' such imagé?y now seems
&

ungatisfactory, singce it is used tqo often by Lehmann and many of

‘ the other thirties writers. Moscow is identified by Lehmann as

I

is the mood of the dancing
_brocessions that pass, with their many-coloured
- * " streamers and effigies uUnder the -huge written 8logans
of a still unfinished revolution, Their new life, in
its long-awaited splendour .end prosperity, :like a

chestnut tree after the .winter, begins to break into

leaf and flower around them (p. 198).

J‘ .
i w@!a

-

In level tones a Soviet Georgian:pget Lehmann met in his Qpavels

8
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in Trgnscaucasia in 1.9_?,lt explains the fundamental issue in the

closing section of the sequence: "This is my world, a, wOrld where

no one who 1¥ willing can failito find work, or the house, or the

food, or the pleasant things of life' to which it entitles him"
hd r M ¥ ,-

(p. 202).’ Despite his two trips to the Soviet Upion, in 1934 and
1936, Lehmann had not seen enough évidence to convinee himself of
the f‘olly of supporting Commpnism., He sSaw 1t as.the only
plausible alternative to Fascism and he had persuaded himself
t.t_xat'the Soviét Union wa's worl;ing tow;rd; achieving a decent
standard of 1iving for it people. ‘ '

. -"The Separator® (N, 3, 1937) is far less satisfactory
" than "Via Europe" beoause it is tinged with hysteria. ‘There is

-

* far- less prose poetry in each of its sections and far more

pr\osait: rgument it 13 written as 1f it were a uotebook and the

individual passages reveal rather than solve the confusion of tbe

writera The trap kehmanp is reflecting on is his inactivity 1n .

»

the face of growing f‘ascist power. Like many of hfs genentioﬁ -

"
PR

he was t.errified by the, as yet, unex‘perienced threat. of bumbing

~

s
»
N “

How to get out of this trap? How Lo find sanity and
) & clear thought again? How to defend oneself, to be
+ active, not to crouch-paralysed as the Hawk descends?
*But there must be hundreds, thousands like myself in
every town in Europe, wrestling with this hightmare in
sleepless nights, pursued by 1t through the superficial
smiling of the day, Content to abandon what once"
'seemed so necessary and so warm, the pleasant voices
thg)t fade as this pulsatifig roar fills the skies (p.

f 19 3 *

4

~

Lehmannts conversion to revo‘iutionary action is belabdured,

4 ' .
an intellectual rather than an emotionally satisfyin ecision; -

1
14

) 1

- é -
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this creates a feeling of cheapness and slickness 1n the imag&
)
used to clinch the argument and to atteat to the triumph of will
pover doubt: "Now at last all these days and nights 6f agOnizefd

thinking, of doubts 11ke mud where passioh and sympatny flmmder,

fiow at last they are all over, And a wind is blowingrso strong .

that the mud on my path dhies up, and I am ¢a¥ried forward with a

feeling of exultaticn to where I see you waiting" (p. 202). The

historical centre for this moéd of tribulation is Spagn.‘

Austriaf' like -Germany, had already 'faIlen to the fascists; Spain
. appeared to offer the hope sought by the literary forces

8

Bilected in New Writine, .

;[n retrospect, the literary productions ‘created by the
:tmpetus and exapple of the Spanishk Civil War are not very good.
Lehimann and his companions were overl'); optimistie 1}; hepiné that

., g'ood writing would i:eeessap'ily‘folloﬁ from fighting fascists in a
. legitimate politica_l cause, and that the new spirit su'ggested in
- ‘atpop‘utlar movement would fmq or greate its own‘i.n‘éer-pr'e‘ter‘s,w who

. ‘would be able tg transform the particular moment of struggle into

] ' successes like Malraux's Days of Hope, published in 1936, but the
S - major problem witk(many of the contributions whioch John Lehmann

1 received a’nd solicitéd was that they were either too fragmentary

b - or tod politicallv’*atri’deht. Nevertheless the 1dea ‘t.hat'good
writing could become public writing was further heightened by the

. ‘outbr'eak of‘ the Spanish Civi:} War in 1936. Lehmann described his
* : T hopé -that the Spanish Civil w.ar- would foous t,he'talents of

.
Al ?
. " \

' a universal and artistic expression. There were some conspicuous

. " .: sympathetic writers and pro,vide tl{em with a subject whi}:h -would-

O
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produce more of the new ﬁum@#islp which he ‘détected in Isherwood's’

"
o l ‘ . 1}

- have been illustrating gréw clearer a3-they found a
‘' - common focus,--while at the same time certain
contradictions deeply’ latent in the composition of the
movemen(c began to make” themselves felt, That, however

was for'later; in the meéntime, middle-cla&s writers

*  and working-class writers and writers of no class at
all, Spanish apd English and French and emigre German

and Italian, found all their Hopes and idea and

' theories had now a single dramatic manifestation.’,

.
- A *

- It was a moment when all the ‘impulses agd tendencies [

At time; like these, Lehmann viewed New Writing as if if. weére a

' movement 1n the sense thab he believed his contributors were

" polj.ticai attitudes, However, the dispara'ce elements contained -

united by ’the idea that good urftlng could change social and

in ﬂgu_mm were to ‘have their unity tested’ by the course of
the Civil War. wuuam Plomer, ' with- his usual casual urbanity,

w&s very much aware -of his own indepeudence in 1936 when he wrote

/Lehmanna "if there i3 any_ sunshine I hope to return nicely

tanned, with a "Popular Fromt" in fact--byt 'not #. red ﬁne.“w
Events were to prove his sly humour a far. more realistic attitude
than John Lehm‘aniﬂs excitement; ‘ ‘

' Much ‘of what ‘was wpi-t"ten'apout Sphin was too deeply coroured
by the sense of urgéncy,tm;t' the’situation créai:ed. O.ne
exception to this is Raiph Bate,s's "Comrade Yila" (ﬂ_.,m, 2,l
1936)», which deals w;lth Spanish anarchists in Bameloqa Just

prior to the electoral viétory -of the Republicans; The style of
this. story is tougb and unSentimental emd the f‘oreign narrator

is deliberately colloquial, almost casual, in the way in uh:hch he

-
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nev@hls a Knowledge of ingimaté details .of the Spanish. people,
Bates. kas jmmersed his own sonality 1n.thé sceﬁés he presents;

y - ™, - F . »
he ‘often creates a peculiar and beautiful symboligm fram

< s . - A

desgriptﬁons of mountain passes and treaclierous snow-covered

peaks. , Above all, he allows the Spanish obsession with
- -

mascul inity to emetge from the scenes displayed; he thus refuses

" to indulge 1in simplistit propaganda in favour of the Popular ,

Front: v

They were all admiring the horse and bantering Alonso,

when he jumped up and ran forward and flung his arms

round the dray-horse's leg. He tried to make the horse

1ift its foot and he succeeded., Charing said Alonso

- hugged the horse's leg to his breast; his eyes were

. - shuf, but from his mouth they ‘saw he was near to

crying.
No one made much of it, it was something that most

. of. them couldn't undérstand (p. #1). .

»

Comrade Vila is glbroken man; he is unable to distinguish between
reality and the nightmare world of constant suspicion he 1is
forced to inhabit, Consequentl;,‘at the climax of the story,
when ﬁe~k1115,an3$réngqr in the mountains, the qééder is givén no
definite knbéledge of the stranger's actual identity or purpose.
Vila's experiedce ciosely mirrors the ;mpréssion tq be left
indelibly on many of the volunteers to Spain, their initial -
idealism crushed by }ﬁe politffeal realities of’coafpsionfand
betrayal. '

;Few.of the poems and short sketches and ‘stories submitted by

Spaniards to Bad any of the challengiqg ambiguity of

"Comrade Vg;a"; most suffered from a tendency to strain viéibly.
after effect. This-is true of C.M, Arconada's Y“Children of

+
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Estremadura" (NuMyy 3, 1)937), Rafael Diesté's "'I‘he N;w Spestacle' ‘
of Wonders" (MM, 4, 1937) and partiqularly Alberti's "I Too.
Sing of , America™ (N.W., 3, 1937). V.S. Pritchett in .his role

of r'eader, ide f}'ed, the problem and speculateq,on its e sé:‘

+ @

I have read the Alberti poems and the translations many .
times., |1 have mixed feelings aboutnboth. If the -
translation fails it is because the peduliar kind of”

rhetorical impressionism which Alberti (and so many
Spaniards' are like him) uses, does not wear well in our
unrhetorical language. Alberti seems to have done a ’ Y
tour of the Central American States and to have flung a

. few theatrical words of greeting to each’of them as the . :
. ship docKFd and don't you find?——it is a bit ‘thin to roe

oup- ears,

4

. . >

Lehman;} however, ‘wanted to have some Spaq}sp writers to publish,
particularly‘as'thé majority .of the contribuftions concerned with
Spain came either from members of the International Brigade or
frgm Europ?aﬂs indépendentl; present‘in’Spain. There are
occasions, though, when ; glimmer of poetic ability eécapes the
problems of translation, and it is particularly poignant when the
writer is Spanish and just beginning to express hjmself in his
own language. Such is the case with Petere's "Against the Cold
in the Mouniains,“ which Lehmann quotes with approval in New
mumg_m_mggginwuo. a S o

Initially, however, the tone towards the Spanish Ci;il War
is set by ‘such pieces as John Sommerfield's "To Madrid" (M.W., 3,
1937). The narrator has a eﬁlogistic conf idence in the assembled .

advance guard of the International Column, and tries to assaciaté B

their political purity witp a dignity and beauty that they all

have in common., Despite thg realistic dialogue, the main impulse

in the stoﬁy is.the attempt to endow these men with classic and ‘.

; } ‘ "
N “ﬂ

.
Xl
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S heroié‘qdhlitiés. 'The prose of "To Madnid” varies~betweeﬁ

&

o description, dialogue and.refiective»passages. Lehmann suggests

in,ﬂgﬁ;ﬂ;i&ing;u11mmggg tbat “To J%drid" accurately recreates

o . thg fnitial mood of the volunteers tOvSpain, but it now fails to’

,hgve more than' a kind of Jaunty historical ‘value. The endihg. of

oo the.qketch veers into a form.of myitic;sm,\whiph is only

’

- haggiﬁally prepared for by'fhé preceding pages:

Here was.the ship and the pight, the unknown danpger
T and the urgent whisper of efght hundred ‘lives packed
- . ' close together, but the sopg was another thing,
L - soynding of southern grief on lonely, arid hills; it

W .~ was soméfhing very -old, ‘and it had the richneSs of™ .
: . music that has been distilled from centuries of a
. . people's expérience. It seemed strahgely irrelevant to
, " this iron ship, this night, this unknown danger,
» ' without meaning for the 1iVes of these eight huhdred.

Here were factory workers, miners from Poland, men whd

L " T

x
" ~

.  What Sommerf{eld is'sﬁggesttng is ‘that the Intérnatipnél‘;olumn
is a colleetion of the proleiariat set apart by‘their histordc
role, and that the members of the Co;ymn»are alienated¢ rom the.

more rural humanity of the Spanish ggasahtry. Later erlinkq

e

both groups together by elaiming that they share %he fame griefs

and wrongs which a Fladmenco song records, This seems to be an

'uﬂﬁecesaéfy,sacrifice of poetic truth to political expediency, in

1]

that the narrator's atfipude towards(the International Column

kéeps shifting, precisely because ngmerfield, himself, cannot
«
deaide what attitude he holds., 3

¥

Sammerﬂg&, however, later contributed a beautiful ‘story
‘ "The Eacape' (KM, 5, 1938), whioh attains a perfect balance

between the neaLism and rcmanticism which in %To. Madrid® seem to

.
g - v t
Y

o~

had escaped from the concentration camps . . .(p.u8);3
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be working at cross purpqses( The story lyrically embodies the
humanitarian impul;es which lie at the philééophical heart of
Lehmann's intended .design for‘ﬂgg;ngigiﬂg. At the same time, 1t
avoids the cruder tendencies of over-dramatization or hero-
ﬁorship wﬁiéh are obtrusive in some of the pieces which Lehmann
pﬁblished. The chaéacférs aEe humble, stoic and terse in speech;
their left-wing political affiliations are deduced only from

their respoﬁse to, the war-scarred léndscape'through which they

try to éscdpe to the coast, What human _dignity and heroism they

- possesé_is presehteq to the reader as the‘characters experience

-

and survive the horrors of war. Sommerfield's descriptizgdépwers

.do not focus on the actual physical destruction, but on the

ﬂeelinés of the characters toward it. This is mogﬁ effective

when he describes one of the characters hiding amongst some

]
corpses: .

;

He almost dozed and suddenly the light was gone, his.

eyes shadowed over. He opened them, turned his lhead a
little to one side, following the sunbeam, that.now
gleamed on.the bared neck and shoulders of -the girl
’ beside him, revealing the tiny invisible blond hairs,
, fine and shining against the bright flesh, .the fair
"skin that- seemed so fresh; so violently undead. At the
base of her neck were four purplish marks, the new
bruises of a love bite, The other dead were old and
?rab6 ?ut she had been young, fair, and lately loved
p.. 62). - -

BN

S w

ThusL_When the characters do escape apé do finally reach France,

_their decision to return and fight in $pain produces exactly

thase emotions of love for the cause which other contributors

failed to producé. »Tﬁé characters have a bassionate love for

%

. 1ife; their resistance to Franco's legions 13 based on an

o

.
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understanding of humanity dnd suffering r;ather than Qn gectarian
politic;. When cémmenting on the story' in 1938, ‘Léhmann's only
objection was that theyending itself was not \;orkgd oyt in .
greater detail, but he clearly regarded it as one of the finest
short étqries arising from the Spanish Ci\cil War: "1 \;'anvery,
much‘ moved when I reread it; it is realistic, but it has an
extraordinary lyrical quali.'cy."12 There were clear “signs in this
that Sommerfield was to develop into one of the(tjiain
practitioners of a particular brand of realism which made him a
frequent and welcome contributor to Lgnguin_ﬂgu_ﬂrlﬂng. liespite
Sommerfield's talent as a writer he is rarely r;ead today.,

Once the initial jubilation was exXhausted, many of the
contribu'gions about the Spanish Civil War reflected a kind of
strained optimism. They were frequently exercises ’in. trying to
build up a myth., Often they mixed a threadbare realism with a
journalisf:ic tone of apparent impartiality. Heinricfi Duermayer's
" ath of Karl Fokker" (MN.W,, n.s., 2, 1939) is a piece like
m'is sentimental and uses the death of one bl';aracter for
1;.3\/51mp1e propaganda vaiue, while Fe'rnandez's "The Sappers”
(M., n.s., 2, 1939), which is translated from the Spanish by
Helen S;ix;:paon, seems to hang on the details of the freezing cold
and’on a Galician's assertion that "you'll be hearing from me
over on the other 'sida" (p. 33). These sketches leave little
room -for genuine character development, and their occasjionally
'arAréating descriptive detail scarcely just{fies any further
interest in them. Only slightly more significant is Alfred

Kantorowicz's "A Madrid Diary" (N.W., 4, 1937), which is

Mt
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translated from the Germ'gn by dames Cleugh, which providést
. . v - N ,."

glimpses of the I;;terna’tional Brigaﬂe and ‘an accoynt of Ralph
“f-‘ox. There is nttle attempt at 1maginative recreation' 1nstead, .-
‘political pla,titudea are substituted for thie human reality, with.

such, jaxvring cl ims as "the most efficient fightins forea is

always also thé most politically sound" (p. 49) ‘
.
The relationship betwetn various members of the

~ *

) International Brigade is far more impressively captured 1n Tom

Hintringham' I"It.'s A Bohunk™ (Naday n.8., 2.,‘1939). In- this
story an English memiber of the International Brigade teams ap

4

£

-

with another character of dubious hational origin, the.Bohunk;. -

they rapidly establish a wordless sympa thet®e reiationship, -

situated in the front lines, daily expcrienqi'?xg attacka from
Franco's foreces, ’ ‘I’he narrator's attitude and tone are completely
anti«heroi'c. ‘His reluetant- aceep’eance of tiredneas and
discomfort strikes the mader as thorg,tghly conv incing, while the
Bohunk Seems fo get a childish pleasure out, of collecting wounds,
Genuine commuynication is e;e'aublisned between them v;hen they are
subjected to a series of ‘bomd attacks. Hintrinaham*s detailed

description of the sensations the marrator f’eel.s when the bombs

start falling is among the most viv ecreatioﬁ ofawiolence in"

New . Writing. At one level,‘ cond tioned action and survival
instincts ‘take over normal thinking, but running parallel to this
i3 the narrator's Sense of abaurdi'cy, he reluctantly accepts thie
horror of the situation’ as he lies naked arhd defenceless on grey

stones and ponﬂers "are they trying to kill us, or what?" (p.
57). The wordless sympathy established betwéen these two:is

-
‘
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reinforced when the narrator discovers the Bohunk's nationality,
Czechoslovakian,

As the Spanish war continued and the initial enthusiasm and
confidence were dampened by the grim realities of death and
internecine struggles, the mood of the contributions to New
Writing evolved, Those who could incorporate the ruthless
applications of Marxist theory igto poetry were rare in this
situation. John Cornford was one of them, His three poems in New
Writing remain as an incisive testament that politics, poetry and
indeed pity were not necessarily opposed to each other. A poet
like Ro¥?Fuller sounded insincere, crude or sfmply unpoetic when
he wrote in "Poem 3" (M.W., 3, 1937):

The rapid death from ordnance

And the slow from gas, the fascist whip, the nervous

Horror of workless rotting at home, these are

Our age, our dreams, and only poetry. (p. 87)
This had all the right mannerisms of revolutionary thought in its
references to fascists and to unemployment, but the boet's
sensibility has not assimilated the materizl he is incorporating
into his poem. The images Fuller chooses, and the names he
recites in the poem, are simply catalogues of political loves and
hates with 1ittle organic relationship among them. There is a
similar tendency in some of Day Lewis' early poems of the
thirties. Cornford, however, was both selective and intense; his
hard rhythms reflect his hard message, a message scrawled without

sentimentality in the heat of aétion. His poem "Sergei

Mironovitch Kirov" (N.W., 4, 1937) expresses, succinctly, the
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messianic impulsé toward action as the measure of all truth,
although such an impulse could be as applicable to fascists as it
was to commu;ists:

Understand the weapon, ﬁnderstand'the wound:

What shapeless past was hammered to action by his

Gnlifégf’constant action was his constant certainty

He a%qukhrow a longer shadow as time recedes, (p. 39)

Stephen Spender said of him in his introduction to Pgems For

Spain, "most contemporary literature seems to be written from the
sensibility, Cornford's poems seem to be written by the willﬂﬂ3
John Lehmann identified Cornford's technical influences as
Wilfre(;Owen and W. B. Yeats.'® This may be true of Cornford's
poems in New Writing, but one also senses a Metaphysical
influence in the way he fuses images and diction in the image of
the shadow. Cornford was using political action as a symbol for
love, What we might term wit in John Donne has become will in
John Cornfozg. There 1s no reason to doubt that, had he not died
tragically in Spain, he would have continued to develop 1nto a
first~class poet. He was quite capable of writing moving love
poems which expressed his own individual vulnerability, despite
his clear perception of the brutal nagure of the struggle.
"Huesca® (N.W., 4, 1937) is extremely $imple in ifls diction, but
the controlled passion lying underneath the surface is
unmistakable and profound. As in "Sergei Mironovitch Kirov," the
poet celebrates life by facing the possibility of death:

The wind rises in the evening,
Reminds that autumn is near.

-~

(23
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I am afraid to lose you,
I am afraid of my fear,

X ) v

. On the last wmile to Huesca,
The, last fence for our pnide,'
Think so kindly, dear, that I
Sense you at my side.

H

And 1if bad 1uck should lay my strength
Into the shallow grave,

Remember all the good you can;

Don't forget my love. (p. 39) ’

-

The weaknesses and ovefﬁelabo?ation of Rex Warner's "The
Tourist Loaoks at Spain" (NAH+ T, 1937) becomefapparent when
. m,},
compargd to this. Warner's poem is a sprawling mass of

rhetorical good intentions which offers exhortation in the place

of poetry; its-intention is 1nterﬁational, its achievement is

parochial, - Margot Heinemann, however, has the same kind of

strength and terseness which Cornford displays. Her best poem,

"0n a Lost Battle in the Spanish War,” (N.W., 4, 1937), which is
dedicated to Cornford; has a similar éncomgroﬁising toughness,
Both Heinemann and Cornford éschew romanticiSm in favour of a
revolutionary discipline and resolve; this resolve was, itself,
precisely what many of the c?ntribptors to New _Mriting weré
beginning to question.‘5 . |

It is exactly this quebeion that Stephen Spender focuses on

in some of his contributions to ng_ﬂxiging”' Aﬁi war to him was

anathema, even a war fought aéainst obvious opp;essons,‘

Initially, he coped with his reservations by placing them in the
wider context of the struggle for freedom and the npecessity of
sacrifice, In his article-"Spain Invites the World's Hribers'

(MM, 4, 1937), he describes the International Writers Congress
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of 1937 held in Madrid, and he makes painsthking distinctions
, between théiforeign helegétes who recoghizea e “sublim;py" and
those who @aw the "heroism® of the Spanish waY. Wﬁenfgpender’
analyses Malraux's work he comments on the precarious
relationship between a life in art, and a’life dedicated to\

action:

-

The writer t ,create from a centre which is his
enviromwent? and it sometimes happens (it has happened-
repeaffedly with bourgeois writers during this
generation--and that indeed is the root of interest of
so many cgntemporary writers in politics) that the
‘writer does not fit into°his environment. . ., Te a .
modern poet who does not accept the bourgeois
environment and the bourgeois ideology, a problem
exists which is not merely one of 3tyle but 3 problem
of will. He must deliberately change his environment
(PD’ 246-7). ‘

-

Spender is usually assumed to be an honest wriber, but in this .

article he applauded Bergamin for chastising Gide for his book on i"
. .

Russia, since the %"effegt™. of Gidels incidgntal honesty would be N
to undarmine faith in Soviet Communism. _The implication'is that
Gide shculd have suppresSed his book by an effort of will in the
1nterests of the broader movedient for freedom. However, by "the
time Spgnder*q "Port Bou--Firing Practite" was ﬁublished, there
has been a major shift in Spendet's thinking on the issue.

Stephen Spender's poetic sensibility often seemed to be
hgmpered by his intellectual and political convictions duriug the -
1930's. The effort of will he refers to often had the reverse of
the effect he intended; it falsified rather than'gave scope to
real emotions. Jon Lehmann, reviewing Spender's poetic progres;

from the vantagetpdint'of the 1940's, identified Spender,a& an

:
.
,
’ %
Y *
‘
. ‘



|
. .
;. ~ . . y .- . . /
I3

"

» ‘ »
] e *
LN
\ r . ! 1 1
i

. -

artist who was both 'a sensitive regfstér~of intellectual changes
~ ' and a man honest enough to record his oscillations of ooﬁscience
in all their complexity: "The truth'fs that Stephen Spender’ is -
not made to be the poet of a party or a creed in action. His
idealism and his intellectual concepts are continually being
brdught up sharp against reality, and he is too honest and too
human not to_see the &vil mixed up with the gdod."1®  And yet
' Spender frequently put himself into this partisan position in the

. thirties, he oonsciously tried to use 'modern' imagery, and

célebrate pylons and .aircraft, even when these images go against
the grain of his real sentiments. ‘

AN "Port Bou—-Firing Practice” .(N.W., n.s., 4, 1938)
demonstrates his ehange in attitude toward the Spanish Civil War.
Spender no longer caleulates thg effects of honesty, but writes

~i ‘as a man cdnfrqﬁigd by a situation which strains his blind

. attachment to a.cause., Instead of focuaing)on the ideology, he
internalizes the tragedy of an ‘individual confronted by the \'

actuality of a modern war:

. As a child holds a pet o
’ Arms clutching but with hands that do not Join
, ' And the coiled ahimal stares at the gap
' ' . -To outer freedow in animal air, 1
So the earth-and-rock flesh arms of this harbour
Embrace but do not enclose the sea
:, Which through a gap vibrates to the Mediterranean

. _Where ?hips and dolphins swim ahd above is the sun,

- ‘, *(pn 26 ,

)

"

The opening image of:the physical reality of the harbour is ﬁsed
to expraess a pgrsonal dilemma; it expands ihte a comment on the

effeéts of th’itseif. Various friendly faces appear in the
i YA

»
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'poem, but its cenhrml image 1s the terrible machine gun, the

" implement of destruction. Spendef's wish for the "outer Qreedom"'

is erushed ruthlessly by the logic of bullets which flgck the seq

& ¥
with lead. There is a curious kind Oflnasochism evident in the
cllmax of the poem, where the poet's own body seems to draw the

bullets inexorably: T

I tell myself the shooting is only for praoticé; .

' But my body seems a rag which the machine-gun stitches, -

» Like a sewing machine, neatly, with cotton from a reel;

And the solitary, irregular, thin 'paffs' from the

carbines
Draw %nzlong needles white threads through my navel,
(p. 27

A
. -2

) Spepder's appeal for the sanctity of the individual caught in
kthis trap ‘has nothing 1nsincere about it. The physical landscape
and the people are made palpable, and the choice of - imagery
emerges naturally from the scene, Although the persona of. the

'pOem‘ié,isolated from the militiamen, women and children by his

§eh81tiv1ty, he nevertheless seems to voice the concerns ihey .

dare not express themselves, as Ehey search only for reassurance.

‘The kind of hopelessness and fear which Spender evokes on an
indtvidual 1evel$}s reinforced and extended by sueh prose pieces
as T..C, Worsley's “Malaga has Fallen” (NLH; A8,y 2, 1939),

which is one of the more effectiVe documentary accounts produced

from the experience of Spain, It is more effective tham other .

agcolnts becaule .the narrator's introspective desgrlptioh af

fleeing 61v1;1ana takes on a'nightgariah quality. What Stands out -

__is the narrétor‘s compassion, hig complete iack of bravado, and

-

his admitted inadequacy and bafflement in the face of confusion

[
\
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,a tragedy of huge broportions. His perceptions are Juitapqsed
R N 4 . ‘ ' t
ith those of another charaeter, Dr. Rathbone, who always seems :

-

to be. striking a pose and consequently shutting himself off from

a full apgneciétion of the pathos and horror of , the situation:
. B . C K

- -

® ° . Inside the lorry they had been completely externalized
- we had viewed -the procession as you view 2 film
unrolling itself in front of you, \the reality, of Which-

" by focusing your consciousness on the seat you occupy,

_ on yourself, and your immediate surroundings, you.could

' somehow diminish; so that the stream of people had -been
outside, was performing with the unreal realism of .

‘actors, But the moment we stepped ocut' from the

security of the interior and mixed with the people, we

. found ourselves engulfed in the atmosphere of that

. road; an atmosphere through which panic and rumour ran
like a flame which burned out of the people every’

thought but: 'The Fascists Are Behind, push an, push

on' {p., 38).

In this situétion there are no abpropriate political slqéans-
~there is only the ;truggle to survive, and the soldiers passing'
toward the front are not even given a half-hearted cheer. .

The last contribution John Lehmann published on the:subjéct
of Spain was John Lepper's short sketch "Conscience is a Funny
Thing" (M.W., n.s., 3, 1939). Ig (etrospect;this story Servesgzk'
a8 an ironic footngte to the Spaﬁish Civil war. An 1nd1v1dq?1
member of the International Brigade progpted by a troublesome
conséience, returns to ths scjifig; aﬂ ambush to see if his
eompanion is dead—or Just wqunded& He is shot and killed
itsgantly himself.  Such a waste of 1life is absurd,
linappropriate, bgt\thoroéghly @u;an.h Slight as this sketch is,
iEF terse dialogue, occasional flourisheé of descripéion and

understated emotion convey a baléhced insight into the.Spanish

Civil War, Above all it communicates the sadness of an

.-
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evaporated dream, the collapsing belief that the ﬁﬁmani‘t{arian
impulses bf many ofA_ the volunteers to Spain ’é”ou:l,d be transferred
to the'realm of action witqaut ei}her loss of i;;tegrity or
hopel ess ineffecr.iveness. ‘ ) ‘ ‘
Part of the blame for the fai;ure of the Republican cause
rests with the folicies' &nd the’pra;l‘tices adopted by the Soviet.
Union towards Spain: ‘the internecine purges of those considered-
to be Anarchists, Trotskyists or: Soéial Fascists, John -Lehmann, j
like many, of - his 1nte11eétuh1 canf.emporaries, believed
-
desperately, at ‘bimes, in t‘he ﬁut»ure of Communis:u and in the
essential triumph of t:his politiua.l pt:ﬂ.oso;:hy in the Soviet
Unton; yet he was not blind to the -&huses of power.‘ ¥s he ‘becam'e
increasingly adare of the pregmétism that gbverned Soviet foreign
policy, and the murderous nature of 'their domestic requnse to
d13$ent; his’ bel jef was strained and broken. Thenevidence wa{ts:
piling up that the Communism he endorsed in theory;-that"of:
equal ity of:- opportunity, freedom of‘ expression, the removal of
capitalist exploitation and the resistance of J"ascism--was bélﬁg
subverted in practice in the Sovied: Union by the tbtalitarian
nature of the purges. In 1936 he wrote to his sister Rosamand:
"I am so glad that you feel 2 1ittle dif-ferentiy now about that )
wretche‘d trial business, there.is so mu{ch to say, and one day I
want really quietly to write it to you, or talk-it over with you:
tfry to explain wl{y a dozen stu:h blunders, or werse, can't really‘
shake my rundamental bel ief and suppori:.’}17 Nevertheless, ‘in
1936 he was spill unab:le tb’ accept that the Sovie’cs were as bad
as fascists.’ He was quite prepared, eyen as early as 1937, to

v TS
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publish individual pieces which either- implicitly or explicitly
‘challenged sqme of the tastes or praotices of‘the Soviet artists,

Although there were very few’ English contributions to_ﬂgnﬁﬂziﬁinz

which directly discussed the Soviet Un{on in poetry or prose,

there were some critical contributions that analysed the

" developments in Soviet art; these included André van Gyseghem's

artiocle "Okhlopkov's Realistic\Theétre“(ijLa.n.s.,z, +939) and
[3 -

Basil ‘Wright's "Therﬁusaian-Cinema" (NaMay nes., 3, 1939). The

most devastating of these contributions is E,M., Forster's "The

Last Parade" (ﬂiﬂ. 4, 193%), which is'the only piece that"

»

\Forster contributed to,ﬂgn*ﬂtiﬁing ' , '

)

Fbrster, with obvious glee, penetrates to the phllosophical

-

heart of the matter and.defines the pitfalls lying in wait for

those Soviet artists who substitute theory for artistic practioe.

"Challengin@ injustice, thpy ‘lgnore good taste, indeed they

dgciare‘in théir.stekner moments that injustice and good taste-

are inseparable.~ Thgir alms are,moraf; their methods
disciplinary" (p. 3). Each‘sentence"in Forster's piece is a
'testament to His powers of obserVation ‘hisfwit and-his
innelligence, but 1n his' description of the Soviet Art Pavilion
his sense of humour serves only to heighten ‘his genuine _sengse of
indignati n: "Pasaing ‘beneath the séaled up petticoats aud

trnuaers,w enter a realm which.is earnest cheerful instructive

donstruetive istent, but whith has had to blunt some of

the vagrarnt sensibilities of mankind ahd-&s éonsequently not

wholly alive® (p. 3). - ’

N )
Itwihg quite clear that Lehmann had to fight very hard to

\ bl \ .
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obtain the Russian contributions which he published in Ngu :

Writing and that he wasg far from satisfied himself with the

quality of Some of them. Nonetheless he believed that it was

vitally important .to keep,ﬁhé channels of literapry communication

between the‘Soviet Union and the rest of Europe open.. Thus he
found hlmself as he often did caught in a literary crossfire.
In one letter to Edgell Rickword, in*1937, Lehmann recorded his

disappointment with the Soviet contributions he had received: ,

-

I just want to say that when you write:"One would have
- liked to see som& reflection of the immense
constructive triumphs of the last eight years in the
U.S.S.R." I can only d "Here! Herel"™ The trouble 1s
- no one knows where this literature is, at any rate as
far as short stories go. I have been agitating far
such material, literally;-for,years. Preslit are
hopeless. It is almost true to say that we have
represented Soviet Literature in NEW WRITI in the

teeth of their inefficiency and indifference,

¢

On the other hand, Timofei' Rokotov suggested to Lehmann, in 1938,
that New Wrating was not sufficiently sympathetic to bourgebis

literature:; |

The point is that we should very miichh 1ike Left English
Literature to be a leading literature, But the fact
still remains that it is not, and it seams [sic] to me
that the mistake that both you and Lindsay make, is
that you somewyhat underrate the role of bourgeois
English literature, and its left ifctionr-such as, for
instance Aldington and Priestley.

Pespite these disputes Lehmann did manage to present some of the
better Russian writers to a wider audience. It was frequently
the case that those Russian stories which attempte& to be

"constructive” in the way that Rickword applauded, and Forster

Farow @i
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mocked were generaﬁly those uhich are nov depreasingly
threadbare or offensively polemical.f T

This is not the.case Hiﬁh ﬂikhai; Sholokhdv*s “The Father"
(ﬂ;u‘ 4, "1937), which is transiated from the Russian by an
unrecorded-eontributor. Shblokhov mafiages to cenvey much of the
confusion’ and- the. heroism of the Russian Civil War in this
tightly gacked short story. The narrator. néver bobhqrs himself"
with deciging'whether Reds or Cossacks are right, byt

congentrétes, instead, on'a révelation of the human hisery,

NinVolved in the struggle. Ihema&ically, the atory is closely

“tied to Shdlokhov' "Don" novels. Much of 1:5 effecf is adhieved
‘by juxtaposing the bitter story of an old boatman with the
deseriptions of a wild and seemingly inhospitable Iandscape-which
conspires against human digmity and contentment:
The sun gleamed. faintly through the gre&-green bushes
fringing the cossack village, Close by was the ferry,
by which I intended to cross the Dén. T ploughed gy
. = way through the wet sand, from which rose a pugrid
smell, as of sodden, 'rotted wood, The path wound
through the bushes like the tracks of a naddeneﬂ hare,
The crimson swollen sun droppgpd into the dhurohyard
beyond the village., Behind  me¢ The azure twilight came
on, through the dry brushwood {(p. 185). ‘
The overall result of this is to emphasize the pitiLeSs nature of
human existence, especiallvahen the first—perSon narrator and
the boatmqn get stuck-in the mud in tweir vain attémpp to cross
the river. In hif own way, Sholokhov turns the people of ‘the Don
inko a Literary myth; the people become paradigma'Of stoicism
surrounded by an apparently random yet hestile nature, .

- The major 1mpeﬁus of many of the twenty Russian short

- s
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stories and prose'pieces cént}isuteq to Hgﬁ_ﬂgi&ing is this urge
:té turn the experiences of the Russian Revalution and its
aftermath into a myth—-éb give them a kind of classical validity.
At its worst this impetis produces indengruous situations in
badly written storieé. Thié is particularly evident in anonymous
stories like "ladimir In The Taiga" (MuHe n.s., 2, 1939). I
_ this pseudo-folk tale, the mysteri;us pfobagonist of the story is
'protected,against‘h%s political enemies by‘the animals in the
forésﬁ; ﬁhe prota;on;st is ultimately identified as Lenin.

-

‘Djavéknishvilliﬁs'"Tng Cup" (M., 4, 1937), which is
trén31ated by Stéphen Garry, is a far more ipteresting attempt to
'creété a mqﬁenn myth. The story is concerned with an é&;gréé
attempt to ﬁety}n to his homeland, Russia, bearing a gift of
priceless QO(th,~a cup which becomes a tontemporary grail. It is
the essentialfloﬁeliness and futility of the ‘exiled Georgians
which are brilliantly captured iq'thé introspective meandering;
of the central character's mind. ' There ;s a curjous intensity in
the way in which 'tl';e frequently repeated simile {#Reason eats into
belief 1ike the sun into ice® works throughout the story, At
many points rea§on is gt war with the central character's faith
that he will be accepted by the society which jettisoned him. In
a ;;nse the story is a fantasy, but the elaborate way in which
the central character regains entry into Russia, the personal
humiliétiops of the loss of his entire famil}, and the
observations he makes dn:hi§ retqyn are all uncomfortable
revelations of a Soviet society in flux. Nodar, an inspired

inventor, is a complex human being, composed of idiosyncrasies

* hd L

»
-



*

126
and a'passionate adherence te a vision. Djavakhishvilli makes
his charact%rfs‘vindication the triumph of a quest, of faith over

narrowly: perceived rationality. In a strictly "realistic" story

his idealism would feel like third-rate propaganda; set in the-

context of quest, it avoids the obvious dangers of distortion and

sentimentality:

.

He would return home to his country, where eight years

previously he had left innumerable friends and

relations and his own toiling pecple, for whom he had

i sacrificed almost everything, and who were now studying

. the most difficult of all sciences: the science of

labour, and the most difficult of arts: the art of

standing on their own feet, And was there a sweeter

and greater task or a finer repayment of debt than the

gift which he, Nodar Shubidze, was bringing his
country? 'No, there is nonelt (p. 207),

Thus the cup becomes a symbol of the struégle for a better kfe

and a promise of its attainment, Despite being an exercise in

wish~-fulfilment, the story itself has an engaging simplicity and

op’ci'sm. . .

Some of the Soviet writers were themselves quickly elevated
to mythie and'he}oic proportions by the neer of Soviet society.
Lehmann published Elsa Triolet's biographical sketch of
Mayakovsky; largely, one suspects, because it suggested the very
different rapport that a Soviet artist could establish with a
mass audience. It was the kind of relationship that [ehmann was
to achieve temporarily with the enormous circulation and
readership of Penguin New Writing. "Mayakovsky: Poet Bf Russia®
(N.¥., n.s., 3, 1939), which is translated from the French
version by John Rodker, makes gigantic claims for Mayakovsky's

‘influence and artistic genius:

¥
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He 1s classic, because a whole nation unquestioningly
accepts his genius, Significant, because every day of -
the year, Soviet problems provide the occasion to quote
from his work, whether on love, the.Revolution, war and
peace, or the trivial events of the day. There are no
big or little subjects where Mayakovsky's poetry is
concerned. Poems to adveértise State Industries,
educative slogans etched into people's minds, still
_bring a smile to their lips, as his love poems still

knock them sideways, as his satirical poems still
console them ., . (pp. 216-17).

<

Unfortunately, it is impossible to estagﬁish the truth of éhig
assessment, as the writer herself claiqs his poems are vtrtuglly
untranslatable into another langdage., Triolet's sketch is an
enthusiastiec jumble of féminiScences; it also sufferS from hero-
worship, litérary’elitESm and smugness, Its publicatioh was also
indirectly responsible for one of John Lehmam most ferocious

public défencek of his own taste as an edjtor. Lehmann took

great excepiion to a review by Earl Birney in Ing_ganﬁgianﬂEgngm

which suggested that political rather than aesthetic reasons were ©

solely responsible for its publication. i t N

Mr. Birney endeavours to make out that the intentien of
New Writing has been overwhelmingly political, and that .
the pelitics were rigidly those of Stalinist Communism.
I do not want to go ‘into the advantages or
disadvantages of that particular party's line; I merely
wish to point out that Mr., Birney is wrong. New
Nriting was always interested in literature first and
foremost, . . . Mr. Birney further implies that the
only reasch for including' Mlle Triolet's reminiscences -
of Mayakovsky was their pro-Stalinist tone; but this
contribution was chosen purély on its remarkable
qualities as a blographical sketch . . ih spite of
Mr. Birney's Judgrgant that she 'writes badly' because
she is a 'stooge.!

If Birney had directed his criticism at Triolet's coterie



108
Futurist literary values, rather than at her "pro-Stalinist®
tone, he would have been on much safer ground., Her reminiscences
are implicitly, critical of the way Mayakovsky was treated by the
soviet authorities. Many other Soviet contributions to New
Wrlting deserved Birney's charges, though the magazine as a whole
never did.

The werst aesthetic offenders are such pieces as
Tchikvadze's "Road to Affluence" (N, W,, 3, 1937), Gladkov's
"Shock Tempo" (N.W., 5, 1938), and the Czechoslovakian gﬁseh‘s "
Woman on the Silk Front" (N.W,, 1, 1936}, All these pieces try
to recreate in prose the spirit of a people committed to economic
and social reconstruction: all of them make a contemporary reader
wince because they rapidly become political and moral lectures,
Tehikvadze's "Road to Affluence, " translated from the Russian by
Stephen Garry, is a straightforward argument in favour of
collective farming, in which a farmer finally accepts the wisdom
of Stalin's five~year plan and joins a local collective because
he can get greater acezss to machinery and luxury goods.
Gladkov's "Shock Tempo," translated from the Russian by Stephen
Garry, concerns a trivial rivalry between two gangs of concrete
workers, one of which is male and the other female, Its sole
purpose is to prove the equality of the sexes in Russia.
Admittedly, nothing is-too little a subject for literature, but
in this case descriptions of the process of laying concrete lead
to a blind alley of "social realismﬁ'g@f the three, Kischts "A
Woman on the Silk Front," translated from the German by an

unknowfl contributor, outdistances the others in ineptitude. This

&%
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" s mainly becaase the reager almos’e ‘heitaves lg!,mself to. be in t,n?e -
middie of a vibrious parqdy of re&list. wmting unt.i]z the cloamg

-

paragraph. A uaman uhn has been raped and who has seen her ' ..

.

hus'gand and c&ﬂdren butchemd 1n fropt of her while her huaband -

sings trhe ];ﬁternati:"enaIe f'iriallgL overaomes her averaio.n to the

) . A T s
. song. L e - <0 - LN .
The snk-ﬁrzeamg in Tajikistan has ingreassd ‘oy 1,939 ' o
, hnndredueight of » cocoonns sinse last year; that is ’
twenty-seven per cent; Our district shows the greatest .
’ improvement. We producé simbst -twice as many cocoons ° *
as the Vilayet Gissar, Vilayet Turgan~Tyube, and the
' Vilayet Kulj.a,b together.. + » % According to the Fiye-
- Year Plah we should have delivered 1,804 hundredweight,
and thén our digtrict would have had 1ts ,own spifining-
mill, But we fulfilled onl¥ fifty -peér .cent. of the -
plan, If we manage to make 2,200 hundredweight next .
year, ‘our .quota .will be complete and we shall be given
-our mill. We shall succeed. - And when they begin to S’
build the factory, I'll ask them to play the 7
Interfnationale——for then the past will be dead (p.:57). "
v . -7 - e : " 5
‘It was'a tare thing, though, for the Soviet realist contributions ’
o New.Writing to be as 'tédigus'as thise ) T ’
Two 'of the major art forms in which the Russians were *
R 7 . *
breakihg new ground were.the cinema and the theatre. Here the .
desife for frultful aommunicabion between the artist and a wider "
audipnce was - creatlng mu nodes of expression and nw téchniques
to meet~the chzllme.n'ge ‘of. mass apprgciation, or at least a BN
reappliecation of o"fld”i,e*chn‘iques o a'new social sitpation,” As LI
L ‘« . * Zg
part of Lehmann's expanded concept of what the new series of New< \,
1] 3 - ™ ry L
Mriting should be, éritical essays on bo?:h‘topics were published. -
The firat of , ttiese w&s Andre Van Gyseghen's "Okhlopkov's '
Reaiistic ‘rheatre" ﬂ-ﬂu n.s.( 2 1938), which is a balanced ! '
acco t-of the etreetueness and lihitations of Okhlopkov's j
¢ : ; S . T m,i
d , - . - A . . S
» - - o . » %
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‘ theatrical views, Okhlopkov's major creative departure was to

abandon the box stage anBJinvoive the audience.themselves in the

‘Setion of the play by physical contact with the actors, When

Basil Wright's "The Russian Cinema" (N.W., n.s., 3, 1939) is read
alongside this déscr:ipizion, it becomes ¢lear that the t;:o art
forms Aare t‘acing and coping uith sd.milar problems. Both esséys
emphasize that the Russian revolution has enabled the artists to
experiment in a way that they could not 1f their films and plays

were required to be commercially viab],e, and that the enormous

strides made in Rhssian film and theatre are a prorduct of this P

creative freedom However, although the Russian film industry

. produced some brilliant saccesses in its first two stages--the

post—revolutionary feWour of 1925 1929, uhich saw the creation
of "Potemkin" (19257 “The Las’t Days of St. Petersburg" (1927)

' and "October“ (192&), and the con;tructive phase of 1929-1934
during which "Earth" (1930), "Road to Lif‘e" (1931) and *Men ang '

Johs™ (19311) were completed,and which coindided with Stalin's

*fime-'yefar ylan—-\f(r_ti’ght identifies a ‘Brwipé problem of political

censorship, a eonéequept conservaftism of ci‘nema';ie technique, and

B

the adoptian of Hollywood forms,
+ In New Writing the best Soviet short stories are those which

. avpidﬁ this conservatism; they are either satiric, 1like those of

Olyesha and Zos«xhenls:o,z1 or odd and eccentric like those of

Tikhonav. Orre story ‘that fits neither of these categories, and -

yet panage# to subvert 'its didaetic intention, is Nikolai Ognev’s
"Sour Grapes and chet" (MM, 1 1936), which is tran%lated from
the Russian by an unidentit‘ied contributor., This story conocerns

N
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’ - a

- the attempted love affair between two young Ruasiana picking
‘grapes at a holiday res?rt by th}e Black Sea, what makes it so
Sntertaining is the centrel character's failure to win the -girl
he really wants, largely bee:ause this desire seems to be at war

with the needs of the new sociely:

The holidays were over. It Was time to return to
work again to take up-her post at the machine. There
w38 no time to be lost, The time to be resting -was
ove;'. She musti(join the st.ream pf her countryg's life
again.

’ That was the message of ‘bhe station, that was the -

call of the engine, that was what the rattling wheels
-.  sald, Everything round her urged her on with the same
thought (p. 42). -

. - ¢ * w ey

] At this point in the story Ognev's prose matchies thé excitement
 of the developing industrial macﬁinqtjﬁﬂtﬁéveals the girl's
seduétion by its rhythms., She &coepts its impesrsonal imgerai':ives
and i}-;s logié unquestioningly, - and hwilflir)&ly returns to §h§
factory she left in the city. How'ever, the real sympathies of
the writer do mot'rest with the soc}efy itself, but with the
frustrated yearning of the centra; ch?.racter, 'whose farcical
‘étte'mpi:s to rectify thé situation are exgloited by a yolmg w,éif
"who' robs him of his money. ?Ihen he ;ppeaIE to an 0,G.P.U.
official for help, he only earns & Qter:n lecture on encouraging
vagﬁanéy, and corruption. Had the story ended here it would have
_ been another .moral and political leason 1n keeping with Gladkovts
| ';Simock.empo," but Ognev skillfully reqtores the human desire as
the cexiltral ‘issue'. \ "éour Grapes and S;teet" finishes on a note of

Wistful romaaticism as the train departs carrying away all the

young man's dreams. It is a very funny and nostalgic recreation

*
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of lost innocenée, -its implications fm\...}.kre Ruasiah'society are,

to say the least, unorthodox. .

!

Yuri Olyesha; who eohtributed tyo stories to New Writing,
\

.‘ is a far more complex and provoc.ative critic of the growing

’

ussian obsession with theoretical purity. Both "Love™ (N.M., 3, .
19375 and "Liompa" (LW, 5, 1938), t‘l-uslated from the Russian
by Anthgﬁy Wolfe, are sdphisticated achievements which poke fun
at the M?rxist's obsession with the matef-‘ialistic universe; they
ar:e, in a sense, elaborate intellectual spoofs. In "Love" the
central character, Shuvalov, begins to see and experience the
variety of .nature which apparently 'riots unnoticed in the park..

He is transported to a universe where the normal laws of

) perception and movement are subverted, and he meets a sinister

figure who keeps changing the appéarance of things and tempts him

to exchange one set of perceptions for another. "A11. of these

‘ things happen to Shuvalov because he is in 1ove:' "And his

viSion, contrary to his desires, was filled with a number of:
things which had no interest to him® (p. 114). Olyesha delights
in playing games in this stbry. He evokes an existence packed

with surrealistic symbols which normally escape the protagonists

‘ of the story an§ the readerd -The park bhecomes a cauldron of

creativity and wish~fulfilment from which Shuvalov is f‘inally‘
excluded because of his desire to control his appreciation of the'
irrationzl,a which challenges his tottering abstract beliefs:
"Are you really a Marxist? ... Then you can't possibly live in
paradise®” (p. 120). Shuvalov feeis‘ his 1nsights‘ are illegal and
unscientific; he represses them to mainthin his social and

-
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political equilibrium. Olyesha clearly.enjoys exposing the
absurdities of dialectical materialism when it is pushed to its

philosophic extreme, ' ,

In "Liompa" there is u similar absorption with the vagaries

of the material universe, but this time it has a nightma{<t:’
tinge as a dying man attempts to reorder his particular vision
the world: - ‘

~

In theaworld was an apple. It shone among the
leaves, gently twisted, caught up and turned with it
pieces of the day, ’the blue of the garden, the
crossbars of the window. -The‘law of. gravity lay ina
wait for it under the tree, on the black earth.
Beaded ants ran among the hummocks, Newton was sitting
in the garden, Within the apple a multitude of causes,
capable of evoking a still greater multitude "of
effects, lay concealed. But not one of these causes
Cn was destined for Ponomarev. For him the apple had

become an abstraction; and the fact that the flesh of.
the thing escaped while the abstraction remained,
tormented him,
. I thought that the outside world did not exist, he
reflected, I thought that my eyes and ears controlled
things., I thought that the world would ceazse to exist
.when I cease to exist (p. 119),

As he becomes mo;e helpless, external/ijects take ‘on their oun
life'and defy his direotion of them.. Olyésha juxtaposes'the
dying man's disinteégrating universe to that of two Qoys in the
room: the one a fle&gling scientist, who is more adult .than
adults in his adherence "to observable laws, and 'the other a boy
who simply accepté the co-existence of things outside qf his
possession’ or control. It is the second boy, who is content to

enjoy the newness of everything, who announces the arrival of

a coffin. "MLiompa"™ is an exquisite black comedy on human .

pretension, and Olyesha's sympathieés lie with the‘?oung’boy
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tapable of experiencing one eplphany after another. The olﬁ‘man

) experiénces the explicable material universe rushing away from

him; this exnoses the bankruptey of a purely materialist
explanatien of life. The coffin,becomee the only reality to
which he is entitled, x . ‘
Mikhail Zosshenko practices a slightly diffeérent kind of
satire 1n his 86?2 contribution to_ﬂgg_ﬂjijing "The Housing
Crisis" (N.W., 5, 1938) which is translated from, the.Russian by’
Stephen Garry, shows him to be a comic writer in the tradition of

] Swift since his maJor deviee is to write as if ﬁhe experLences

of” the eent?al charaoter are commonplace. In terms of the

“conatructive” phase of Stalih's Five-Year plan, Zoschenko's

Story of a man searching for acoommodatlon is. explosive énd
subversive. The narratOr is finally forced to 1ive in a
bathroom, but his troubles are only just beglnning, in rapid
succession'he~abta1ns a wife, a child, and his wife's motbér;

all of whom share .the bathroom with Hlm, With savage irony it is

'made clear that his:consort's only reaaon for marrying him was to'

get a share of bhe bathroom. When the narratar learns of the*
't \

,igpending arrival of his wife's brother he departs. Thus the'

excessive enthusiasm of the opening sentences suddenly becomes

explicable- "The other day, oitizens, a cartload of~brioks went

down the street. By God 1t’didl You' knqw,\my heart quite

fluttered with Joy e e Penhéps in some tweniy yea}s, or even
less, possibly every citizen will have a whole room to himself"
(p« 163). On the evidence of this story, it is hardly

» surprising that Zoschenko's brand of .satire got him inep

A
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‘persistent trouble with the Soviet literdry watchdogs:zz'

1

The Russian writer that Léhm;nn was parflcularlf préud of:

0

1ntroducing to a wider Bﬁitish public uas‘Nikdiai Iikhohov.
Lehmannlrecognized many of the qualities in Tikhonov which he /
found lacking in most of the Sov(jb pieces publ:shed in Nﬁﬂ
Writing. In 1944 he acknowledged that Tikhonov was far superior3;
to most of the other Soviet recruita to,ﬂgn_ﬂzi&ing " )

rd

- " There is in his best hork a combination of poetic
sensibility with a'liking for the extraordinary or
eccentric that reminds me more of some English writers
than Russian I know, His fondness for the wilder parts
of the Soviet Uniop, -the Caucasys and Turkestan, where
he could find odd contrasts between old civilizations
and the’new in an exotic setting, attracted me too; .
and abov§ all ﬁis dislike of prigs and heroic&
postures.?

~ -

(3

Tikhonov. found the wilder parts of the Soviet Union?to be’

A J
.

particularly appropriate for his owh aesthetic intentions. They

gavé.his imagination a much_gore varied‘tableau with which to -

work. Thus in "The Tea Kahn at 'The Pond of the Emir™ tNLW., 1,

1936), whioh is translated from the Russian by Alec Brown, he was
able to, juxtapose the experiences of a visitiﬁg Russian official
to thase of a primitive and‘SUpefgtitious Cpaifiker (a landless
nfreen labourer), both of whom are totally lost'in the mixture
of splendour andlgqﬁalor of 01d Bokhara: The 0fficial ;éles'to
hide this knowledge from himself by tpinking of bﬁe afivantages
that civilization and efficiency-will brin; to this égparent
chaos, _His pecpeptions are ironically undercut and sﬁbverfed by
the Chairiker, whose own dreams of fulfilment are destroyed when

he discovers that the woman who has obsesséd his dreéms is as

N -
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. much, a chimera as phe‘afficiai's desire to imposée civilization on

a recalcitrgﬁt ahd anarchic population and city:
\ . ) “‘

. So many times in sleep had he seen the place that he

. , could maké no mistake, A crumbling mud-lump wall laid

© 7 the inner courtyard bare., Right in ' front of him was a

", room with no front wall; it was furnished with chests

_and broken chairs. . . . There was a slop pail and a

mop and some tatters of felt padding keeping agkitchen

table company, and on tRe kifchen table were the

remains of a watermelon., :

. The man‘did not move a muscle uhen he caughn sight

f of the chairiker, He had & tufty g4rey 'beard, an

.  exhausted face and arms which were but skin .and bone.

And the chairiker ‘closed his eyes thinking it was a bad

dream, a delirium, or some mistake~-that this was a
- mountain demon he saw, making a moeck of him (p. 93).

”

¥

::Bokhara is a city conducive to misconceptions- it 15 an 'oriental
fantasy"as the old man sardonically desoribes it. Throughout
the story the oppressive heat and light make everything either

"totally black or uhite, in a metaphysical as well as in a
physical sense,, . ' oL :- ‘ ‘

Tikhonov deliberatély makes the official jincapable of
insight uﬁtil;th; end of the story, when a cat playing with
three mice becomes a symbol for the experien&e of'the whole

- stéry. The cat is clearly 1inked with the heat thd vitality of
the city: and’ finally becbmes an embodiment cf the whole Eastern

experience, as opposed to the western uigdom of the official.

Eventually the official reOOgnizes that he is hhe third mouse

" 4hat the cat let go, after the cat had played with and devoured

‘ the first two. Téys, Tikhonov envisages the east, much in the

way that Conrad preéénted‘the Congo 1n'the Heart of Darkmess, as

a prooding, exétic and implacable to?ée, totally bey?nd the’

g

.
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understanding and control of the average Westerner, The attempt
to Pcivilize™ Bokhara is doomed to failure, because the assumed
moral superiority of the official is far from evident.

The sense of distance which exists betweén two very
different civilizations is further developed in "Nights In A
Persian Garden" (N.W., 2, 1936), which is also translated by Alec
Brown., Tikhonov's technique of ommiscient nérraticn enables him
to explore his characters' moral and spiritual decline, while
delineating vividly their sense of alienation and displacement
from familiar surroundings. Apeximoy, the miner co-operative
official, is gradually seduced and corrupted by the power and
prestige that his futile Job gives him, His tenuous hold on the
iaea‘of civilization® and his belief in a work ethic

disintegrates as a result of a series of incidents. Tikhonov

'gently mocks his creation. as Apeximov converts himself to Persian

»

ease and opulence and turns his back upon responsibility in

favour of hedonism: -

Nor would the nightingales let Apeximov sleep, He
bought himself a khalat, a loose beltless caftan such
as they wear in those parts, a sort of eternal
dressing~gown, and in this reclined on a rug under a
karagatoch tree, just like a great landowner. There
was water murmuring in the poql near-by, and. an
unusual peace was murmuring in his head. Paradise on
. earth had commenced. There were occasions when a
‘lilac-grey cloud “appeared and there.was the merry sound
of a warm summer rain in the cool transparent leaves.
, The moonlight and the scents of the gardens.were enough
to'make the dead dance., In the haze of moonlight the
mountains sighed and- bowed to one ancther (p. 192).

~

His hedonism, 1like his work, is actually vacuous and redoleng; ¢

4
of cliche, and it is @as if nature itself pokes fun at him while

b
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it’lﬁlls him to sleep. <
It is this undercurrent of the fantastic and lightly
humorous whieh distinguishes Tikhonov from so many of the other
Russian contributors to New Writing., He car at times write with
great poetic ser;suodqness, and he knows how to develop charac;ter
by a xﬁixture‘ of action and idiosyncrasy. His characters are
fallible human beings subject to continuous pem;;tation; they
rarely féil to interest the reader sincé ihey‘ane‘qnp;edictable,
uniike their peers in other Soviet stories. One senses, though,
the increasing encroachment on Tikhonov's creative freedom in a
story like "Morale" (M.W., 4, 1937), which is pa}eﬁtly closer to
the Mapproved® 'Soviet moders~ of writing that Lehmann was to attack
later in "State Art,and Scepticism® (P.).W., 24, 1945), By 1939

Lehmann and many of his contributors had growing doubts abo* '

Sovﬁiet practices and intentions., Nor were they ever to be so
comfortable asain with propaganda from Soviet writers or dogma
from the exiled continental revolutionaries outside of Russia..
There had been a surfeit of such contributions between 1936 and
1939.

The final Russian contribution Lerix;gann published was Marina
Roskova's "An Airwpman Over Mayday® (N.W,, n.s., 3, 1939), which
is translated by Stephen Garry, This brief extract from a diar;'
has 1ittle literary merit, but its gushing celebration of Soviet
military -might was spon a source of embarrassment to Lehmdnn, At
the time of its publication the Russianh airforce had already
attacked Poland, 'The vision of Russia as the liberating force of

history had faltered and collapsed under a serfes of events:

~
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Munich, ‘ the final defeat of the Spanish Republie, the Nazi- x
Soviet Pact, and the outbreak of the Second World War. Lehmann
and all of tho‘se who- had given New Writing its overéi}.
philoséphical tone had to engage in a complete re-evaluation and
redefinition of what was still of value in the assumptiong they
had written under. It was in this climate of self-doult that -the
forties began for many ‘uf the writers asséci‘ated with
New Writing. Lehmann's answers to the ques;tions generated by

thes‘e events are to be foun’d, in his continued editorship of new

publications, Folios of New Writing, New Writing and Daylisht,
and Penguin New Writing, all of which began in the early 1940's,

w
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Notes to Chépter II

! Anonymous, "Storm Over Canicatti," in New Wrating, Vol. 1,
ed. John Lehmann (London: 1936, rpt New York, Johnson Reprint
Corporation, 1972), p. 144, All other references to New Writing
gre taker from this edition and cited in the body of the text.

2 John Lehmann, Ngu Hcip.j.ng in Europe (London: Penguin
Books, 1940}, p. 101. .

3 John Lehmann, "Untitled article on Christopher Isherwood,®
A.Ms/ Draft Swith A.revisions, Lehmann collection, H.R.C., p. 2.

4 Christopher Isherwood--T.L.S. to John Lehmann, 28 Apral
1936, Lehmann collection, H.R.C.

5 Christopher Isherwood--A,T.L.I. to John Lehmann, Jan, 2,
1937, Lehmann collection, H.R.C,

6 Jonn Lehmann, I_Am_HLB.LQ&hiL._AH&.QMMMM (London;
Longmans, 1960), p. 31.

T Bernard Bergonzi, Reading the Thirties (Pittsburgh:
University of Pittsburgh Press, 1978), pp. 66-89, Bergonzi
devotes a chapter entitled, "Transformations of the Frontier" to
the significance of-the frontier and the border for the thirties
write

. Day Lewis, The Magnetic Mountain, "32," in (Collected
Poems, ]929 1933 (Lond‘on. Hogarth Press, 1936) p. 150.

9John Lehmann;, New Writing in Europe, p. 109.

0 4illism Plomer--A.L.S, to John Lehmann, 31 July, 1936,
Lehmann collection, H.R.C.

11 y.s, Pritchett--A.L.S to John Lehmann, 4 August, 1936.
Lehmann collection, H.R. C

12 john Lehmann—-'l‘ c.C. L to John Sommerfield, 16 January,
1938, Lehmann collection, H.R.C.

13 Poems for Spain, ed. Stephen Spender and John Lehmann —
(London: Hogarth.Press, 19397, p. 12.

1% john Lehmann, "The Poetry of the Thirties In Britain,"
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T.c.c.Ms., March 1969, Lehinann gollection, H.R.C., p. 18.

) '5 Spanish Civil War Verse, ed. Valentine Cunningham
(London: Penguin, 1980). Cunningham's introduction is-e detailed -

description-of the political ceconfusions which are still
unresolved legacies of the Spanish €ivil War. It is a fascinating’
account of individual writers' roles and changing perceptions of
their participation in the war. Cornford features prominently as
a writer whose allegiance to the Communist Party was used quite ’
cynically, and posthumously, by the Soviet propagandists.’

16 jonn Lehmann, "Broadcast Book of Verse, Stephen
Spender," T.c.c, Ms., I, October 6, 19216, Lehmann collection,
H.R.C., p. 4. ) S o

1T John Lehmann--T.C.C.L. to Rosamond Lehmann,. 10 October
1936, Lehmann.collection, H.R.C.

18 john Lehmann--T.C.C.L. to Edgell Rickword, 17 December
1937, Lehmann coIlection, H.R.C.

19 Timéf‘ei Rokotov [Editor of International Literaturel--
T.L.SC. to John Lehmann, 13 November 1938, Lehmann collection,
H.R.C. . N . _ ‘

20John Lehmann, "Correspondence,™dn The Canadian Forum
(Toronto: Canadian Forum Ltd., July 1940), p. 121. Earle Birney
continues the argument in a note at the end of Lehmann's letter,
and suggests that Lehmann was mistaking his criticism of a,
particular article for a criticism of New Writing as a whole,

21 | ehmahn consistently spells the name in .this way.
British _ Museum General .Catalogue of Printed Books, Vol. 263,.
1966, gives the name as Mikhail Mikhailovich Zoshchenko, (p.
857. ) .

22 Theré is a particularly vitriolic and scathing attack on
Zoshchenko in A. A, Zhdanov's "Report on the Journals Zvegzds-and
Leningrad 1947," writteh in 1948, in nzmua_nummw,
ed, David Craig (London:. Penguin, 1975), pp. 514-526:

+ "The point of this *work' of Zoshchenko's is that tn it he
portrays Soviet pecople as lazy, unattractive, stupid and crude.
He is in no way concerned with their labour, their efforts, their
heroism, their high social and moral qualities. .. . Not only
has he neither learned- .anything nor changed in any way in the-
last two. and a half decades, but with cynical frankness, he
continues, on the contrary, to remain 'the apostle of empty-
headedness and c¢heapness, a literary slum-rat, unprincipled and
conscienceless® (p. 514). As a result the Céntral Committee of
the Party closed down the journal Lenipggrad and actively
discouraged Zvezda from publishing any more work by Zoshchenko.

23 John Lehmann, "Wif:hout My Files," in Penguin Mew Writing,
21, ed. John Lehmann (London: Penguin, 1944), p, 93.
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" T?re snnounc,e@ent. éﬁ tneﬂdeath of m_m:m_ng 1n 1939 was

]

m‘emawre. In ;hg .spr}.ng of 1940, Jol;n Lehmarm t’egan publishmg

L 1)

W,.ﬂ:ﬂ.ﬂ):iﬂn& uhich was t.o be its’ ;ucoosgor until the

*

amalsamah&o&»of t‘m m.zmm ?rvdest with that .of namm in
192;2. Lehmann 1nstzwr1pw1wea that, f:he seara{;y of paper, the
caniag up of‘“ u-ritcrs. and the probldﬁs of tranaport would, j.n
. "the context of total mr.rame, niake his editoria,l en’cerprises ’

a

1m§xoaaib1e. Hisg autobiographg drn-matical,ly q“ésQribes the
negotiations which anoued him ta cenunue ‘ihe work he began in

4 -
- - PR

. - - n - . i - «
1936. ST e ,
* A - . - "
:

-

S ‘In addition to the;e terchnical *p'rohlens 01‘ produetion*

L‘éhmann'e main concerns were assqciated uith the el';anges in

- -

att,itu"de that hgd ‘taken place amwsab the contrihu'cprs tq New

iu.tm W.H. Aum and Christopher. Isherwoqd; who, “héd- bath’
p}ayed a, ma,jor part tn the development ot‘ Mm;ng had left
England in 1193‘5.'j”ilany nf Lehimann's comt.incnt.al foreig“n

- v, 7
'eontribucors had beon put beyond :each by the Qubbreak of war, and

t‘he Nazi c,onqueat af Empe. Far we urof‘ound’ tm”any of thae
occurrene,es’, thougl'i;. vas. @he faptx that the meﬁeacex of’ the
late tn;rt:ea, uu umm Erina, f.he fa,u.uh of. tbe Republican
eam 1n the**spmish cun fvah--rpartiailp bwtwe of the gynioal

e . 3 ’ Y " - “>’ ~
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aoti;ans of. the deiet Union—-and i'.he~u‘azi-50viet pact of 1939
had changed the literary gngd p&;itioal consensus which had
apparently inspired _u_ej_ﬂu_unz Lehmann acknowledged the

changed mood by altering the name of the ‘new magazine to

e .'I‘h: reviews of E'-_QJ.LQ_’;"“Q‘I: “‘z‘ﬂgn‘__.mimg_ ‘were often
complimentary. Even Scrutiny, ‘wl;ich had been véry dismissive in
its early reviews of m_j_r_im was phrepam“dl to give a

qualified nod ofxapproval to the new magazine in R.G. Cox's

review of the second volume of ,Equg:__qﬁwmm 4n 1940:

¥

One is grateful; these’' darys, for any effort £o kgep
literary activity and experiment alive; and the editors
of Hew Writing des at least the tribute due to
courage and persisténcde;y If they invite'criticism by
severe standards, that is in itself an achievement.
.The Autumn number is rather wsore interesting than its
predecessqr, and the chief credit for this must go to
Mr, Orwell for hi's article on‘the war, and to Mrs.
Hoolf and Hr. Spender fof their two critical Essays.
The articles may be grouped together as possessing &
X common general ‘theme, whish is, roughly.spéaking, the
idea of continuity, Such a. .precccupation is a* welcome
sign in a perivdical Whieh has previbusly.discussed the
problems of the relatiofi between cuiture ard the coming

. Social-economic- ’revo%lut:io% ma;nly in ter'ma of the -

“\ crudeat Marxist_ apoealyp‘b:m.

[LINRS
« .

(\ﬂ",

Neverbhelessb the attituﬂe persisxbed, in Serutiny, that many a»f

-

the stories and qmams 1acked the *1magimation to be of

significanee. SR et T <

-
- Fre) * ~
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1 " *
f - 1 :‘( v v -
|3
- ’

A periodical dqvt;ted to reative« Qork must rfatur‘ally ’be

prepared to publish nuoh f‘ragmeutlry and experimental .

work, and a-good deal of it 18 bound to be ephemeral.
_ Mgthe same time it 1¥ 'ragher diffieult i’o see why 80,
much" of it should be so.¥hidl and lit'c:l.usa. .

. - { A ‘
Edwin Muir reviewed: e"thf«r wp“lmu dfw
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T cr‘iti;:ism was also an expression of the diffjoult

144

L4

i _h‘_z,um inmmngﬁ in 1941; Muir seemed to be prepdred to

" . _.judge the new magazine on its own merits’ rather than reflecting

on its connection with New MWriting: iy

The latest number of Foliog of New Writing contains a
striking story by Mr. V.S, Pritchett and a vivid sketch
‘of fire-fighting in London by Mr. Henry Green. Of the
other short stories the best are by Mr, A.H. Treece and
Miss Jean Howard. There is an éxcellent informative
article by Mr, Harold Acton on the present state of the
novel in China, and ‘two short stories by Chinese
writers, both of them broadly comjc, but in no way very
remarkable., Walter Allen contributes an admirable

~ critical study of the work of Henry Green, whom he sees
as a 'pure artist writing in a political age,' and now
feeling somewhaft lost becaude he ignored the political
realities round him, . 5 This New Writing is filled
with interesting matter, ‘

T

_Many of the reviewers had the habit of referring to Folios of New

Hriting in an abbreviated form as New Writing, which did much to

blur the distinctions between thé two magazines. -

~

Although Lehmann believed himself to ke engaged in a similar

, task to thé one he undertook in 1936, there were subtle changes

of emphasis taking place in Wﬂn& The major one

was thq increasing amount of space devoted to oriticism. This

. eriticism was a reflection of the loss of both aesﬁhetic_‘

confidence and assumptions of social relevance. Reportage and
social realism ceased to be such compulsive needs as tkfey had.

seemed fn the 1930s, The criticism itself demonstrated a lack of

unity amongst Lehmann's contributors. Instead, it suggested a -

range of differing opinions on the movement which ha}d 1nsptréd <.

°

the a’gparé_nt consensus of New _Writing, The urge towards ° k

'y L] *
v
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y of literary
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creativity. Petween 1940 and 1941, before civilian involvemént
became a widespread reality, rather than a g‘ea’r,:fpr the -
‘previousty sheltered inhab;tants of Britain, - ‘f
) what many had warned of--war with the Fasc\tﬁt states--bad v \
come to pass. Lehmann saw his growing interest in criticism' as 2
way of clearing up past misconceptions about the relationship
-between lttergtm:e and ‘politics, and qonsequéntly_ ‘prepar;ing the,
way for a -lite’rature that was artisti;allir, sound- and a central
eXpression of the European cultyre Hhinh therallies were:
defending against the faseists. In recoznizing this Lehmann-was ~
implicitly acknowledging his owr rgle“ in prmo;ting 'repwtéﬁe: too
indiseriminately: = ‘ e , ‘

s i -

I plam to turn Folios of New Mritife increasingly
towards criticism, and to bring.it out, war conditions -
pemitmng, more: frequently. I've gelt for many years
that’ serious criticism was slowly decaying, and since
the war’ started it has become an almost total
casualty, What passes for criticism in most of the -
press, with tha exception of one or two weeklies, is
. . grossly guperficial and irrelevant, if not simply

. « ignorant. )

Lehmann was explicitly referring to the end of The Criterioh and
the L_g,n_d,q_n___ugm_um which had ceased publicatian. He.was
» particularly concerned that literary criticiam pas increaaingly
beis done by Jjournalists, siuce ther-e were few liberary

magazines left. This was to be offset by the appearance ot' .
EQMM}LM and by Cyril Connolly‘s publicatian pf O
ﬂagmm in 1910, *

Nevertheless, as far as Lehmann was eox;eerned, the

essent:lally creative side of m:.nul‘_m_}[uung was not going ’
to change substantially from Muat of New Writing. He still saw

- 3
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his magazine as a vehicle for experiment, a place-where old and
new writers could perfect their technical and imaginative skills:

«+. ] think you will £find that our guiding principle
remains the same: to create a laboratory where the
writers of the future may experiment,.and where the
literary movement may find itself. Some,peoplé have
said that the movement with whieh the old New  Writing
was largely identifiéd .is finished; but I do not think
S0; theyrare.only judging from what was superficial in
*the movement, It will change, it alreddy has changed;
but what was genuinely valuable and fruitful in it,
will, I bel i$ve,sstill, remain a vital impulse for the

- days to come, . v

Lehfiann was trying to salvage or-create some sense of unity from

what was, at this point, a gragmented.]:iterary‘ c_o‘nsciousnesa; in
a sense wmmg was a‘\tempo\rary expedient, His
description of the literary movement is similar ‘t:Q‘O\rwell's‘
claims about patriotism, ifl "My Country !‘%igﬁt or Left" (FENM., 2,
1940), There was clearly something in ih.e 1\nt.ellectua; air.\‘t.hat,

required béth,an understanding of past practices or traditions, . -

together with a further commitment to literary and soeial
development. The criticism .1n EFolios of New Writing was me;nt to
provoke deeper reflection on the ’souroea of the c;eatiw(e process.
Some of the best fictional comtributions, like Rosamond Lehmenn's
"The Red=-Haired Hiss‘ Paintreys® (F_‘N,,E;, 1, '191305, 1nc9r§ora’t,eq_a
mature analysis of their own creation, The realism pursued in
New Writing was developed from a factual depiction of social
conditionst in W realism became something
more subjective, something in which va personality of the writer
was. more evident and from which images and syt;rbolq aottld arise.
Des‘pite the lack of a coherent p-h‘ilosép'hvy in
an, Lehmannu published a number of
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’ i‘mpres;sive 1ndiv1d’ual contributions. The only thing many of
these contributions shared was an agonized confusion about how to
respond appropriately to the war and to the experiences of the
late thirties, There were feW proletarian stories and no Soviet
contribution}i to Folios of New Writing. F:ar more of

zmg.m_m_m_mng was devoted to the initial experiences of
war, E_Q_u_qg__g,f__ug_u_mm specialized in the more profound

speculations and remini scences ubich war encouraged. Lehmahn
acknowledged some of these distinctions in a letter he wrote.to
Ewart Milne: "I can't think why you say );ou don't taspire' to g .
\ E_g_lm__gf___ugx__ﬂmm,g I don't recognize any ;ii'f‘fer*ence of
quality betueen the two, only, perhaps, sometime.s of scope ;and
met;hc»d“‘l't.3 Nevertheless, ' in ' : Lehmgmh wa&
.pr‘e-eminently intgrest’ed in critieism, rather than creativi\w, . ‘
and the magazine is cons‘equently alitfle artd. The content of"
MMM also snégests how li\ttle work of
significancé was being aecomplished during this year and a‘h t’ s T
hiatus, — <

- ‘The.first example of this new provodative edge o oritici ,
'océurs in George Barker's "A Letter .to History," fm, 1,
1940), which makes explicit attacks on’ some of the more banal
generalizauons that Audex:i and others occasionally slipped into
during the thirties,. Barker lacks their faith that history can
provide us with an accurate ﬁcture of human motivation, and
implicitly challenges the ability of unadulterated reportage to
pravide thé necessary identification between the protagonist and ’

the reader. Essentially, Barker is pleading for a return to C
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literatyre crystallized as myth, to the symbolic rather than the

mundane: - ' o
~ e
Satan governs and guides History just as surely as
- Heaven's bugle must soon bring it to a stop, just as

. surély as Christ is myth because myth takes the side of

heaven against the Satanic battalions of fdcts,
~figures, diagrams, graphs, records, eye-witneas
acoounts-and philosophig¢al histories. For the
. compilers of the latter fail to see that, facts function
only by illuminating the fundamental element, namely,
the element of.the inexpeniential or perfect which
ryﬁys, Poems, Religions, Huthematid$ perpetuate (p,

59). -

.}
4
.

Much of Barker‘s.essay is rhetoric.of this kind, but it does drawn

-

parenthetical attehtion to thevweaknéss of some of the realism 1n
ugu_ﬂzijihk: its. eharaeters were too small to be Iiterary myths.
Lehmann was increasihgly persuaded by the validity of this
posiﬁion throughé:L the 1940'3. X

Virginia Woolf's "The Leaping!-{’ower" (E;R..li;, 2, 1940) is a
far more significant piece of criticism. This essay repeats some
of the early criticisms contaiaed in §gzy§1n1 and Ihg__gzxngzign
and lays the foundations for nearly all the critical attacks to
be launched against the writerq of the thirties, from the 194Q's

to the presgnt day, Virginia Woulf began with playful admonitions

to the writers who succeeded her own literary generation, 1t is’

salutary to remember that this essay was to be folloqé& by

impressive }ejoinders from some of her vittims, Thé discussion,

‘for it is a dispute with partial truth on both aidés,'redinds us

that Johnh Lehmann's position as partner at the Hoﬁar&h Press
enabled him to play honest broker ahd ringRaster between thése

two literary generations, Cow .
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Virginia Woolf identified the Auden group, in particular, as

- . \ . -
inhabitants of a leaning tower incapable of seeing sqciety exgept e

%t a slant, Unlike the nineteenth-century writers, they had no
centre of stability; from théir earliest &ears they had seen only

wars, revo-lution and economic uphéavals, ahd they wefe'éc'utely‘

conscious of their limited vision: i - '
P

- -

Y

’

Directly we feel that a tower leans we become acutely
conscious that we are upon a tower, All those writers
too are acutely tower conscious, conscious of their
middle-elass birth; ,of their .expensive educations,
Then when we come to ‘the .top of the tower how strange
the view looks--not ﬁaltogether upside down, but
slanting, sidelong. That too is characteristic of the
leahing-tower writers; they do not look any class
straight in"the-face. .. There is ro class so setfled
that they 'can explore it unconsctously, That perhaps’
is why they greate no characters (pp. 21-2). .

She arg'ued‘ that their writing was full of '‘compromise and
confusioh because the)y recognized the injusi;ice of the system,

but could do nothing to reject their own benefits fr'om 1t' "How

can a writer who has no first hand experience of 3 téﬁwarless or

4

classless aociety create that aoeiety“?" (p. 26).. Their major ©

virtue, as far .as she was cpncernéd, was that they were egoists
and told the unpleasant~truth about hhemselves,, thus freging
literature from nin‘et'eenth—eéntury suppressions, ‘She ended her
essay by' appéaling to literature and e.t’iuca,tion ‘to ’bri‘dge thg gulf
t;etueen two worlds, the Qld world )and the new w‘or1d1 to ;ome,after
the war, ) ) ‘ '

In. retrospect, 1t is elear that Virginia Woolf was much in
sympathy with the aims of the Auden group, but that _she- deplored

their- methods, While acknowledging that they were victims of" an

L 4

+
.
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communist durihg the forties, .and his defence of his fellow

. " e .- 150

oppressive sociél struciuré, she nonetheless caatigated them for
Suceumbing to the shared values of their class boaition. She was
deeply -suspicious of writing that could be described a; overtly
political, and yet she admitted that anyOne who was young,’
sensitive and a writer could not avoid dealing with the subjects

which they did deal with. One explanation for this apparent

',contngdiction is that she was drawing them out and forocing them '

toldefine far more clearly what their own aesthetic principles
were, The replies to thre essay show the diversity qf the
literary movement,of‘tpe thirties and suggest that it was nowhere
near as.doctrinaire as. Virginia Woolf geeméd to be implying.
Edward Upwarﬂ's "The éalliug Tower" (EJ.., 3, 1941)
bitterly attempts to refute Virginia Woolf's essay., Upward ;as

the only member of the Auden group-to remain unashamedly

+

‘writers is an odd mixture of Marxism and arguments from literary

preoe&ept» There is a central dilenma in his reply which we’

cannot ignore, Since it- reflecta énd denonstrates the pressures

he was subjected to as a ‘areative artist pressures which finally

prevented: him from achieving the stature his early talent

1

suggested: V
~

™~ A f
~ L]

It is zﬁée that in ordér to write like socialjists they
‘'would e had to be sdbcialists and to work with other
socialists, but this does not mean that they would have
had to spend all their time in committee meéetings or in
door-to-door canvassing or in composing propaganda

K leaflets., They could have taken part in ordinary

political work and they could have written poems and
novels as well. . . . But socialist activity, even in
;the thirties and even for those socialists who did not
fight in Spain, was neither easy nor comfortable. The

~
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‘writer, He rightly note
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' younger writers who did become active undoubtedly found
that they had 1éss -energy to spare for imaginative
writing (p. 28).

v

Thus the dilemma becomes the extent to which socialists have time
and energy left over fbr<;maginative writing. Nonetheless,

Upward does point to some assumptions of Virginia Wo9lf which

require sqrdtiny,' He attacks her for suggesting that bitténnéss

1s,1ncompat;bié with good writing and cites the examples of
Shakespeare and Dante; hé‘alsb defends the writers of the
thirtied for preaching by poinging to Milton and Wordswarth., In”
what now‘éppegrs to be vegy poor prophecy; Upward ends Py
asseriing that writers will soon have no‘choice between bourgeois
cbmfo;t and Bocialist'hardéhip: "But the time is very near now
when the tower of middle-élabs leisure and of middle-class
freedom will fall to the ground and will be smashed forever® (p.
29). « | ' , ‘

B.L. Coombes retorted to‘Viréinia Woolf in "Below the Tower®
(FM.Me, 3, 1941), What Coombes does is to focus on Virginia

Woolf's pronouncements on education, writers and the working

‘class. He draws attention to her distinection ‘between the

"working nlgss' and "the poor" as if they are not synonymous, and
he suggests that the reason for this is that many middle-class
writers are still oblivious to the experiences and aspirations of
the wérking class. AQuite natu;ally, ané moviqgl}, he'takes.
personal exception to’'some of heér generalizations, since‘they
reﬁleét prejudicially on his own:desire and capacity te be a

er implication that manual‘wo}kers

cannot be writers, and suggests, less plausibly, that D.H,

2

T
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Lawrence might have been a far better writer if he had remained
with his'people. In addition, he asserts that the only hope for
future society lies in an intermingling of .bourgeois afd working-
class culture, The people in the téwer that ‘Virginia Woolf
describes have to come down and spread th;z education they have
been privileged to acquire. He in turn can show them much they
are unaware of and much that they need to know if they are to
create convincing working~-class characters:
Yet, if we are to survive, we must bridge this gap and
the solution that appeals most to me is the werker who
i8 also a writer. He is almosft the only one who .can
connect both sides and I feel he should be engouraged

because, for good or evil, he is going to play a most
important role in the future of our lives and our

literature (pp. 31-2), ‘

s
Coombes seems to have a large amount of confidence in the

capacity of education to chanéé social attitudes, and ultimately,
social structures; hegelearly shares Virginia Woolf's belief in
the centrality of literature in this process,

The most pungent counterblast toﬁirginia Woolf came from
Lopis MacNeice, who was quite unapologetic in his deftnition of
his own position and quite strident in the defence of others in
his essay "The Tower that Once".(E.M.M., 3, 1941). He

sympathized with her general statement that lit.eratu're is no

one's private ground, - but he argued thét it was therefore '

‘inconsistent of her to dismias \the younger 'uriters of the
thirties so acidly. - To support this he scérns her generalization
that the nineteenth-century writers accepted the social

divisions, and maintains that Shelley, Hordsv!‘orth and even

-

*
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Tennyson did no suchrthing. Like Upward, he admits that there
were 1nd;v1dual failures ia'th'wOrk of Rex Warner, Day Lewis and
Spendsr, but suggests that these were far outweighed by their
successes, He also attacks her other claims.*that social and
political unrest have a negative impact on literature, that a
writer with no first-hand eiperience of a classless’society
cannot imagine or create one, that the Hidacbiciém of the
thirties writers was a bad thing, that the thirties writers were
slaves of Marx, and that their "curious bastard language" should
be deplored. - )
MacNeice was obviously extremely irritatéd ﬁy’whéb were to
become myths or half-truths about the content and quality of much
of the thirties writing, With good reason he pofnted to the more
private lyrical poetry of Auden, Spender and Day Lewis :as
evidence that they were not simply political poet;,in the way
that Virg}nia Woolf had implied.’ Moreover, he took up a stance
that few had the courage to take in 1941--that the writers of the
-thirties were, in the main, absolutely correct to have written

as they did: ) ,

« + « 1 am not solely concerned with 'destruction,’
Some destruction, yes; buit- not of all the people or all
the values all the time. And I have no intention of
recanting my part. Recantation is becoming too
fashionable; I am .sorry to see so much self-
flagellation, so many Peccavis, going on on the
literary Left., We may not have done all we could in
the Thirties, but we did do something, We were right
to throw mud at Mrs., Woolf's old harses and we were
right to advocate social reconstruction and we were
even right--in our .more lyrical work--to give personal
expression to our feelings of anxiety, horror and
despair (for even despair can be fertilte), As for the
Leaning Tower, if Galileo had not had one at Pisa, he
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would not have discove}ed the truth*about falling
welghts, We learned something of the sort from our
tower too (p. 41).

HécNeice had a gift for the sardonic; despite his deep r:spect
for'Vi}ginia Woolf as a writer, he was not going to let her
wilfolly’or aeoidentally misunderstand the seriousness of the
thirties writers, nor allow one literary generation to nmock

<

another. ) . ]

What remained after publication of this debate was for John
Lehmann to *empt a -tentative reconciliation between these two
literary factions, since Virginip WoOlf was no 1onger alive to

redefine her position. He did this by correcting the impression

;that she was hostlle to the later generation's ideals, and by

describing her sympathetic treatment and interest in all of their
work which arrived at the Hogarth Press, His "Postscript"
(EulN.MW.p3, 1941) is a gzignant gxpression of the dissooiation

between "realism™ and "beauty" which Virginia Woolf often

detected in the thirties writers; Lehmann,_ﬁodever, was convinced

" that Virginia Woolf was inextricably part of the old world, even

if her sympathies lay with thé new: .

K

Virginia Woolf was neithér insensitive to the
difficulties and discoveries of younger writers nor to
the great 1injustices in the way the world is arranged.
She was a socialist, and no one can doubt her sympathy
with the struggles of working-class people,
particularly working-class women . ., she was always
conscious of belonging to another class, and felt that
it was impossible for her to be more than a sympathetie
- observer, that an element-of insincerity would

inevitably creep in if she were to make out that their
hopes and hates were hers in equal measure . . . but
her main criticism arose from her distrust of groups
and counter-groups among writers, her dislike of
literature being harnessed to political--or any other--

s %
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slogans of the moment {(p. 44).

Thus the battle lines were drawn up t.‘or the debate that raged
around the thirties writers and has perdisted tg this day.
Despite the more recent 'comprehe‘nsive, treatments in sv.’gcix worké as
Samuel Hynes's LIhg_Au_d_en,_&gngz_aﬂgn, published in 1976, and AT,
Tolley's Poetry of the Thirties, published in 1975, the myth
peraiats that they Were always "political" and "dogmatic," I?
addition, there is a damaging tendency to regard‘ the work of
Auden and his friends as the only siéh;fieant'uork of t.hev period;
even a cursory examination of New Writing makes this position’

i

untgnable.9

"Neverth’eless, e'ven in 1941, there was a gro.wing sense tha:t
there were pther writers, apart fro’mfhose already published by
. John Lehmann in. New Writing, lwho were worthy of serious and
extensive examination. One such was Henry Green, who, despite

sharing many of the;attitudes of the contributors to ]_e_u_m;um,

was practising apart from them, and, as a result, was becoming a.
cult figure of ;najor importance. Walter Allen, himself an ean%y_
contributor to New Writing, provided a very Jjudicious asses,smen'c‘
“of Green's importance in *®An A;tist of "the ‘I‘hir’cies"‘(f,.u.ﬂ‘,' 3;, ’

1941). He arguesﬁ that Green was one of the few "pur'é artists" of

’

the thirties and, also, that-in an artistic sense Green had

vindicated himself for running'counter to the 1nte}eats and

spirit of the thirties by producing thrée highly original books,

Equally important, though, is Walter Allen's sense of dismay at
Green's apparent jgnorance of some aspects of the world in which

he 1ived, This is’demonstrated in his response'to Green's Pack

W3
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}m“which SusgeSts to ulen Grm}'s 1nconpréhension of how

[

o tha Wld could once again be plunse’d into war; e

~
y .
. ~u

i A Ihe uziur‘s "of the movement most - ty-pieal of the
coe - -thirtdes, those assoclated with.few: Writing, may have
) reacted in various ways towards the war, may have lost
+ . . their unify of the days before the war, but at least
~ .. -theay knew where they stand, whetHher they are now
., socialigts of the'-Orwell-Strachey kind, -orthodox
- . commynpysts, or pacifists; they Have net been taken by
. supp se, they esaniiot say 'For the 1ife.of me I cannot
. , Ungérstand, To be able to say this, in"July 1939 aof
. ..~ aXl"times; is.-an index of the dangérs that confront the
ST . pure arti,at wriﬁin‘g 1n a pclitical ase (p. 158).

f -

*

e

g Lehuianh, L&k@ ulqu, ,ohvious”ly felt tha,t the "u&tled ‘i deas of
' writ;h!s lnd the write,r"s Job a?e once again in. the mé'flting pot;"
(p.. 15&. Thus, nfl’was éxtremely p,teaihd to be" able to publish a
a; st.udy of Cﬂtneie uﬁwaturp, s‘inée he@eguded‘ the Chlnese as
sgi rituual allies of the E.nglish they were both locxed irtheir
foftmfuas beaieged by *ﬁernus and.. Japanese.‘ Har,ald JLActon's
"Sma;l:‘ta’ik 4n China' (E.m. 3, 194’11 Ul,aims that the Engl 13(

. irean:b‘u cm.q.c:L learn a gmat dehl fron the ’aimple, concentt’ated

“‘«/ -

------
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hmur -tnd»uthf'e. A A T A - :
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- Qne thiwthatinugumunxum brousnt to. naht Was

b

*thé ‘xrowing @bfiitfea»of .Stephen Sunderf' alrcady estah,liahed as
*ona of the ma:jor poets of his g¢nen"t:lon, gs g lieerary eritie,

1Y

. Hn ca‘ftfcq péhtributious to mmmx_uum; can now’ be

) >
regardqd fsnﬁew;nal. but ﬂxeir gepesis’ cpn be ‘seen 1n his article
.'The CrettIVQ Ihqunaw,,on in- thc Horld Todg&' _(5”.,,2, 1940).
In thia art#cle he arguta that thé chief task of poets in the

' }9&0'3 is to’ pravﬂ;t mw iim*nl;u pmsutution of ideas and

”~ . v
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language in the aervice of propaganda, and that the ua:)cr reaacm L

for the pqucity 'of patriotie war- poems is the pancry of the First
‘%

_ Weorld War and the disgust wﬂ;h the off}.bial reapms “of khe'
English to.the Spanish, Gell Rar. . Horeovér, he is clew:hy

o - -

Jcharting t sttges of: t;is oun pelitical maturation ami'

disillusiom nt whea l;e .analyzes the failure of ctmnunism to . %
. . &

produce ,poeary which 1s an ;lmprnagivg pictur§~ of ua age:. . - L
) ‘ - ““:A “ ;
The real resson why there is‘ no cou-uﬁist 11teraturc to ~ .. .

matgh the’ iupreaslwetdacuﬁtg'tatian of existing- - '~

-conditions and the powerful’ communist theory is beasuse .
the whole movement {s {nextricably bound up with the
problem 6f pelitical 'power. .- . Ifipressive as the
commupist case is, thére in no single picture of the ..

. worid ih the minds of communists which mig ht . -
ve . orystallize int@.a great, work -of art.”’ On the wn&rar-jy . .

. connux;ists are™t paind to . drive out those who ‘show t.oe ot

great a single-mindedrieas, because an ab&tradt’ . -
‘conoeption of communism might detach itself from the .o
*. practical ,prablmo; adop-t.iut any weans t.o seize .power v

YR oy

-3 1500 ) : 5

. e L .t

The essmtitl pcmt hé ulshes tc» make is that literature bhbu}d . E
not be totally nt bhe uwina of any politieal ptrty;- ns fimt = $
dutv 1;' ko ?"c&l;ctfh& wﬁt\vi&ftgl tfm;ﬂ' ho\m\(w mnucn thut T %
may ve. By doing tgfs, m i‘rem s indead ‘befag l!bre s B
moluumry t!un ;ani ot tuc,uxt’-proolaindd foou,nuuista,afor j .
ﬁhe 101; df uauin; in u‘crﬂi phd&uecs “lmimﬂ-‘clativr lou cat‘f , - ”;

: nvm; u‘mu: umut is' r!qui:ed of. uu;artta; 13 sgftininnt ’ ) ’
' fafth An, stac gtivins tarau‘ht tth Qut aﬁd pregcq.t, to rnI&ze PEEI )
’ that ;«ry br\w word 13 a rbvolt m&nﬁ. pna‘mat méittonﬂ (p. L ‘_g
L %‘ :"‘ UL *“
' In 'Lonkinx B-&kwnm*nm Faram- m ‘t, 13&1}. prn_ Do ?
Lohmmn, ptckiu, u; the dhcuasim igarc ﬁp}ad hﬂ n!‘t‘, tl"i“* ] ;,“ *i
Lot : . o " R
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_to define the uriter's sensftility at the close of 1941, At
first, he argued ‘that the writers Qf the thirties were. deeply
3 quspicious of working with the,”appeaser;f and nefused to coj
~:)perate wholeheartedly with those in the British éovzrnmeﬁt they
felt had bétra}ed the eo;ntry agaiﬁ?t Fasgism. Their wbék'
reflected the sense that a‘Yhole phase of their cneaiivity had '

finished with the outbreak of war and that they were confused :as

\

to how they should proceed from that point: R

It was some time before. the mood of doybt and

* hesitation began to give way to a new mood, and the

streams of ¢reative thought began to move again, And

‘ it seems to me that this long heart-searching has’
proved in the end a great strength. It has given the
work these writers did eventually produce, and are - -

: still producing, both imaginative and critical, a )

' ,: solidity and depth that was often lacking before, and

‘ .‘was certainly rare to find in the poéts of 1914 (p. 7)..

' ' ¥
3
r - ‘

Lehmann also r.em‘arkéd upon the growth and inf];uencé of reportage -
during the thirties; while he believed it had invigorated the
work of soue .prose writéra, he also acecpted that unadulterated

L3
- -

reportage had led many astray. .In JNew . Writing - in Europe,

published in 1940, Lehmann inplicitiy acknowledged his own
“ responsibility for promating t.his reportage. He was also honest - -
euough to. adnit a ,sense of diaappointment with many of the
‘ manuscripts~he had 8o far received from the new forti%s

generation, most of WhOm were in the armed services.

" Nevertheless, h was confideht that this was a temporlry

phenéﬁenon d by the exigencies of totgl, war, Such
. . v "
.t red optimism, characteristic of much of Le pann's criiical :

writing chr‘oughput the war, explains what ho;e appear -to be
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disingenuous forays into a new kind of propaganda. We can see

this most clearly in a book review in 1943, meant for Soviet

\

" consymption, of Winston Churchill's speeches.

The spfeeches of Nr. Cb.urchill will, stand any
comparison,’ They have a sturdy granite optimism—pan
. optimism justified by the course of later events, but

an optimism which would have been Jjust and right even-

if 1t had not been _so justified, in virtue of its
psyc¢hological effect and its immediate stéeling of
national will and effort. They havé also an
imperturbabiljity which would have rejoiced Walt

- WHitman, and which rings absolutely true to what we

. regard as the es3ence of our nationdl character,

This is dangc}ously close to the kind of propaganda that Lehmann
.and Spender deplored, par‘ticularly'uheq Lehmann justifies
possible half-tiuths by their "psychological effect.” ‘

Part of the renaissance in writing that Lehmann predicted
could be detec&gd in the growth of new nafioqal literatures--the
Chinese ex-ample has been mentioned—-1ike the crop of New Zealand
writers first published in Folios of New Writing. In'hig all-
too-brief study "Some Books From New Zeal;ind" (FaNM., 4, 1941),

Willjam Plomer discusses the impact and the 1{:flueneea of these

new writers and g'ives critical recognition to their struggle for
artistic expression of their own oulture. But it was the
philosophy behind-the need for good new writing that all the
critical contributora return to with repeated zest, Typical in

this respect was Rex Warner's "Oh Substdiging Literature"

(Eafladla, 4, 1941), which argued that, 'ainceqcu'lt.'ufal life was of
importance to the economic-life of the state, 1t was ludiocrpus

not to give financial support to writera who oould help” dflne
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‘the European culture that. the allks dgt‘e.ndeda, but . were actually
- conf‘used about, The faith that: the cOntributors to n_qx__jrj.m:m
had possessed ua‘s not dead, merelx transfbrmad by the

f - requirements of a new aituat!on. g

¥
1

wa it is here, in this realm of‘ thoughta and

desires, that poets and writers generally are still the

"Munacknowledged” legislators of the world,' and it may

be that at the present time we have more need of then

D .than ever before, We fin? as'I have said onh the one

hand a steadily growing c8nvietion and deter‘mination

. . * that the society of the future must’ be very different

N . from.that of the past, and I bghieve that it is fair to

say that the society envisaged® is. usually soc;alistic .

in some sense or other. On the other hand we find an

, extraordinary vagueness as to first principles, as to

- the ends for which this society i3 to be created or
: towards which it is to be t.ransformnd (p. 189); o

L]
T

This 1is esaentially a new det‘inition of the "war to end all
wars,"” but the final battle is to be fought on ‘the plaim of
¢culture and education, with literatm'e as the ch:lef weaponry.
W can be-seen as a’ transitional magazine
between m_ﬂmm and the- even more agxbi‘:ioupwprojecta of fm
Writing and Daylight a;m: w On both the'
eritical and cregtivg sides the iii{eé of dévelopinevnt were laid
for i:he futufe p‘ubiieations." In all of the beat English short
\ storted published in m of j_gg ]u:ij‘._m there was an
K underlyin; senSe of the world at war, even if the war was not. ;

'subjectiv:lsu, as if sniversal values gould- ‘be rediscovered by

estab}.i:hing one snan ano,uat. gt‘ pcr»nal brnth. Lehmmi managed- “

to obtnm stories fron aome wrtters ubo hnd not previously '

T

v
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lmentwncd. The uar*a mpaqt waa to dr:ln, arti&bs deeper lnto ‘

epntributed to m_jmm;’tmu included such .fine writers as
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his sister Rosamond Lehmaﬁn, Dylan Thomas, Henry Green.and Julia

' Styachey. ' o
Rosamond Lehmann's "The Red Haired Hiss Daintreys! (F LY.,
19&0) is unquestionably one of the best stories that Lehmann
uas to publish during the war. In it! there is a complex
interplay between.the perceptioas of the writer as a child and
those of the mature novelist searching for a way to convey' the
,esseneg ofjthe creative process, together wi}h a‘desbr§ption and
imaginative recreation of a lost social‘orde?.‘ There is immense
¢ : ¢

nostélgia, but this 1is carefully controlled and subordinated to

the greater need of interprétation. \Here_is the mature novelist

ransacking her perceptions to explain how a story is written and

to provide her own critihne of much that was mediocre in the

writing of the thirties: . ; ,— ", "

I myself have been, ‘all my life, a privileged person
with considerable leisure, When asked how I spend it,
I feel both dubious and embarrassed: for any answer
implying some degree of activity would be misleading.
Perhaps an approximation to the truth.might be reached
by stating that leisure employs me--weak aimless
unsystematic unresisting instrument--as a kind of
screen upon which are projected the images of persons—-
known well, a little, not at all, seen once; or long
ago, or every day; or as a kind of preserving jar in
whit¢h float fragments of people and landscapes,
snatches of sound.

lao-coo-ccoocaoocuqooc'oo‘cc

Yet it seems to me that nowadays this essential
storing~-house is often discounted, and that that is the
reason for so much exact painstaking efficient writing,
S0 well documented, on themes of- such social interest
and moral value, and so unutterably dull, boring and
worthless, The central area has not béen explored, and
therefore all is dead, There isn't a false word, nor
one of truth (pp. 82-3). \

[

This definition of the writer as privileged and essentially
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+ passive is’extremel,y questionable, but it doesisuggest th?t the
major fault of the reportage writeré was haste- Fhey were too
earnest to be imaginative. The characters of the Daintrey
family, who are presented as a wealthy Lond®n, family, are
developed gradually, as if they are'a pageant from history,
*which -in a way, they are. As.a group, gge}seem to embody most
of the characteristics of the sprawling British Empire that
producéd them; as charactar types they Qomment: on the cross—-
currents of social and politioalv awareneas that f‘ormed thenm,
 Miss Viola is deseribed as a componbe pre-.-Raphaelite with the.
‘looke of "fin de siecle" aboyt her; Hiss Mildned is the dutiful,
sacrifmial and’ trégic eldest daughter doomed to an early death;

Hiss j!osie is’ athletic, jolly and irrepressible, and Dolly, her

“twin, is reeble-m:lmded ‘and destined for institutions once her

famfly disintegrates.l

It is as if the stages of the British
Empire's growth and denise are being eommented on, but‘ each of
the characters is closely observed and, 1mbued ‘with an mdividgal
vitality, which makés the story more than a simple allegory.
Above them all looms the figure of Ma Daintrey, who is described
withh compassion,. awe and humour by the writer: "She was prod*igajl‘
of that kind of clucking indulgent pity whereby all mankind is
castrated, the dignity of the intellect made naught and humanity
in general . diminiahed to’'its swaddlins-bands—-the toy, pet, cross’
. of suffering woman® (p. 87). This is a fertility goddess whose
relationship wif:h England is now history, ’

: What is most apparent inm the story 18 the sheer delight

which the writer takes in evoking the childhood vision of the

B . ¢
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world, sone 1ng which is intensely lyrical, profound and

full of Ymage's, « This vision is something which has vanished 1ike

the sokial order that supported 1t: \
4

N
»

}here is the skeleton black hull, stuck’ on its side
in the mud; and, ohl there, a long way off, 1is that
glimpse of a white house lifted up on a wooded slope,
1ook1ng out across the estuary. To plunge into those
bosomy secretive August woods, to be sealed up inside
the éore, of that tender fecund blindness, to tunnel
through it and be delivered out of it into open light

! and space, before that beneficent forbidding white
facade; this* is a latterday ‘interpretdtion of my
viplent and confd#sed sensations about the 'landscape. .
+ o Children pass their days unquestioningly in a state
of symbo}ical qementia fir 103).

The destructton of the Daintreys'is describéd with a richness jof
linsight and sympathy, like the- Stihlegels An mn_amg_m, they :X
a middle—elass ramily coafused»by a world that is condemning them
to obscurity. Their solidhrity was a chiidhood illusion. £aéh
of ‘the daughters téems with a liﬂe that is only qbliquely

revealed,‘and only Mias Mildred's fate is charted to 1ts

seemingly inevitable conq;usion, zhe impiication is that all of

them served dut unhappy lives 1n a society which became inimical "

Ky

to tHem,, Essentially, Ine Red Haired Miss Daintreys® is a

traéic‘qepord of a class and a nation undergoing transfordatiop:
it has a greater doncentration and lyricism than most of Rosamond

¥

Lehmann's other ﬁbrk This urgé te seek for significange and

nderstanding in the roots of childhood is not confined to

Rosamond Lehmann. : Many othgr contributors to mm___q_ﬁ_j_en
Mriting pursued this instinatiVely, as if to shore tp sowething
against the failurea of the adult world

\

3
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A’ very different kind of emotional ¢haos 13 palpable in‘
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Dylan Thomas' "A Fine Beginning" (F,N.M., u, 1941). His ?entral

character, Samuel, is escaping from his parentst house, which is

driving him mad with frustration. The monotonous intimacy of
\

back-to-back houses in an unidentified town is ra:‘ely so

' forcefully portrayeq in literature as when%Samuel prepares to

A

destroy various household items in his parent.s' home and starts

at every sound, which m announce his discovery.

But all the)noises bf. the otherwise dead or
slegping, dark eaXkly morning, the intimate breathing of
three invisible relations, the loud old dog, could wake

' up the,neighbours; and'the gaslight, bubbling, eould *

attract to his presence in the breakfastroom at this
" hour Mrs, Probert next dobr, disguised as a shegoat 4in
a nightgown, butting the air with her kirbygrips, her

dapper, commercial son, with a2 watchchain tattooed -

across his rising be11y~ the tubercular lodger, with

his neat umbrella up 2fd his basin in his &afd, The

regular tide, of the f‘amily breath could beat against
the wall of the house 6n the other Side, and bring the
Baxters out (p. 20). :

.

} . '
This is prose poetry at its most combressed in which images of

claustropbobia follow one another with almost indegenighaste.

‘ Externally, the character SamueI saﬁ‘g little out of the ordi.nary
_to his. family, 1nternally he riots with. rebellion.' He seems
,boaaessed, .driven to destroy the household deities, crockery and

lampshados uhich appear to be m'anifestatibna of ris own
oppression. Dylan Thomas creates his character's manic outburst
uith 8ly humodr and obviously revels in the energy of the
destruction. Samuei.can only seem to find"his own 1d9nt1ty in
antithesis 'c.o everything t.hat his family represents. Thus, shen
his mother tells him to find an glder landlady, one whe is not

Irish and who keeps a clean house, "his instinectual internal

£,
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" be to Godl' 'I'll take it!“ (p. 26).
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, response 13, “'Goodmorniné, lpadau', h,ave'yo{: a. eheap room??

'Cheaper thah sunlight to you, Danny qu." She would not. be more
than twent.y—pne. 'Has it got bugs?' 'All over the walls, praise

v i
. ]

What i3 common to thege stori-es by new contributors is the

. presentation of the family as a failed institution. Rosamond

Lehmann clearly observes this uith saduéss, vhile the £irst-:
person n‘rrator of "A Fine Beginning' relishes -its-demise, Many
of the older contributors Yo y_gu_ﬁ,r_iﬂng share this sensge of the
failure of institutiona to cope with 1nd1v1dual needs' by
presenting this discovery, they reveal a great deal about a
society’ which has been plunged into war., Stories like Willy
Go;ldman' 'Puggy“ (E,.n.ﬂ., 2, 1940) are f‘airly bald presentations
of a simiiar environment to that described in "A Fine Beginning,”
but the primarily realistie dialogue of‘ this East-End Jewlish

comnunity ssems to have lost its shock value, There is, hawever,

..no loas of’ artiafpic achievement in two stories of V.S. Pritchett,

Both “Aunt Gertrude" ‘(PiN.., 3, 1931) and "Th'e Chestnut Tree®
(E.N._H., 2, 191{0) show him to be a master of dialogue with a sure
touch for l'.he creation of character, esSpecially when he presents
the Iower--nidd'le class scratching out a living on the borders of
bare respeet.abilit.y. . ‘

"Aunt Gertrude‘ is a powerful story of humén misery whfch
erupts as a revel'at\ion from beneath the settled cruSt of # family
life, Thi young first ’pgrsé’g: narrator.only bng ;Hare ot‘ the
extent of his aunt's loneliness and ‘t\mhpppiness right at the end -

*of the story. At first there are only din l{!inta of her suffering

. .
.
- - . ! o A
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and her s;If-deception: "'Iﬁwas a young limb,' said. Aunt Gertrude
tenderly- ang dr;amily; but while there was a glow in Uncle's,
dreams, Aunt Gertrude's had an edge to them and suggested’ that
1f’ anyone went back with her into her memories, they would get

bheir hands scratched -or their ¢lothes torn” (p. 138). Later

these impressidns are compounded when a mirror is broken andf the
insecurities that Aunt Gertrude hides well up and sweep éway
the apparent stability of the family. "And then she saw the crack

in the mirror and tears came into her eyes, large tears like the
" pearl buttons in her blouse, To me they were not.like the tears

'# I Had seen before, for her common tears were hardly personal,

but a general oblation to the unexplainable coming and going of

* woe in the world"™ (p. 146). . -

' Pritchett has a gift for creating eccentric- characters who
are nonetheless entirely human. Their eccerntricities t;re usually

the defences they use to prot.eot. thamaelues from _an otherwise

_ "hostile or indifferent world. Grandmother Carter, with her

err‘!:‘lc displays pf affection and negleot, haunts the child'
mind like a black-bonneted scarecrow from a nightmare, Her

addiction. to,t\he memory of the dead enables her to ignore the

;resent“aﬁd ll;akes her feel vp'ermanently guilty;' this leads the

young narrator to explode one of the great myths about suffer.’mg;’
!'Grieupne ~thinks, should purge and exalt the soul, but it had
made Her ugly, bad-—tenpered and given her an almost morbid

shuffling humility, a ook of guilt and shame" (p. 139). "When

. looked at closely tﬁe apparent regpectahﬁlity of all the

eharc;ters breaks down; these representatives of lower niddle~

*

-
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class o‘r:der start to look very shabby. Thus a comic uncle, who
pretends a canal ‘by his ﬁomq is a fit place to go boating, is
finally revealed as a feckless provider who exchanges dreams ofN
steady ~work for its ‘substance, 3
Pritchett's ability to present apparently mundang lives as
if they were case studies distinguishes him from many 9'f his
conte’mporaries; he has the gift of revealing the anarl:h‘ic
impulses .and hidden paSsions which lurk under the surface
tr~auquillit‘y. In "The Chestnit Tree" he empldys an adglescent
boy as his narrator. As in "Aunt Gertrude,®™ the boy's imperfect
grasp of the complexities of adult relatiaonships allows irony to
be used on t;he predominant image, the chestnut tree. A leather
merchant's office, which at first seems to bé run as if it were a
sanctified. Hetnodigt.'a ¢hapel, where only serious people work,
becomes a focus of tempestuous émotions as its puritanism and
work ethic break down, The major catalyst in this p}oiiess is
the arrival of two ‘1ady _bogokkeepers, who \sow Jealousy and rage
in this very masculine enclave, Even before their arrival, the
~
elerka the boy desdribes are far from (;hn serious people h'e has
been led to expect: \

_ The lines on Mr. Turpin's face became’ deap seams, He
was a'martyr. o the seduction of wosmien, Women set him
off, like a machine, against his will, They confided .-
in.him at once, . . . The bold sick eyes of Mr. Turpin,
the sympathy of his manners, even hiy large ears which
stuck out “like comical mierophones from.his long head,
the smile which was the tired smile of a man with a |
headache, brought men and women to him helplessly, He °
Wwas a very clever man from the flat sing-song Midlands,

but he had the long stupid face of an animal that 13
mindless and sad (p. 58), .
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Hhiie'thg adolescent narrator tries to m;ke sende of his own
struggle between- phyéiéal énd spiritual _hunger; the
disintegration of the other characters proceeds anpace.~ Their
desire for one of the lady bookkeepers degenerates into jealousy,
'4physical brawling and iﬁe expulsion of the clerk Sawston from the
office,

/ "The Chestnut free“ demonstrates Pritchett's love of the
fantastic. His narrator mirrors the struggle going on in the
other charac%eré and makes explicit their hidden desires and
fantasies, Althougﬁ its implications are tragic, Pritchett
‘manages to squeeze delightful comedy out of this disruption Qf
yet another insiitution, Lehmann believed that Pritchett was one
of thé most ver§atile of the’youﬁ;er writers and regretted that
the ngqessit%es qf)war work had'turned him away from novels and
into short story‘wr;ting and criticism, since Pritchett's gifts
were only being partially displayed. Lehmann described him as a
“fie%d worker among the loaér-middle olas‘s,"11 and regretted
an9ther lbst hovelist; Pritchett'g d%stery of‘dialogug and éye

for bizarre characters are raiely equalled in the writers of the

£

Many of the stories in Egliga;gﬁTNgu;lniﬁing are concerned
" with the failure of institutions to accommodate people's,désires

30's and 40's, B .

or needs. This is equally true of domestic institutions like the
family and of outside institutiofs like the workplace, government
and the Judic;al‘system. By expressing these reservations the.

coniributérs to Folioa of New Writing were inﬁlicitly qﬁestioﬁing
what changes would follow the war. G.F. Green's "The Acquittal®

4 . 1 » ~

-



4
h

A)

(FaNaM., 1, 1940) demonstrates the failure of a legqﬁ system to

understand or rectify the psychoiokiéql oppression of a working-

B

class individual, -Green is one of the few middle-class writgrs -

of the thirties and forties to produce penetratin pictioné’of

working-class }ndividuals, to describe their milieu with empathy

. %
and without ideology. By painstakingly describing a drab

' L
environment, he creates a detailed consciousness for his main

+

protagonist in "The Acquittal™: ! ) N

In his mean streets, grimed by smoky rain, Len
waited for andther day to end, At their father's
house, he lived his eighteen years with his sister,
their two squat windows by a gas lamp; he knew only
that. His long hand touched the walls: patient, kind
perhaps, he had no'work nor thought. . . . Streets
where he got doley giving it to his sister, his hands
emptied, where hé passed the many days, but knew no
one, lay to all sides, He stared in acceptance at the
m\ll‘k“ (po 128)0

»

Like so many of the characters in proletarian stories Len is

unemployed; pe consjders himself to be. worthless, and his

relationship with his girlfriend disintegrates as a result, What,

is interesting about Green's treatment of Len is th;t Len's Tind
begins-to get as murky as his surroundings; he sees the world
around him at a slight ;ngle, His vision is slightly out of
perspective, and there is a ;rowiné sense of hallucination, This
1s‘denonstrat_;d in his bungled attempt to res'l.’il's younger

l;néjof’impact

brother and sister from drowning in the canal.
L] 4

of the story comes when Len is tried for criminal negligence,

Green vividly demonstrates thé total lack of communicdtfon

bet.ween_ the two classes when the prosecution lawyer presses Len

‘ . 3 b <
-
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apd further confq:e; him’ -by manipulating his language; It %s’
precisely bhis ngn;bbhnunicagion that Virginia Woolf descrigid in
the 'Leaning Iowery““and-tnat'all the contributors to Follos of
ﬂgn__ﬂxiggng ‘were trying to combat. How difficult it was to

achieve thiS'empathy with an. individual from another class can be

‘ glganed from Green's correspondeneq with Lehmann. Green explored

the mptives for Len's attempted rescue of the child in a letter

to Lehmann which further muddies the distinction between Lep's

>

thoughts, speech and actions: . *g

v
..

L ] ° .

It is fairly ckear now that (a) he went in to save
., - them (b) he"was frightened and in fact drowned them,.
though as usual through none of his.own wilding. (¢) he *
-might himself have drowned (d)- on the other hand he -
-might "have sawed them, Then in the following
paragraph, _he becomeg 'resolyed' as if he had drowned
-them purpowy. or aflyway done something of his own
N a°°°r?2 course, in reality _he's done no such
thi ng )
. . .1 %.‘ ‘l

»

’ Green was clearly iﬁ#ecure about his Success in letting the story

speak for 1tse1f. His 'of course¥? 13 far less aonfident than he

. .. , . (
_would have Lehmann believe, His Len is a complex, bewildered and, °

bassive fifbre acutely recepfive to the nuances of his
envirdnment the dark cold dampness of the canal has become a

‘g
' part- of his character as he llgyes to scek work in another town,

"‘f .
The enyironment has very nearly sucoggqu in crushing all of his,
life and-vitality. And thd 1nst1tution, the eourt, is conpletely
baffled bw his behaviour; he is an’ enigma to the people in {t

because they have no congéption of his suffering; they do not

- even apeak the aané lanEUIsso

¢

Tho Iailure of communication has equllly tragic und-rtoncs

- 14
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in James Stern's "The Ebbing Tide" (F.NuW., 4, 1941). In this
case, the failure is between parents and children\at the seaside
and culminates in a little boy's first experience of terror.
Stern had used the Moon family before in stories_ he submitted to
New Writing; but in "The Ebbing Tide,™ Mrs, Moon %eases to be a
figure of polite"social comedy and becomes instead a woman of
private fears which she transmits to her son. It is as 1if

Stern's comic world has become invaded by a sense of the

infinite, and even by a potential darkness-which transforms our

%

attitudes to nearly all of the family. Molly Moon 1is oblivious

to the rich secret life of her son, Walter, whose imagination
l‘ -

about the sea runs riot: .

o

Once out there, caught oW the dreadful invisible
current of the ebbing tide, human strength had no
meaning, The voice cried once, for help, and the bogy
began to sink; and sinking once, it rose once, tMice;
but the voice could not cry-.again. . . .. Down there,
under {@gose.rolling liquid hills, 1lay hulks of wrecks
foundered to their doom before any living man was born;
down there in the dark breathless co@ntry where no man
could live, which no man alive had seen, lay the
bones of dead men wrapped in weed (p: 60). .

Walter 1 both dgswn to the sez and repulsed by it; it is the
source of his romantic dreams and of mysterious forces beyond
his comprehension, ﬁolly Moon, on the other hand, suffers
their annual pilgrimage to the seaside as a painful duty required
by having children, She hates the public nature*og the beaches,
qpich deprives her of control over her children, and threatens
he'ﬁ"hse of privacy; if sgzicould she would love to share her

childreniP freedom of attire, but her repressi¢3 puritanism

forbids her any instinctual pleasure in suh, sand and sea.

» - N
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v ¢hild's vision of the sea. Walter's worst reqre are realized

BN “ . when another little boy is nearly" drowned and his nother,

abandoning her habitual tight—lipbed repressiveness and ‘torpor,
saves the boy from drowning. The reader can no longer regard
l{o'lly :496;; as & grotesque without human feeling. "The Ebbing
Tide® aspires to sfnbolien. as Welter cries alone in t-he
eha‘ngina room ‘arxd 'triea to cene to terms with his l'ystiical
- _‘ experience and vision of terror; his nother can give him no
— solace, since she has no understanding of his predtcuent.‘
- | John Sommerfield's "The First Night Ashore® (EJLi., A,
' 1941) eontains a similar 1nteeaity of lonellness: it presents the
' fatlure of reaut)y to sustain the illusions of chiracters

172

Ste‘rri juxtaposes the buried anxieties of -the mother t) the.

i
; , released from . clausbropbobim A gryp or sailors freshly-landed T
RN ® ' N
~ s ," . ’-i.n a Spanish port wandér from bar to night.elub to brothel 1n an
R adyssey of attempted self-gratification, The grim realism of the i
A onniacient. parrator breaks out into a kind of sordid poeiry as
& o
D /_ the ehtrnctera encount 7 one rauure aff.er another, They are ell j
/ "
) “\ in s&a:cb of fulfilment of t!xe:l.r various desires and lusts, and u
b - a1l elther deliberately delude thensel'ves or ﬂn.‘lsh the evening t
f, < sorely diaappo;lntqd with 1ts wentaa . \/y K <
. C Hov it was 'darkgiethe purple sky glowing with the .
;o . e radiahce of th@usands @f neon- signs, whose
.« 4 ' , polydiromatlc flowers of Tight.tjossomed in so many of
-+« - the.eity's strueets, Uuder the usty.plane trees, in 3
: . v . .the false daylight of the.lamps," millions of ,
. ‘1 .. ", mosquitoes damced and whined..'Doors of bars and cafes :
Vo ' swung open and shut like rows of laughing mouths, . All .
, C~ along the dock -road men were gdiving hands into pocket.a, :
] v . brinu.n; oyt coins, , . Each coin was the embodiment. of .
L ‘30 much mnt ud bttert, <50 puch time apeut noklu J
» [N . » "\ ¢ p .. » - “m
. . ."v/ - . ~ ‘ . . :l‘
' . ~ .o ’ ‘. & ) » ;3
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and hammering, and steering, painting and trimming’
and scrubbing, so much time working being exchanged for
so little time spent enjoying (pp. 138-9).

- - -

Sonlerrield conveys their desperation with great Sympathy. 'I'hey

f

are cheated of their dreans in oonnercial tranuctions which
parody their desires. As their drink-inspired good humour

evaporates, most of them become quarrelsome or maudlin, "mongh

their desire for companionship is genuine, they wander -

individually and aimlessly in pursuit of a pleaéuré they cannot
attain. Unable to su;tnin their intermittent glimpses of the
trutl;n of their condition, ‘they argue sbout syndicalism and sing&
ironic songs about their bosses, . but their }'&bpliton is limited
to drinking' or whoring. Sommerfield's story, written before the
start of the Sesond World War, is an appul for a new bcsinning
and a restoration of huuan dignity. As 2 writer of gr.oviag
stature, confronted with the necessity o"f: n;kiag sense of the
impending war, Sommerfield chose t¢ demonatrate tmu‘ people often
rob t.hens\c.;lves, qx&hanging a demoralizing fantasy for the

-

possibility of genuine cogmunity and companionship. B

Many of the English short stories inm Falios of New Nriting
su;gé‘u that the present sit'uat:t’c.)n contains lié‘tle to be prouh‘
of ; they gesture backwardswer ferwarcfi to 'diff‘erqa}. social
organizahion. Lehmann was pleaae‘d to publish Gh,inese

eontributions which explored .similar issues in a different

_.context, One of the’ nost signifioant things about the Chinese

contributors to ammu.m 1s the sense of optimbom
they manage to convey, even when they are p:plor;ng human folly.

Pl ’ - 0 . ¢ ‘
.- Unlike many of their Russian counterparts in- the -thirties, they
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do not try to achieve this by ignoering the individual, but by
celebrating him and all his faults in theRontext of a larger
* group. Thus in "Mr., Hua yei" (Fala¥., 3, 1941), which 1s
translated from the Chinese by én unidentified contributor,
Chang T'ien«Y1 creates a satirical portrait of a type thrown up
by revolutionary struggles and wars everywhere. Mr. Hua Wel 15 a
bureaucratic parasite who treats everyone else with
cqndescension; he spends his time c¢reating the myth of his own

importance:

. |

He came in wearing a very solemn ex}ression, gnd walked
with heavy, deliberate steps, It seemed as though all
the strain on his face had merged into this awful
seriousness. He haltéd at the door for a moment so
that everyone might have a good look at him--apparently
he meant Lo inspire all with confidence and assurance,
He nodded knowingly to himself, his eyes on the
cer1ling., Thus he let the humbled masses know that he
recoghized thelr presence,

'"You young people require guidance! The nationa?
salvation work can only be well performed when there is
good direction. You young people are very enthusiastic
in your work; but you lack experiente and consequently
it is very easy for you to make mistakes, Unless you
have direction and guidance the results can only be
hopelessly bad. . . . That's all I have to say to you

to-day!' (p. 116). .
Mr Hua is allowed to condemn himself by such speeches., His .
language bespeaks“his opportunism, as he repeats, almost v

}
verbatim, the same address in one committee room after anpt&er.
A
The narrator passes ro overt judgment, but clearly relishes Mr,
Hua's collapse as he becomes hysterical at the end of the story

and accuses all of plotting against him, ) *

Yao HsUeh-Yin's "Half A Cartload of Str#W Short" (F.M.W.,

\ \

EN
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® 3, 5941), which is translated by amunidentit"ied' contributor, is
an equally realistic expression of hunan fallibility and
eventual trlumph. In this case the protagonist is something of a
divine idiot, a peasant turned revolutionary fighter who
inspires others by his sinplicity.' The narrator tells the story\
. with ‘gentle humour:‘ and his character's ;:Ontinally limited

intelligence enhances his c¢conversion to a hero and gives

sinoer‘ity to the others' struggle against the Japanese:

-

'Look,! he would point, 'how thick tihe wild grass is.

growing in the fields! Eh?'. And he sutked his pipe

. profoundly, puffing out the last part of his sentence

‘ » with & great cloud of smoke, 'The Japanese are the

. v cause of that. Before, people could live and work in
. ¢ . peace, Then the wild grass never grew rank* (p. “123).

It is difficult ‘o argue with patrjotism as simple as this, The

majority of the Chinese stories Lehmanp published in his New -

Hriting projects Bre concerned with the peasants' de'ep-rooted
sense of the land which often becomes a revolutionary force.
The tzest of. the Chinese stories is Pai Ping—Chei's P'A.’Long
- “ The ~Yun)ne'n‘-,aurma Road". (E.Nula, 1, 1940). In this short story
. o the depiction of the Chinese peasants is sympathetio; realistic

far more &ompi[ex and sustained analysis of the relationship‘
betueen 1ndividuals. They euerge as ill-eduoated deferential
 #hd s.opetiues envdods human beings; their knowledge 13 based

L

T lsrkely, on superstiuon or .hearsay, since few of them have
. ) >
tnvylled uore than.,a few miles from their villaze. Nost of the

1

lodal officlals are very conscious of their own- ignoranoe, but .

L, - “ thcy seek to disguiae it by. stubborna adherence to thefr own
- [ ]

- R .
. LI ‘ P v . . y . . .
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R ' and oontains g mild undercurrent of humour; however, there ié a-
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original decd,sions, 1n spite of better advice from the road-

building coolies, This 1s mainly because these oﬁficiai,s are too

.insecure to accept that they can be '‘wrang,

" pronagontst Sa:;m‘an, insists that, the: éoolies throw auay rocks
.which the cooligs know they will 1atér' need t.a surface the road.
The story explores Sanman's hdm_iliation and the coolies’
campassionate treatmen{:inf him; they plead with the older and
seniq‘f' ¢fficial to reinstate him, despite San)m‘ax{'s‘ patronising,

attitude towards them. All of the coolies are stunmed &0 see

- that the senior of ficial ;'r"rivea uithout the f;nfare, pomp and
arrogance they are accustoned to fron _their suppoaed supériors.
Clearly, the old official is a gerktle, underatanding pruduet. of
the revolution, who has no need of props to show hks wisdom, He
~appeala to the coqlies' loyal‘g\ l M

'These times do” not allow us to make such mistakes,' \
. * he continues. 'Our,resistance is also carried on in
‘the.rear. Think of the thousands ‘of our compatriots
who are fighting at the fronts! Hoew then can ahygne:
dream of personal power, or personal glory? Every drop
of your sweat means that a stronger barrier has been
erected to pratect the 1ife of our nation. I'm also a
work:an, a coolie and the same as youl' (p, 58), - °

»

L 4
L4

This 13 one . of the. t‘ew occasions vhen 'official" language is
substituted for genuine hyman 1nt.er/6grae, and At mars an
4 otheruiae simple and’ mov ing story.f Pa:l. P:Lng-—(;hei resists the

s

urge. to' sentimentalize or f;;sify\“the coolies' ‘tmdgrstannng or
comnit:nent, At t.he eng.of the Story ‘thcy are untted»'sin a common’

O

cause, Su‘t éheir resolve ‘is only tentative. The dooliest

EY

dmoguc, like. tne;r uinwnuaoo, 1s sparse,” but Pai Ping-Chet
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' skil!‘ull'y convey“xs“ thei’r aspirations and the hierarchy they.exist
in; he 'doé:s so without breaking the flow of the nar’rativef-tbo
freqd&nt}y with the obtrusive.ideology or exhorfations often

. contained in earlier Sov et g&ela. - o .

Like the\,Chine'se writers, the New Zealanders ;:\ere.busy
. :"crﬂ’eattng an inf;nt literary sensibility and exploring their-
so'c,ialg and ‘cultural roots, If the Chinese often loocked to
s-\iperior Russian writers like Forki for i;nspiration, 1:.he New
‘Zealanders'turned to Great Britain, But both the ?t;inese an& New
iealand,ers‘ ucré‘baginnfn_g to produce something th:at vas an
. artistic expreslslon ofj»their own o;viron;ené and not a pale'
'1nitar.10n of another ‘culture, f.ehnnn looked to the New ZeaIand

» writera, among. othera, since he had been 1ntrodu.ced to some of

] . their uritinf by William Plomer, to supply. the international

SRRy cotponent which had been sorely-reduced by the Gernan conquest of

- - . .

o7 to be very 1polated, pa.rticularly by the outbreak of war, and

. 4 expreased their fears. t.o Leh;nnn' Y

< . Well, I have only a dead sort of feeling about the war. °
) " I hear the intellectuals out here saylng we'll have to
w let old man Europe just go to pot, get. Darcy Creswel
L ‘ ¢+ .'* back fron\England, accept his mythdlogy (even with ‘the
. ( 'smell of grave—clothes on it) and start culture all
' over again out here._ But of course it wouldn*¥# work. ,
"1,. ., But I absolutely ‘agree with Ishéerwood going.

o { .+ * 7 Without any irony I-think tlgs ‘one of the mast
- -+ couvrageous t.hl.nas I've henrd of, .
L. i l -v ? ‘ i ‘6 ) ; - |

There is x deceptive casualpess abbpt everything that Sarzenon
{ . contribnted ’cmfohn' Lehnnn, a cuqilngn »which. coaenls t.he

' arttatry thaﬁ went uw{ue creation of ' hia ohar‘nctcrs, utung

nost. of Europg. But writers like Frank Sargeson relb themselves v

-
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and dialogue. He manages to capture the indomitable stoiaeism of
a people undergoing hard times, and_yet shovfs their resistance.
under great-straim The pou;rful emptions and humanity are
hidden beneath a layer of apparent unéoncerm\ Thus the narrator
of ™A Man and His Wife" (FaM.W., 3, 19%1) relates the aberrant
actions of his friend, Ted, as if they were onli‘sughuy

L 4

-

strange, After.leaving his wife, Ted '‘turns to a dog, and .,
i [ 4

everitually a canary, for sympathy; when the canary escapes he

gives up hie life of loneliness and returns to his wife, The

-

narraéor implies that such actions are ultimately a product of
aconoxlic stress and that they therefo:"e should not be Judged too
ha.rshly. People survive these times because they bind t.hemselves

tbgether: e

It was during the slump, when times were bad, Bad

+ times are different from good times, people's habits
‘aren't quite the same, When the slump was an you
didn't have to worry about certain things. The way you

\ dressed, for instanee, Along the street you'd meet too
' many who were as hard put to it as you were yourself,
- That's one thing-the slump did, it put a certain sort
:g)couradeship into life that yo don't find now (p.

»>

-

~

‘ ‘Sargcaon's conversational s‘tyle manqge; t.o conyey " the -Wwarmth of
human: solidarity, despite the things which temporarily separate
the characters from each othe{QuLit is also 1mbued with a’
" sende of loss--a- sense t'.ha\t all has#changed for ‘the worse. This
gift for 1nterpretins the New Zealand auvi.ronneﬁt and for making
. wry conneut.s about whisge civilization was. share‘& by” Roderick
Finlays\n in such stories as "}'he Totara Tree”, (f.ﬂ.l., 2, 1940)
and "k Faraer. ind His Hdraa‘ (f.,u., y, 191;1). ' o

‘
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The most disappointing eentents of manm_umm are -
the English sketehes and short stories published as a direes
response to the war iﬁself;‘the attempt to render and interpret
the.mement seeseqf ;ith a few exceptions, to be doomed to )
triviality or incompletenessl S.G. Watt's "Short of‘Hen‘
(EaMaMa, 4, 1981) 1s typical in this respect. The first-person
narrator is a bookworm, addicted to Shelley, who overcomes-his ,

. ! .
initial di‘staste for -the army he is conscripted into by

, developing a taste for the pure £unctionalism of a rifle. His

. Even l’:ss enticing 13 .Roy Fuller's "The Pig" (F.N.M., 4, 1941); x

&

‘ .

¥
’

a

conversion to 'manhoed' is meant to inspire sympathy; t.his

charaoter beeomes, instead, “tinctuous #fid self-congratulatory,.

uhich purports to’ study the g‘enesis of a' fascist, from an

adolescent shop assistant t.o an adult obsessed with’ hero-worship. 3
The black humour is forced, sFuller's eheerful condemnagion and )
ridi,cule of his o‘ne-dimensional vict.im as a. homicidal maniac
suffering from schizOphrenia and paranoid blackouts is. all too

convenlent. It is &s if Fuller only Wants to ‘P aunt his

. inbeliigence, arui his hatred of Fascism, at the e-xpense rof his

writing.‘ C !

[ 3 Y

A far more k\umar\e and aesthetically satisfying picture of

* .

. the ﬁew],y re;m)ited or eonsoripted soldier is contained in Ralph

. El@ell Sutton's "The Deserter" (F_.N,.H_. "1, 1940). .The narrttor

N

of "The Deserter' is an unidentit‘ied soldier who observes the \

distntegration of the deserter (befope he decerts) from a ‘

. sympathetic distlnee\and reveals the attitudes of ‘othler

eonocripts who %e his oonoer‘n. There is no posturing, 0] y s

~ [
' S f
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graduk\presentation of damp grey 'shabby butldings whi¢h all the
"'uen ahére in cpmnon. L11<e most c':f his companions, \the narrator
stoically accepts these conditions, but he has enough sensibivity
to empathiae with theipliglht of abbt.her‘uho cannot:

" Then we talked about him being plumb scared of war.
We were all plumb scared of war, we reckoned. But it
seemed to'be different With this chap. He couldn't
Stand anything to do with war, He couldn't stand all
the men in uniform and the routine and the rifies, It
killed him inside and he wWent about in misery and awful
fear. Everything he iaw and smelt and heard made it
worse, and some of us began to 'wonder if it uould
slowly drive him mad (p. 62). ,

This insight is aupported by the reported exchanges of the other
soldiers, who all agree that he is hopelesaly misplaced; their

pronouncements act as a choral acgompaniment to the deserter'a

impending doom. Set against t.hia ‘1s the completely unsympathetic

+

view of the case provided by the corporal, wha represents the
official view of the matter: "'Said he was Tonely. You know.
Lonely 'eart seeks friend. ‘Cor bli;wy. Proper soft bloody
bastard'™ (p. 65'). Before the deserter .is drag{ed out. of the
r.iver, his llet,ters.to a 'girl are read by the narrator, who sees
through the cliches and sedate handwriting to the tragedy and
loneliness of an alienated individual., This understaniiing’ is the
starting-point of the narratort's t.houghta about fate and tragedy,
about how the war has accelerated a more general dissolution,

.Elwelli-Sutt.on's ‘narrator is a survivor who neverthcless

4 4

recognizes the cruelty inherent 1n the war nachine and ponders op ‘

its transoendont brutal‘h:y The u&twe of diamlogue, description

and personal /reflection conveya a fer more convincing picture of

-
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4

the initial experience of the war than that contained in "Short

of Men," This is largely because the personality of the narrator
is obtrusive and irritating in ‘the latter, whereas in "The
Deserter® it is compassionate; "The Deserter® is a genﬁine story
rather than a hastily QOnceived sketch.

The. gen;es that were mosat successful .in interpretins the
initial ' impact of war were reflective esaays, diary extracts and
letters. All of these}'\res are used to good erféat in Folios

gf_ﬂgu___j_mmg. Andr,e Chawson, a regular contributor to New
Mriting, places his faith on record .in "A Liajson Officer's

Notebook'(f;jLH& 1, 1940), which ia a mixture of description,‘
.anecdote and philosophic inquiry 1nto the immediate significance
of the battlefront:

“

France will endure, and with her what she represents (a
humanity, a dignity, a lucidity, not absolute, but
exemplary) in the degree to which she saves her
peasants, . In our country, the peasant alone is pure,
Qut of them we make our workers, our functionaries, our
intellectuals, our artists . .7, The best thing I'vé
done in by life is having borne witness for the
peasants (the casual labourer yesterday, the man of mud
and blood ‘today). The peaSant alone withstands -the
vast catastrophes of nature, tribulation and war,
vioclence and upheaval, If we are worth anything, it is
,~ only in so far as we remain faithful to him (p. 39), .

-

1

The problem with this diary extract is that it seems compelled by
a false optimism; }t ;s pretentious ind'degperatewin,ita.;ea;ch
for some source of éonaol ion. 1In attempsingrtp link the

’ — sﬁggi; to the concept of 'oivilization,

" Chamson ignores his oan khowledge ﬁhat French- civilization does

not a-oupt Yo uuch in 19#0. Chamson is a man uho hatea war, many

of hia observatians ate attnptsﬁo understand and},}uatify his

oL

K
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- patriotism and place it in the wider context gf the struggle for
' humanity. By deséribing the transition from peasant to soldier
‘. as an arganic proceas, he tries to make the French soldier into a

defehder of culture-—a culture that has collapsed under the
onslaught of Fascism. The quiep heroism is an instinctual

' attempt to salvage~sowfthing from the cultural barbarism

exhibited by the fascists en maSSe, though not necessarily by the

individual German soltier. , -
There 13 a_marked similarity in all this to the stance taken

by George Ordell in hfs essay fMy Country Right or Left" (i
| 2, 1940), which is 'a far more successful pieqp of writing.

.

Orweyl, of courac, trots out his favourite scapegoats, the
‘ . "« tntellectual 1eft,.a;d accuses them of seof fing at the militarist
tradition of ‘the English niddle—cla:s when they haye nothing to
replace 1t with, He sees the internationalisn of many of the:
" English left as a,pale spbs}itute far genuine patriotisn, which
can, if it is prbparly harnessed, be turned into 3 useful
i;;_,,/”~ inatrunentwfgr'ﬁinnidgi}he war ?gainst Fasciam andatﬁus for
“_ . Vinning the peade for a new Socialism. As usual, he proceeds
from his (;wn quirkish memories of the First World War to
genéralizations about his generation and complaints about the
. , . government for negle&tins to employ his services, The most g

o : striking thing about his essay is his definition of English

' | patriotigm: S
~ ) " Patriotism has nothing to do with conservatism. It is
’ ) devotion to Something that is changing but is felt to
‘ . be mystically the same, like the devotion of the ex-
' White Bolshevik to Rusaia, To be loyal doth to.
P
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+Chamberlain's England and to the England of tomorrow
might seem an impossibility, if one did not knaey it to
_be an everyday phenomenon. Only revolution can saye
- -"England, that -has been obvious for years, but now the
revolution has atarted, and it may proceed quite
quickly if ohly we can keep Hitler out (pp. #0-1).

It 1s’c1ear‘ from this essay thatJOrwell's_ tapacity to take things
personally~~even a war--has not diminished. . He is correct,
though in dagserting that many of his contemporaries felt ch:aated
by being too young to, participate in the First World War, This
‘ﬁotibn receive‘s support in sulch biogf'aphies as Christopher
Isherwood's M_m; MacNeice's W__E_m
and Spender's W In this respect Orwell fanages
to ¢apture and convey the -ﬁogd of a g/eratlon. Many of his
essays’and much of "his journalism of the 1930s and 1940‘3

_ demonstrate that he is‘a representative figure of ‘hu age,

Conseque_ntly,' "My Country Right or Left¥ has an emotional appeal
and a2 veracity which is absent from Chan!son's "A Liaison
Officer's ;lotebook." Orwell's disillusionment with this new ‘form
of patriotism and 'his regognition of the threat of universal
totglitarianisn later moved him to write 1984, In this es.;.ay~he
cap quite cheerfully adknowledge the poasi-bility that the London
gutters will “have to. run with blood before any political
salvation will be attained, His fluctuations betwgen individual

anarchiam, revolut.ionary fervour, and adherence toa myat.ical‘

*

vision of an orgtnic evolution of the British politioal system

“take ‘place with startling speed. Moreover, he has lost none of

his taste for invebtive against those yhb do not share his

opinions,

Rmer e aded
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John Lehnann ehqse .to use the epistolary form for his own

more. perspnal refleetiqas“'bn the significance of war; there are

-sev'eral points of 1ntem§ct;].on between his comments as an éditor
and those of the creative writer. He draws analogiea between the

wztndraval of the §§man 1egionarieq and the plight of Britohs

auaitind the inva&ion ,qf the twentieth-ceutury barbarians,.

Primarily, though, the "Letter to a Friend at Sea" (F.N.W., 4,
19“2) asserg:s the interdependence of personal friendship and the

ere"ative prooess., Lehmann considers that culture and value will
P
be kept. alive by recognizing shat friendship and art are t.he onla

things left worth fighting for:

It is friendship that can give dignity and meaning to

“ our ljves now, while we accept and enduré what we
cannot alter, It 1s poetry that can sustaih our belief
in the 1ife of the spirit, and keep the whole landscape
of existence before our eyes when the disorder and
frenzy of the present is driving us into_ one corner of
it. When we suddenly grope in bewildérifént before the
awful no-saying of War, ... €p. 173)s ~

.

< ' -~

One feels almost a sense of trepidation in evaluating a letter
like this, It does provide a’very poignant expreaaioﬁ of
Lehmann's state of mind; while the privlte man was t.ry:lng to cdpe

with a great personal loss, the writer wss turniag this

experience into a universal st‘ateuent.(of qualified hope., This i«

only briefly marred by the resort .to a stock image of the
thirt{es contained in the phrase "the iron groove of~this time's

-~

necessity" ¢(p. 178).
. A . v
One of the major differences between the Second V(orld War

and thq’j'ixjst was that the entire civilian populltlizon of Great

‘Britain became involv‘ed in war and threatened by violent d&th

.
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from bombing., Total war produced its cf¢1lian casualties and

civilian ‘!}Qes, and some of the contributors to Egligﬁ_g{__ﬂgn

" Writing and later Pepguin New Writing focused on this new

phenomenon, Thus B,L. Coombes widened his usual range of
interests in "Sabbath Night" (FuM.M., 2, 1940) and wrote about a
small group of volunteer ambulancemén, coping with the threat of

raids. The dialogue between the men is mostly about the need for

i social reconstruction after the war, All of the characters are

wpart of a small, clearly defined community in which there 1s the

" occasional hint of class tension between the better-educated

insurance agentsihd thé railway workers, "Sabbath Night" is an
approach:towards what Lehmann called the new reportage, that
which cqontaing more of the writer's:personality and less
realistic description simply for its own sake., There is. little
ar no distinctién between Coombes and his first-persen narrator,
who argues with the other.cha}acters about’ the crises of
civilization and offers his own solutions. Little enéugh
happens--a few bombs a;e dropped which cause minimal damage, but
what is impogkangdgs‘the tone of patience and shared
responsibility evihent in" the community, Occasionally, Coombes
provides glimpses of his valley's bealty aﬁd of hissown deeper

1

reflections: |, ’ ) .

When gvening shaded the valley I closed the windows
and fastened the shutters, Thdt action fnade meé realize
how history is continually being repeated, I felt sure
that two -hundred years earlier another man had fastened
the same shutters and been grateful for their
protection against the highwayman; and now, on this
Sunday night, I was glad of their cover and the fort-
like strength of that rqadside house beeause they would
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protect us from ah invader out of the sky (p. 42).

The extent to which the new element of subjectivity could be

¥
used in prose is evident in such pieces as Henry Green's "Mr,

Jonas" (F.N.W., 3, 1941),- which is gualitatively anc.i'

imaginatively different from "Sabbath« Night." Green's
impressionistic and, at times, Surrealistic style is an admirable
jediuyp for conveyihg ?he l1imbo world of gight fire;fiéhting.

‘ ) ‘For once, the form of his writ}ng is superbly matched to the
content in a way that it is not in a novel like .
Almostnevery sentenpe-ié a complex ﬁixture of statement and a
series of clausal qualificationé which depicet the rapidly
shifting perceptions of tge first-person narrator. ih New
¥riting in Eurgpe, Lehmann suggested that dréen‘was sometimes
guilty of "abstruse manneri§m"‘4; this is patently not the case
»tin "hr. Jonas," where th? proée rhythms aspire to a form of
‘ poetry'éh;t approximates the objective reality described.: First
-there is a.series bf,poetiéally charged images which arise from
the sight of the water from’the hoses descending onto the fldmes,
and then there is th§ fndiviﬂyal‘s private reaction to the

. Spectacle:

~#

It was a¥ though the three high fountains which,
through sunlight, would furl tHeir flags in rainbows as
they fell dispersed had now played these up into a
howling wind to be driven, to be shattered, dispersed,
no longer to fall to sweet rainbows, but intd a cloud
" of steam rose-coloured beneath, above no wide water-
‘N lilies in a pool, but into the welter of yellow banner-

streaming flames.
Accustomed, as all were, to sights of this kind

’ -

there was not one amongst us who dig not now'feel“

withdrawn into himself, as though heghad come upon a
place foréign to him but which he had been aware he had

o

o
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' flame, smoke, Boris and descending water:
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to visit, as if it were a region the conditions inh
which he knew would be somethihg between living’ and
dying, not, that is, a web of dreams, but rather such a
frontier of hopes or mbatly fears.as it may be in the
destiny of each, or almost all, to find, betwixt coma
and the giving up of living (pp. 11-12).

-

The condition described is not only that of the respcnée to an

enormous fire, but is also a venture into the creative,

unconscious, a search for images and symbols of enough resonance
3

to carry the burden of verisimilitude. gpch of the irony of "Mr.
Jonas™ is that the man himself says nothing; He is an anenymous
figure temporarily caugh% in a maelstron, H)ﬁ per§ona1
insignlficance is implicitly celebrated ip)the heroic and

successful attempts to bring him out of this nether world of

by

»

»

When the other crew took”pver we had fought our way
back to exactly the same Spot-above the hole out of
which, unassisted once he Had been released, out of
unreality into something temporarily worse, appgrently

" unhurt, but now in all probability sSuffering from
shock, had risen, to live again whoever he might be,
this Mr.Jonas (p.17)

.
Thus Mr. Jonas becoJEs\the focus for a deeply felt compassion

‘ about all human life; he is the Everyman, the innocent’bystander,

caught up in forces andr;;rUSSIes eyond his comprehension.
Green manages to make his description of the Blitz into a
complex §tatemeht about human heroism; at the same time he
startles the reader by his constant change of pace in his prose
rhythors, Whap dialogye there is iz a stream of terse ;ommands
issued by one fireman to another, But the intensity of Green's

aésthetic and ﬁ;ychological insight is projected from the human
a ) .

\

-
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onto the material objects which surround the séene. Dielogue is
therefore redundant, All the. four elements'becoie possible

-~

sources of death rather than solece; consequently hunan bréve;§ ‘
lights up this l1imbo world of danknes§: }Mr. Jonas® tranacends

; the former boundaries of reportage and provides a model by which’
to judge all ot?er attempts in Folies of New Writing to interpret ‘
the significance of war, - C

E_Qligﬁ_ﬁ_ﬂgu__l:i&iﬂg was, as Lehmann intended it to be a- T 1

- place where new and old writers could continue to experiment with

’ their oraft and in the process reveal perennial human concernq' . )
and examine values which could provide a basis for‘a new Saociety
after the war. They achieved this experimentation in a variety . ..
of ways, by exploring a range of institutions and humarm
relationships, by exhibiting individual reactions fo the
philosophy behind the war, to recruitment or conscription into
the army, and to the experience of civilian mobilization 1n§o
communal reSpens}bilities and duties rarely seen before, The;e
i3 also a recognition that cert?in changes in the class structdie
of England are taking place, that for better or wonrse ﬁost-w r /

4

society can never hope to be the’same. The major distinction {n

scope between Folios of New Writing and

was that the latter was a conscious attempt to search for a

common European culture by mixing primarily English, Czech and '
Greek contributions. Follog -of New Writing was far more eclectic
in that Lehmann was clearly casting far and wide for anything of

literary value. It is quite possible to see Foljos of New
Kriting as a necessary preparation for the ultimately far more

-

fx,
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Notes to Chapter 1II:
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.Corporation,-1972), p. 5. All further references to
N:L_Hr.i&lnz

\
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body of the text,

1
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" +8.John Lehmanni-T.C.C.L. to Ewart Milne, Nov, Tth 1947,
Lehmann collection, H.R.C. .
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writers as Randall Swingler, Montagu Slater, Edgell Riekword and

" Christopher Caudwell in , ed.
John Lucas (Sussex: Harvester Press, 1978). ustav Klaus in
 "Socialist Fiction in the 1930's: Some preli;ninar‘y servations,"

v
’

which is contained in this collection of esgays, states: "More
books, articles and theses have probably be written about the
so-called Auden/Spender /group and their poetry alone than all the
other cultural aspects/fof the ‘Thirties taken together. * With the
weight of this partial representation in mind, Eclgell Rickweoyrd
has remarked aptly that the movement some pebple dre talking
about in retrospect, is not the one he rem—embers" € % §

MD John Lehmann, "THe World of Books II," T.c,c.Ms.,S.wiﬁh A
revisions, duly 1943, Lel}marm collec,taon, H,R.€C., P. 5.

11 john Leéhmann, "V,S, Pritchett," A and T.c.c.Ms./draft

broadcast), 1’9216 Lehmann ¢ollectioh, HR.C.,/p/.'./““\
. \ L7
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. Daylight and New Writing and Davlight

f

. L4

galum was born in 1941 when ~Johp Lepmann and Ji¥i Mucha,

an exiléd Czechoslovakian writer, convinced each other of the

need for 4 magazine in which work by "free" Czech, Polish and

Slovak writers %puld‘be published, together with that of English

!

writers. It differed from Penguin New Writing in that its aim

was to esiablish a kind of European dialogue, an exploration of
the shared cultural beliefs of many of .the European nations,” It
was not planned as an exercise in cosmopolitanism, but as a

serious examination of a European tradition, an examination which

would .recognize the, indgﬁidual flavour of its participants, and

+

yet draw broader conclusions and analogies wﬁere apprOpniéie.
Thus a considerable proportion of_gax;ign& and later,ﬂgu_ﬂzi&ing
ang Daylight, was.to be given over to critical articles on

literature and many of the other arts., In additien -to

¢
"

1maginatige work by writers of disparate nationalities, a large.
X . -, ) i
. part of New Writing and Daxlight was devoted to critical

-

discussion of this kind. :

ThJ‘mQBQr distinction between ngligng and Foliod of NEH
Hriting was that the former had a coherent philosophy as %pposed
to-;he deliberate eclecticism of the lat;er. E§119§ gﬁ. New
ﬂri;jﬂg'éxisted to supply a forum for guy qreative»writers

. L 4

. /‘s/ . O

[
T\
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Lehgann _could attract; Daylight was originally intended to

concentrate on publishi.ng foreign writers, pdrtitularly those in

// .
- exile in London. When these two ventures were amalgamated to~
~ - Y ’ - '

form the new magazine M_hmng_and_ﬂnum&--which appeared dn

. seven volun)es bétween 1942 ‘and 191&6—-Lehmann begap to see far

more c}'\arly that the essential feature of Newe Hcinng am“
D_a_[ligh_’g was an assertion of'a Euroiéan culture which direc¢tly

“

«4cha11enged the versiqns of fered by the Nazis and, inc¢reasingly,
by the Soviet Communj,;ts.‘ French contributions tO'tnis debate
were serious*y curtailed. until the liberattin of France, Lehmann

leaned heavily on the serv;ces of his two literary colleagues

]

Ji¥i Mucha, for Czechoslovakian contributions, and Demetrios

M

. Capetanakjs, for Greek ones. -

»

M

m_ﬂpi_ung__anm\uaxu_gm became more esaoteric as one volume
. N . 'y

succeeded another. The synthesis of the arts that Lehmann was
. bt trying. to achieve by mixing articles Bn,ballet, art, theatre,

[

film and 11tler;ature wés oc‘casionall’y"reduced tfa the mere\process :
of placing articles side by ;i“de in the hope that they would’
.. 1lluminate and  supplement each othen; ‘This’synt:hesis was .also + ,
threatened by the dif:.par:at:enes;q of the nationalities hé included
.+ * . in the magazine, Lehmann attempted to reinforce this sense of
unity by his own editorial forewords and by the introduetory "In A
" Dayiight® in the last two volumes, which sought to eiplain somé
of his choices., Nevertheless, many of the articles on theatre,{
ballet and art were rly technical, and could only be of
- interest to specialists in those fields. TIn his autobiography
Lehmann dnscril?eﬂ his desire to find:-the kind of clritic who”could

‘ < ¥
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: expl“ie his chosen art form in a2 way that-fras creative; hé wanted
LN

a critice whose'sensitivity was so attuned tao the work of his time

"that he coyld,inspink work by gther artists:

«
« « . the poet or poet-novelist whose intelligence 13V(
_.constantly exploring the philosophical raison d'etre of
his art, testing his conclusions by examining them in
relation.to the great artists of the past or his more
formidable contemperaries, the writer with a bent for
constrycting systems out of the ideas which have filled
his own mind for the time being; who is miles apart
. from the pedantic critic awarding marks and arranging
schools, or the clever talker-critic with nothing new :
to say . . . Good+~-that is, stimulating and
pershasive--philosopqer-poets of this kind are
unfortunately rare. . .

L

v

- A [ ]
When he_ wrote this Lehmanm clearly had’ in minq his friend
Demetrios Capetanakis, an exiled Greék wrifer and philosopher,’
éipeared at regular intervals in New.  Writing and

Daylight, More than any other contributor Capetanakis sought a

whose work

philosophical system which could be applied to writers, and by
whicﬁ thgir value could Be defined. Lehmann also published other
crit;c/ggtrsts like Ed@in Muir, Keith Vaughan and Edith Sitwell
when he bg;ieveg they were working along parallel lines.

The attempts to form philosophical systems and to apply them

in New Writing and Daylight often provided interesting new

‘approaches to individual artists, but frequently blurred the

disginctions betdeen these writers.‘ On a broader scale these
athempts often jgnored the distinctions between national Iiterary
‘tragitions; it was only after the Secend World War that Lehdann

realized the hopelessne3s of this approach. Lehmann clearly

bélieved that the presence of so many foreign artists in exile in

' P
London was an u?precedented opportunity to create a European
, ”

. »
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artistic consensus; he was;unrealistically sanguine in this.
respect, . '

. Initially, the focus of many of the essays in Daylight was
on the relationship betweenishe'individual imagindtion and the

+ state. Unller both Fascism an8-Communism the 1ntegrity»of the
individual artist was ass;iléd by dogmas abégé(his usefulness in
relatibp to the temporary needs_ of the state: Once it was clear
that the fascists were losing the struggle for European hegemo;y,
Lehmann began to see his major task as the defence of the arts
~against the philistines at home. These 1ﬁcluaed those
journalists who hoped the war wg&ﬁd produce poets who shared
Rupert B;ooke's patriotism, and the civilian and military
bureaucrats whose importance had beén_increaséd by éhe war, This
was evident not only in his forewords, but also in his analysis

of current European and British literature in his ar%icles

entitled "The Armoured Writer," which appeared in volumes 1-5 of

Y lgu2-44. In addition, he frequently
d;ew.on the services of Stephen §pgnder for similar purposes.
When Lehmann published a great deal o; Greek and Czech materiali
he did so partly J&th the idea of examining the elusive European
culture was looking for, but also because he felt it would
provide g% é@ to the‘Rusgian frame of mind: This was cruclal to
him, as-the mutual suspicion between the‘West and the So‘}et

- Union led to cultural incowphﬁehensioh and all the political
ramifications that’this produced.

Lehmann believed in New Writing and Daylight as a bridge to
link cultures, just as he believed in- NeWw Writing and later

-
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4 . )
Penguin New Writing as a bridge to'link classég. "As New Writing
and_Daylight proceeded, Lehmann expanded his céncept of what he,

as an editor, could do for the arts. The logical consequence‘of

this was that he eventually dissolved ugg_mm&__ang___q_ay_ugm

and created the magazine Qrpheus in 1948, which was to be

»
>

unashamedly highbrow and specialist,
Néw Writing and Daylight became a testing ground for a great

deal of artistic criticism. If a particular article was seen to

-have a-wider appeal than Lehmann had anticiﬁated, then it was
v reprinted later in Penguin_ _New Writing, where it could be

guaranteed a greater readership, Apart frptix the work of

’Capetanakis, Spender and himself, Lehmann frequently included

‘short stories by Ji¥i Mucha, which, taken collectively, ferm a

7

f‘ascinat.ing picture of‘ the psychelogical development of a Czeth

1n‘uile during the war. The other regular f‘eatures of NewWw

m_t_ing___angTD_axlignL were the section entitled "Vaices From All
Fronts," which was a symposium of re;;ortage, short stories, and
poetry provoked by varioizs direct experierces of the war; B.L.
Coombes' "A Miner's Record," a piece of autobiographical writing
which was abanqoned after three appearances; a s;sction enPitled
"Theatre w Cinema™ or "Theatre and\ Ballet" a;xd, increasingly,
larger amou}xts of space devoted to the consideration of the
visual arts by nugrerous practising artists or rgapect;ed c:r'j.t.icsZ
t,ogéther with picture supplements to many of these sections; ‘
None of the volumes of New Writing and Davlight ;na{naged to
capture ‘completely the philos'ophic cohesion that.wa;s evident in

Daylight. When Daylight merged with Folios of New Writing, the

.
L}
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disparateness of many of the individual contributors was more in 2,
evidence than the common ground’whichimhey were suppogehrto
. ) 6

share. Lehmann yltimately failed in his broader design'of

defining a common traditign of.European culture, The‘e&perienCe
o

of his continental contributors diffengd substgntially from that
of their English counterparts. What was left was the assertion

that éach national tradition was rndependent though linked by, a

common struggle' against totalitarianism. Nevertheless, Lehmann

succeeded in publishing a.number of excellent 5hort5h!nries by .

William Sansom, Mucha and Strachey, some siganicant poems, an‘&wﬁ

e ]
’ occasionally a penetrating article .or piece df criticism. 4

re

The reviews of Daylight and new.m&ms_and__naxlizh& were

encouraging. Many of the reviewers commented on the.new writers, - .

’

particularly the Greek and Czech ones, that Lehmann introduced.

Michael Roberts' review of‘ngxlign& in Ihg_ﬁggg&gtgn, in 1942
drew particular attention to M, ,Avord's "The Writers of F?ance \

Today," which suggested a sickness in some French literature, a .o

~

. « N -,
,defeatism and aimlessness which was shared, in Roberts' opinion, °

' ®

;'by some of the contributors to Daylkight. Nevertheless, uid‘J ,

bverall impression‘was favourable:

» . d 4

In recent years, seVeral very worthy efforks have
been made to restore the literar& perioddical to popular
rfavour by presenting it as a book. The latest venture .
of the Hogarth Press, Daylight, bears some resemblance
to New  Writing; but althougb it has the same
. geographical openmindedness (contributors inoclude

. . French, Greek, Czech and Chinese writers as well -as.

C % British), its political flavour is somewhat less

- prondunced, and some-interesting new names have been

. +-added to the familiar 11st of contributors to this type
.. © o~ of publieati.ohz
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Dnce Jzaxl.fgm aud mmmmnm Msaaéced ta fnr’m

) MMM there« wis .an. oéoasional nebe of”

'exaaperation migeG‘Viﬁh ,ﬂ?& #rmse"* as revievfers struggled »to'
understand the Fationale f‘cr Lﬁhmann's,m{i‘ces‘ fr“ancis L‘raham-

H’arrison's review of M_ﬂnmwm_l :lm _T_hg
_s_ggg_t_am in 1942J shewed ‘h€ Was clearly baffled ﬁy the absenee

o{ any explanation frmq Lehmann as to why he ohdse the
contr‘ibutions he dj.d° ] 1 - ) . : - i

.o o o i

.e « o 80E though the contributions f‘rom dbroad have

. beeh Almost as uneven in merit as thosé from Great
. Britain} 2nd -though our gratitudeé has often been

; *‘tem,perett by bewilderment at the limifaﬁ.oqa of ah

English but was usually content to give us one more,
story by Chamson, it would be Eilly to understate th:e
_ value of Mr. Lehmann's work, ° With an- everégrvwina
_interest in the way of 1ife and the.literature of our
allies, it is natural that m_m;mns shouwld 4Py to

¢ extend  this side of its policy.

- Though the Czechs and -the Greeks still prbdominate,.
' as in the first volume of Pavlighi, I hope that future |
volumes:gdl) introduc.o us to the young writers of t‘he,.
other al)Jled ndtions, 'I‘hexeuriogs ‘absenge_ of Americarn _.

writers Bis always Yeft Mgap, perhaps deliberate, in: -

-~ Mr, Leh#ann's gallery, . . % Thig is odd and

a fteld for Mr. Lehmarm's enterprise. : ;o

'Y - -0 3 - [ R

The story rgferred to in ‘Ehe qt.iote 18- Jean Faal Ssrtre' "The

-

Room’l (NM., n.s., 2, 1939’) ) wtm:tr was tgahs;ntect by Jo‘nn Rodker.

‘Lehmann's problem ‘was tﬁat b’g could i"arely get"a,ccesa to French

or ‘Amerjcan ataﬂga of thig quéiity «durin; the wmt uia problem

L

was exacerbated by t.he facf,k.t.hat. hmriodﬁ canty»i _gtors were used

to much higher fees for their uark than he oou].d afford. He did ~’

manage, however, to publisb a number pf talented Merican writéra
»

=
M - +

= " editor who gvould be .the-first to print Sartre in ’

-

-

unfortunate, since Ameérican stories and poems cap’ ba,;‘,f‘ -
- . reproduced intact in an Eriglish”periodical yibh none of -
the inevitable loss attendant op tragﬂation. “Here is "
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in the post-wa; volumes of Penguin New Writing.

It was characteristio of many of the reviewers to praise
Lehmann's effort in keeping literature alive during the war
yea;a. Egually.praiseworthy were the efforts of his
contemporary, Cyril Connolly, the editor of Horizon. Lehmann
described his relationghip with Connolly during the war years as
one of friendly rivalryf‘ One of the features that distinguished
Lehmann's magazines from Horizon was his range of international
inierests. His attempt to bring so many nationalities together
in one magazine was a constant source of comment.among the
reviewe£s. One revievwer writing under the iniﬁials W.P,M. for
Ihe Dublin Magazine in 1947, comp}imented Lehmann for this aspect
of New Writing and Daylight: "There can"be no doubt of the value

of the wark which John Lehmann has undertaken in a world of
1n§ernétional suspicions and warring ideo}0g1e535 .

Daylight containéd writing by many of the people who dere
most.closely associated with New Writing and Daylight, and there
is a striking similarity between the ideas and tentative
conclusions reached in three e§sa§s bx Stephen Spender, Rex
Warner and Jqpn Lehmann, ,Spender, argues in his essay 9To Be
Truly Free® (W,'wm that the chief requirement of art in
a totalitarian éou&try ;s that/it does not ask duestions, and,
consequently, 1t becomes propagand@. _The éssence of all art and
culture is experimentation, which keeps minds épen and of fers the
possibility of development. Thus, in the long run;’totalibariad
countries are less adaptable; this is the major advantage th

western democracies have over the apparently far more efficient

-
1
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war machine of Hitler!'s Germany, ° Spender presents a new
definition of 1liberal i dividualism, one which is cleafly derived
from his left-wing views of the thirties, but eschews the narrow-

minded fanaticism that the problem of seizing and maintaining

-
-

power imposes on the communist:

A

It may be objécted that I am upholding gn old-
e fashioned liberal individualism. This is true in the
sense that I believe that individugls are the carriers
of such universal truths . as are available to every
separate human being. I do not believe, however, #hat
certain individuals are the personifigdations of the
will of society, or are entitled by bi h or ingenuity
to exploit their fellow human beings.

What I beliéve is that educationalists, artists,
priests, and those members of society. who are -the
carriers of a tradition and a culture, are particularly
aware of the long term conditions of human existence.

»
30-a berief in the truth and disinterestedness of
r our culture i{s not an argument for the individualisms

of a small minority; it is a powerful argument forj;’chew

liberation of all, so that they may have the chance to
become individuals. The long term conditions of human’
life, the truths at the back of religion as much as of
science, should be rooted as deeply as possible in the
lives of all men. Good education, decent living
conditions, equal opportunity, 1eiSur% are, the
gssentials for the culture of a free people.

3 \
’ i ~

~

This‘explanation of Sbender’s new credo is far more revolutionary
ﬁhan it(appearb on the surface. Measured b§ thie yaréstick,
English and indeed continental aoéiety had failed lamentably
between the wars and invited in the faacists who took advantage
of this failure. ‘

Rex warner's "The Cult of Power? (naxligni 1941) pursues

this analysis further and suggests that what is different about

the Fascist regimes is not the worahip of violence and pqaer, but

the introduection of the leaden principle. Warner suggests that

} .
0
v

» ’ \ - ‘ j 2'00_‘
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the violent rebellion of the individual was often perceived as
Héroic, even if 1t was anti-social, and was doomed to failure

bééause the indiVidual'was,disrupting the essential stability of
the community. The legacy of- the late nineteenth and early

twentieth century was the destruction of such dimly-understoody

yet tacitly-accepted notions as "God," "Necessity,"™ "Law," and -

AR ]

fhe "Sodiai‘Conscience.“ A §uccessién~of moral anarchists,
so.times for_ the purest of motives, had destroyed the genéral
ideas wﬁibh had supported society and left no ¢redo to £ill the
moral vacuum, The exampleé Warnen\gixes of writers and thinkers
who have contributed to this process include Plato and D,H.
Lawrence.. Warner éztes the rationalist revolt againsé religion,
the socialist revolt against the hierarchy of ‘the state, and the
revolt of the writers and artists of the "iifry tower" égainst
Jociety at large as all responsible for this tendency. Thus, new
leaders and‘rgbels were forced to provide a new myth and become

gbdheads for their supportZ?xi\:?e resNt of this was Fascism,

Warner's article provides a sketchy but nevertheless compelling

~ “

account of Fhe moral and philosophical dialectic which prepared
the ideologieallsoil for the rise of Fascism. He draws with ease
upon literary examples like Faustus, Oedipus and Macbeth to
support his primarily political ,thesis. Like Spenhgr, he hoped
that Fhe peace wéuld establish a society which would prevent the
widespread manifestations of the anti—ﬁuman, irratioﬁal forces
that lie at the core of Fascism. The major failure of the
Briﬁish left between the wars had been its inability to produce a

virile, as opposed to a sentiment§1, definition of community, one
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could resist the powerful ‘forces unledshed by Fascism:
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There is no logger any talk of gentleness, of
international good will and the like. The armed peqple
confront the world with an independence and virility
that scorns sueh weak notions. Yet among themselves
there exists a "real" brotherhood, “as distinct from the
sentimental professions of the priests and
internationalists, a brotherhood in arms. -
e & & ¢ ¢ s a-@ & & n ¢ & s e A & 4 + @2 e P " G, o+ =
Mere reiteratign of European 1deals of universal
love and justice will cut no more ice after-this war
than they did in the time of D.H, Lawrence. Life will

‘desire to assert itself within narrow and constricted

beunds rather than to be swallowed up in the empty
sands of unfulfilled promises and generalities that
have no apparéﬁ¥'application. « « + The only reply to
the cult of individual or racial power and violence is
the actual practice of general justice, mercy,
brotherhood and understanding (pp. 70-1). co

»

-y .

.

The armed people Warner describes are the fascists ready to seéize \

ecross Europe. Such events as the Spanish.Civil War had

demonstrated thgwfragmentation'repher than the unity of the left,

whereas the fasQ?sts had alréédy demonstrated a successful

.® brotherhood inh arms. P

Warner had travelled a long wdy from the superficialities

and glib revolutionary solutions he offered in his novel, Ihe

¥Wild Goose Chase. His article shows his maturation as a writer

and his comprehension of* the complexities involved in solving the

peliticad probleéms of the 1940's, qualities which are equally

is arguably-his best. Any socialist solution would fail, Warner .

“reflected in his early wartime novel Jiu;JEn:zhgnng—-a novel that

believed, if it neglected to take into account the urge for power

and to counterbalance it with active as opposed t passive

championing of humanitarian principles, ' .

S

oy

e ¥ -



. 4 /203’
. In his-article, "The Heart of the Problem" (Dgxlighi, 1941)

‘Lehmann implicitly concurred with mady of the conclusions drawn

by Spender and Warner. Lehmann drew attention to three-reqent
novels, For  Whom the Bell Tolls, ‘Dazknsaﬁ_aj_nggn afd Franz
Hoellering's The - Defenders, all of which depicted the

‘ consequenceés of politiefl power exeroised in a moral void In
addition, he argued that despite brillianb mlnor fragmenta—-of
which he gives no examples--the thirties writers had failea “to'
give their work that final 1maginative intensity which has always
been the characteristie of great art"(p. 137). Nonethelesa, he
"plieved that these’ ﬁhree novels were pointers along the road
that the writers of the forties would have to explore., To be a
European was to be conscibus 'of a golitical machine that had gone l,.,
out of controf. It was the taék‘af the European artist to
express this with the~"imaéinaeive intensity" that Lehmann was
seeking, or to c¢reate alternative states of existence or
understanding which could he measured against this. As part of .
this new approach to critic}sm Lekhmann argued.for anvintellectual
honesty about bhe failings of the thirties writers, among whbm he
ineluded himself. In’"The Heart of the Problem," there is also’

*an implicit.recognition that he had often been responsible for:

encouraging this ;etisfaction with unfinished fragments.

It is direct and painful experience in our own flesh

and nerves of the results of past mistakes, of slick

and shoddy thinkihg apd agreeable 'sentimentalities,

which is leading us, both artists and audience, to

' search for a deeper and more co-ordinated
interpretation of the world we live in, an

- interpretation which, by helping us to understand its
nature with the X-rays of the poetic imagination, will

make. it possible for us to adapt ourselves to it,--and

< 4 - |

-
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finaily dominate B‘ (p. 137).

One }esult of this soul-searchiné was the urge to ransack.
the past for artistic parallels which could be applied to the
present lmpasse and to explore where the current artists stood in

P ]

terms of their osn national traditions and the wider Europeah

tradition. Thus V.S, Pritchett celebrated Hasek's The _Good
. Soldier Schweik in his article "The Undying Schweik" (Dgxlighﬁf“’s*qﬂ

1ou1); '

>

He begah as a symbolic figure of the patient and
irrepressible Czech struggle for freedom, ., . . Then
with the present war Schweik's patriotic significance
has returned, and also he has become therridiculous
hero of the muddle of wartime bureaucracy and military
discipline. Before, his opponents were merely the
German and Austrian Empires; now as he carelessly plays
into the hands of the secret police, congratulates his
gaolers on their efficiency, pleads guilty on-all
charges before he has been told' what they are, and’,
makes enthusiastic gestures of approval of his tyrants,
he devastates a whole system and philosophy with his

’//’,/v simple smile (p. 160).

Schweik becomes the nonconformist clown who subverts all#fsystems

!

by agreeing to evefything wholeheartedly, in the process exposing
the political system for what i£ is, He offers a version of
(comic rebellion wh}ch perpetually rétains its attractiveqess,
regardless of the reader's natignal origin, .

Daylight's major claims to creative significance were in the
poetry of George Seferis, Vf%!ﬁslav Nezval and David Gascoyne and
in Norman Cameron's translations of Rimbaud., Moreover, there
were two noteworthy short stories submitted by the Czechs Jiri

Mucha and Egon Hostovsky. Both of these explored areas of human

feeling which were to become constant themes of many wartime .

T
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short stories, Ji¥i Muchgws”The Twelfth Day”(DﬁllL&h&,19u1)

is little more than a c¢ ntional wartime _sketeh,’ but

Hostovsky's piece offers an early exposure to a literary mood

which distinguishés cbntinental writers from their English

counterparts. "The Great Betrayal® (Daylight, 1941) presents a
group of Czech refugees in Lisbon, desperate to escape to England

or, America, but'irevented from doing thi# because they have lost’

_ the ability to prove their identities, What begins as a

technical hitch expands into axnetaphyéical desqription of the
plight of éﬁigré% evérywhere; they search fdr a subsbance which
can link their pasp lives to their preseﬁt predicament,” They

have suddenly become rootless and search, apparently hopelessly,

for a new way to define themselyes: ‘ . = .
And they are alive there, go td theatres, drink wine,

open exhibitions, clench their fists and grind their
teeth, crouch in the corners, but are still alive! I
cannot "go to them, dare not write, must not even send a

message lest they be at once arrested, - for one is not

allowed to write from the grave, that is contrary to

' nature and forbidden by law, I'am dead, for when they
' speak of me back home they use the past tense (p. 32).

1

‘The ﬁarrator*of the story denies narraéive chronology,
insists o; subjective logic, and disclaims aﬁy skill wibhsthe
pen. Nevertheless, his de8crip£i§h of his personal ﬁngst and
tﬁ;t of his friends”seateavaround a cafe table echoes a grievance
that all Czechs haye againsﬁ ﬁestern Eprope. Hostovsky's theme
is fetrayal and il characters' dilemma Feflects the larger

betrayal of the Czechoslovakian nation, Each character, and

particularly the narrator, has lost the ability to trust anyone

¥
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or anything. Appeara%ces have fooled them once, antt a second
mistake will meép their imprisOnment,ér death, Even so,
Hostovsky doesnot end the story on a note of bitterness) When

of fered the £08sibility of .escape In a bogt, the marrator

finally concedes that a total lack of faith is akin to spiritual

% M ]
death and that the only way to break the viqie:s cycle is to
trust again. '

‘When Baylight was -amalgamated with, Ealma__eﬁ_m__lcmps,
Lehmann's new project began to abﬂhact the work: of - exiled Greek

writers. Lehmann's -intént was to make Mmmm& k-
meeting place of many Earopean cultures. His desire to inclqde
Greek material in the venture was limited to the Greek poets
Seferis, Sikelianos and Odysseu$ Elytis, a few artigles on

Greek art and poetry, and the work of Demetrios Capetanakis.

)
Zan

Whether this interest arose from the effect of the extraordinary
personality of Capetanakis on Lehma;n and his assqciates 1is now
difficult to-rassesas, What is clear is that Capetanakis was seén
by some as the personification of the ideal Epropean man. His
death from leukaemia in 1§41 came as an immense shock to Lehmann

and others; RSH;HLIIIBK_QHQ_Dﬂxlish& became a kind of shrine to

‘his memory,” Capetanakis was widely read 1n a number of European

1

literatﬂres and was passionately interested in philosophy,

. consequently, +he bnoughf to his literary criticism a peculiar

inten&ity which was unmatched by any English critic Lehmann
published, Capetangk%i' {nalyses of European literature
encompassed such different figures as Dostoevsky, Rimbaud and

Stefan Géorge, a range of interest also evident in the general

- 1
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essay. he.produced on the writers of the thirties. .
Q9arly all of Capetanakis' critical werk proceeds from one
simple philosophical axiom: the greatest literary artists are

those who rOrce themselves and their readers to struggle with the

"meaning of existence. The hrtists succeed as 1ndiv1duals only ‘in

so far as they grapple wrth*the concept of nothingness, the

negation' of all human thought and emotion, By this token Stefan

»

George is judged as an artistic,failure, since he chode to-
become a state poet, to celebratg life and light and ignore their

opposites, whereas Dostoevsky and Rimbaud vindicated themselves

T

as artists gy venturing into the realms of unreality. The great
English poets, too, are steeped in this metaphysical urge:
\

Instead of recaonciling man with the world, the great
English poets reveal to him the terrifying abyss bf
v human destiny, they lead him to the verge of the
\j precipice, and it is by the terror before nothingness
that they make man more solid. The threat of
utter destruction makes man gather all his forces in
order to assert himself, -his re?lity, his solidity
4 against the powe